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ABSTRACT

THESIS PRODUCTION:
ALL MY SONS

MARSHFIELD HIGH SCHOOL
Directed by
James M. Fewer

March, 2001

This project entailed background research of Arthur Miller and his works, casting, designing and
direction, and post production evaluation of Marshfield High School’s Madrala (Marshfield
Drama Lab) Player’s production of Al My Sons. The production thesis concentration includes
research and analysis of the play and its literary background, evaluation of the play as a
production vehicle and a discussion of the directorial concept and vision for the production.
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Production Parameters and Schedule

The purpose of the Marshfield High School theatre department is to provide a
variety of educational opportunitiee that will lead to the eventual fuifiliment of the
Certificate of Initial Mastery (CIM) and the fuifillment of the Certificate of Advanced
Mastery (CAM). In order to achieve these standards, Marshfield High School provides
opportunities that may include, but are not limited to, scenic and costume design and
construction, lighting design and implementation, and acting and directing. Arthur
Miller's play, All My Sons, provides the wide array of growth opportunities for all
participants (students and instructors) within the Marshfield High School theatre
department.

Proposed Production Dates

Scheduling productions at Marshfield High School around the other activities
becomes a chore in itseif. The production dates for All My Sons are March 15, 16 and
17, with two matinee performances during the school days on March 13 & 14, 2001.

Venue Background

Marshfisld High School, a 4-A classification school which translates to 750 —
1,500 students, maintains a growing theatre program despite the currentty declining
enroliment. Historically, the Marshfield theatre program has undergone many changes.
In the past, MHS did not differ from any other high school as its theatre program
struggled to find its place within the curriculum. Class plays, performed by the Junior
and Senior classes respectively, graced the MHS auditorium stage rather than
all-school productions. At that tima, MHS was a school of over 1,500 students. As times
changed and business dwindled in the area, the program struggled more furtively to
gain its place in the school. Eventually, the class plays switched to all-school auditions,
but directors still struggled with time to perform on the largest stage in southwestern
Oregon. The plays began to appear sporadically, but most traditionally in the spring, as

the directors not only taught theatre, but coached competitive forensics as well.
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Nevertheless, strong wilied instructors with the needs of the students in mind
implemented theatre classes. The art and English instructors shared the duties of
teaching acting, directing, and introduction to theatre. The actors and directors still
struggled for rehearsal and performance time in the auditorium as more community
events crowded the calendar. Then came the 1880°s, my predecessor, using ingenuity
and sheer determination, managed to gain the abandoned auto shop facility as a
classroom and theatre venue. in 199835, with the assistance of students, administration,
parents and friends, the auto shop transformed into the primary venue for Marshfield
High School's theatre program entering its sixth season as the Madrala (acronym for
Marshfieid Drama Lab) Players.

Budget

The budget for the Madrala Players develops from show to show. Since the
season has been chosen for the 2000 2001 academic year, the budget must
independentiy return to “the black™ when each production closas. Traditionally working
on a zero balance budget, having a zero balance, spending into debt and then working
to repay that debt, haunted the theatre. Being at the mercy of ticket aales for that
particular show added countless amounts of stress to all participants in the production.
The production teamn of performers, technicians, managers, desigriers, crew, and
directors sold tickets for the primary reason of profit—getting out of the red. Therefore,
the budgets for many shows are scanty, but cover the necessities for getting the job

done.



Budget Outline

SCRIPTS
10 All My Sons Scripts $8.00 each
Postage and Handling
ROYALTIES
5 Performances $60.00 each
PUBLICITY
200 Performance Posters
1 Week run Advertising
500 Programs {run at school)
SET SUPPLIES
Miscellaneous Lumber
Miscellaneous Connectors
Paint and painting supplies
PROPS
COSTUME SUPPLIES
Fabric, thread, buttons, supplies
TOTAL EXPENDITURES

Staffing
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$ 60.00
$ 10.00

§ 300.00

$ 100.00
$ 150.00
$ 000

$ 200.00
$ 50.00
$ 100.00
$ 100.00

$ 100.00
$1170.00

Marshfield has a unique situation for staffing its production crew. ), hired to teach

theatre and occasionally English, receive an extracurricular drama stipend for artistic

director, technical director, costume designer, shop manager, etc. Kristy Fewer, my
wife, brings the aspect of the two for one deal to Marshfield High School. She, being a

volunteer, works countless hours at the theatre, as a director, assistant director,

costume coordinator, technical adviser where needed, concept coordinator, publicity

coordinator, and more. Together this limited team mounts three to five extracurricular
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productions a year, and various in class projects such as acting showcases and
traveling children's shows.

This production team through an application process will be increased by
students who will stage manage, house manage and maintain make-up and costuming.
The members of the production team will take the responsibility of paying attention to
the dutles that my wife and | seldom have time to do.

Casting

Marshfield High School has undergone a change in theatre over the past few
years in the area of casting and mounting a production. The shows are now cast
through an all school casting call and open audition in which anyone in the school may
audition for any of the roles. Using this strategy, the number of students who audition
has increased. The auditions are becoming quite competitive, and the students literally
clamber for the available parts. Hopefully, this growth continues this year as well.

Auditions

Auditions for All My Sons occur in earty November in order to allow the students
time to work on character related research once they are cast. For the audition itself,
scripts wifl be made available to the students ahead of time through the high school or
public library for their reading purposes. Audition scenes will be posted one week in
advance so the students can find, copy and rehearse these scenes prior to the actuat
audition. At the auditions, in random pairs and/or ensembles, the studente will audition
from one of the posted scenes. Typically, auditions are an open format in which the
auditioners are allowed to view the other auditions. This provides an educational value
to the auditions as others get to see what strategies work and do not work. In this style,
the veteran actors are paired with inexperienced actors to mede! auditioning behavior,
Then in turn veteran actors audition with veterans and inexperienced actors audition

with inexperienced as well.
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In the event of call backs, the students will perform an unrehearsed scene from
the script and a possible monologue. In addition, the students will work with movement
and physicalization of the various aged characters to check out those who will take
risks.

Challenges

The primary challenge that faces this particular production is the two age
extremes of the characters. Bert is eight years old, while Joe and Kate Keller are in
their iate fifties and early sixties. Finding an eight year oid boy who wants {o be on
stage will be no problem as there is an abundance of them thanks to the community
theatre and the students who are tatking to their families and friends. In order to ensure
that we have a young boy try out, | will be working with elementary school principals to
send information home to the students about this opportunity that the elementary
students could have. Finding a parent willing to transport the young man to and from
rehearsals is another story. This problem shall be solved, as parents in the past have
been very willing to work with and arrange transportation for students and their siblings.

Addressing the age appropriateness of the characters, Joe and Kate, wilt be the
crux of the production. These characters will be a great deal of the focus, because the
charactenzation must be believable, not just sixteen, seventeen and eighteen year old
students putting on masks and imitating old age. In the research, nearly every actor
who has porirayed Joe and Kate recently, especially the age appropriate actors, have
melodramatized the character. in other words, previous performers have played the
character to point that willing suspension of disbelief is broken and the character
becomes lost in the way the actor portrays it. This over playing or trying too hard is
good to know, because that will be a pitfail to avoid. The possibiiity of using guest
performers is not an option for this production. The potential to use guest performers is
there, however, the rehearsal times for this high school setting requires that the

students be no later that seven o'clock in the evening. Therefore, the conflicts of works
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schedules and students schedules will provide a greater degree of problems than it
would solve. The students, within this academic setting, need the opportunities to
portray roles that would stretch their abilities and encourage them to learn new styles
rather than fall into the old clichés and stereotypes. Using voice and movement
exercises as well as believability checks and exercises throughout the rehearsal
process should enhance their abilities to portray characters of various ages.

A secondary challenge is the number of male roles in the production.
Traditionally an abundance of females audition for roles, whiie fewer men audition. This
presents a potential problem as this show is predominately male. if audition numbers
from previous years are any indication, the numbers will be close to leveling out as
more and more underclass men are auditioning for the shows and are realizing that
theatre is “cool.”

Facilities

The faciiity, as previously stated, is a renovated auto shop building on the
Marshfield High School campus. This facility provides challenges such as vibrant
acoustics, lighting instrument rigging and sight line obstactss. it, on the other hand,
provides benefits that many other schools do not have such as an on location scene
shop, self-contained schedule, and uninterrupted rehearsal space and time
throughout the mounting of the production. This is a unique facility.

Stage

The staging area presents some problems. This space, confined by a
non-flexible seating area, provides a thrust-style performance area in which the actors
at any time stand a maximum of fifteen feet from an audience member. This "intimacy”
gives the venue an up ciose and persona! aspect for any performance, yet it causes
some sight line problems for many ‘heavy' interior sets.

The sheer awkwardness of the dimensions of the theatre gives it unique

character as well. At center stage (left to right) the acting space is forty-nine feet. This
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i the widest point of the space. It narrows to thirty feet at the down stage point - the
thrust area. It also narrows to twenty-aight feet deep upstage, due to an awkwardly
positioned storage room. Beside the dimensions of the theatre, the flooring is auto shop
concrete which obviously makes it very difficult to secure set pieces to the floor, Sets,
therafore, must be creatively attached to flooring piecaes or designed to self-support.
The cement fioor does allow making it an integral part of the set design (painting)
which a number of schools can not do with their hardwood floors.
Set Design Limitations

Designing fioor plans and set degign for this facility is a ttme consuming procass.
Due to the nature of the audience seating arrangement, the sighti lines become very
challenging to observe. Heavy sets such as completely realistic interiors are difficult to
create unless the set extends to the upstage wall of the theatre. The fire marshal shows
a great deal of concam for such tight quarters. So, the floor plans and set designs are
painstakingly scrutinized to serve the purpose of the play and appease the fire marshal.

Designing the set for All My Sons has taken on a new life. A community group
will be using the space in January to perform O'Neill's Moagn for the Misbegotten. The
set for that production and All My Sons will need to be designed for compatibility,
portability, and ease of scenic shift. In the original season, three shows were scheduled
from December through March. This has changed slightly as the December praduction
has been canceled due to family and priority shifts. Since two productions span the four
month space, the set designs may become established, solid designs rather than
portable as previously planned. The first show, Moon for the Misbegotten, will be
constructed on the stage as a permanent set. That set with madifications and additions

wiil be shifted to meet the set requirements for All My Sons.
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Lighting

The lighting situation is a challenge for this facility.

The lighting system itself involves three electricals for lighting. The first position
is down stage over the ground row of the house (for our purposes this is the first
alectrical). The first electrical extands the entire width of the seating area which is
approximately forty-eight feet. This electrical rail contains thirty-three circuits for lighting
instruments, five of which are filled by house lights. The second electrical, which is
placed slightly down stage of center, also contains thirty-three circuits that are free for
use and extends the width of the acting area. Finally, the third electrical is placed at the
upstage position. This electrical axtends approximately twenty feet and contains
twenty-four circuits.

Lighting bars appear o be an afterthought when the circuitry was put in the
theatre. The down stage and center stage lighting bars are two feet from the electrical
rail that is secured to the ceiling. The upetage electrical does not have a permanent bar
at this time, Two additional bars have been added, one at down stage left and one at
down stage right to give the ability for side lighting. This lighting bar situation does
provide interesting lighting tricks to make shows work.

The lighting system itseif is the patch cord system that consists of twenty-four by
four dimmer input circuits, and a patch panei of one-hundred plus circuits (some of
which are not powered at this time). The lighting system currently has fifty amps of
power, which aliows at maximum twenty instruments at five hundred watts to be used at
any given time. This provides a challenge, but we make do with what we have.
Fortunately with the construction of the new football stadium, an additional cne
hundred to three hundred amps should be dropped to the facility within the 2000-2001
school year.
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Auditorium area

The auditorium area for the Marshfield High School Drama Lab contains the
capability of one hundred seats positioned in a thrust style arrangement. These seats
are on three levels, the twenty-eight ground floor or stage level seats, plus two
handicapped positions; thirty-two second level seats; and thirty-eight top row seats.

The positioning of the seating area is as such that the audience is close to the
players at ail times. This intimacy lends itself to a good environment for the plays, but it
is hostile from a filming perspactive.

The play may be filmed from two positions in the auditorium area. These two
positions are locate at the extreme audience right and audience left. These are the
most unobtrusive positions possible in the theatre that do not obstruct the view of the
audience members. Due to the very nature of the staging area, unless a wide angle
camera is used the entire play is nearly impoesible to capture on one camera. This
causes a situation for filming the thesis project. The specifications for filming the
production are as such that this will be difficult within the confines of the Drama Lab
theatre. Any and all suggestions are welcomed to solve the filming problem.

Equipment

The equipment situation at the Drama Lab is interesting. The theatre had not
been upgrading tools or continuing to increase the working tool situation due to the
theatre director’s personally purchasing the tools. The past two years the tool
situation has improved via donations from past students and families in the program,
but the tools still need to be improved. The lighting equipment is new within the past
six years. Some of the sound equipment is donated, such as the speakers, but the
actual equipment in the booth ia new to the program within the [ast six years. While
slightly dated, the program is attempting to keep what equipment we have in working

condition. There is a general consensus from many of the theatre folk in the area, that
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we have a great deal of equipment in comparison to similar 4-A schools, but pale in
comparison to other larger schools.
Shop

Marshfield Drama Lab has the unique advantage of being a retired auto shop, 8o
it has room to work. This particular facility has a scene shop that contains work stations
for the radial arm saw and table saw, a band saw station, a painting station, and a tool
and paint storage wall cabinet. This entire area; however, doubles as the platform, flat,
lumber, and paint storage area.

Any ‘consumable’ equipment needed is purchased with the money the program
raiges, or is suppiied (brought in) by the students and their parents. This ‘consumabie’
equipment category includes driils, skilt saws, jig saws, drill bits, and even hand tools
such as wrenches, pliers, etc. These tools are kept under lock at all times, due to theft
issues in previous years as well.

Technical Booth

This newest addition to the theaire, an enclosed technicai booth {above
audience [eft), is fairly well equipped. A twenty-four dimmer two scene programmable
Electronics Diversified Lighting Control board, a three CD tower and two twin cassette
player tower, six channe! mixer, stereo amplifier and speakers round out the tech
booth. In addition, the electrical wiring for this area includes a separately hard-wired
circuit for the sound equipment to alleviate the electrical buzz in the equipment during
playback.

Lighting Instruments

The lighting instruments within the Drama Lab are an interesting blend of new
and old - but everything is new to us. Lighting instrumentation for the Drama Lab
consists of sixteen six inch Fresneis, six 8" x 9" ‘pot belly’ eilipsoidals, six cannon
ellipsoidals, six PAR 64 containing quartz adapters and an array of other lighting
instruments (broken, or out of service, or hand-me-downs from the Auditorium). Each of
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these instrumenta has five-hundred watt to one-thousand watt lamps to be used for
specific lighting needs within the spacs.

in addition, the program is looking to purchase twenty to twenty-five PAR 16
instruments to light the space. The addition of these instruments will increase
lighting capablility and increase the number of instruments that may be used
within the space. By freeing up the larger instruments for special assignment purposes
on the stage, the capability for special lighting needs will increase.

Facility Schedut

Since the Marshfield High School Drama Lab theatre is a separate building that
has its own production schedule, with the exception of this year's community production
of Moon for the Misbegotten, the schedule remains fairly open. With two productions
being mounted simultaneously, the schedule allows for more fiexibility. One cast
practices during the after school time slot (4.00 to 6:00 p.m,) on the stage, while the
other cast rehearses during the same time in the green room—usually participating in
table talke. This is a challenge especiaily when there are similar cast members in both
shows. Traditionally, productions in rehearsal go dark for the two weeks period during
the production of the curment show.

While the community production is being mounted, they will be working around
the high school schedule to rehearse on weekends and evenings as to not disrupt our
rehearsal schedule, plus not interfere with their own work schedules as well. Their time
slot is the evening slot (7:00 to 10:00 p.m.) for a six week period which also goes dark
during the high school production weeks as well.
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PERMISSION OF HIRING AUTHORITY

In order to facilitate the completion of James Murele Fewer’s Master Thesis Production
during the 2000-2001 academic year, the hiring and supervisory authorities recognize the
necessity for approval of the production. The production will be mounted for Matinees March 12
and 13 and for evening performances March 15, 16, & 17, 2001.

We, the undersigned administrators within the Coos Bay School District, chiefly
Marshfield High School, hereby acknowledge that James has discussed the nature and content of
" his choice of Arthur Miller’s All My Sons as his thesis production. In addition, he has offered his
abstract, concept statement, and the script to be used for production purposes for approval and
further reading. We hereby acknowledge permission for James M. Fewer to produce Arthur
Miller’s All My Sons as a part of the Marshfield High School’s Madrala Players’ regular season.

We appreciate the opportunity for our educators to advance their education, while
working at home and endorse such means to benefit the home school district as well as the

individual.

P-Junt - 2%
Paul Swank — Assistant Principal 9 June 2000
— Immediate supervisor

t? % j:m{__’ZO o
Arnie Roblan - Principal 9 June 2000
9- (-wio
James M. Fewer - Masters Degree Candidate 9 June 2000

Please note: The signatures have been redacted due to security reasons.
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Evaluation as Production Vehicle
For the Madrala Players, Arthur Milier's, All My Sons, provides a theatrical
vehicle containing a number of challenges which include design limitations and
character development. This realistic production presents the greatest challenge in
guiding the actors to act toward the character. Working through this age-related
character process, several elements will be employed to implament the best possible

acting my students can give.

Script analysis with students — previous actions, given circumstances, polar
attitudes, objectives
« Character work with tactics, body movement, vocal quality, pitch and quality and
tempo
» Being in the moment, rather than acting a scene
« Character believability based upon historical views of the time, and the given
circumstances and previous actions
Obviously, throughout the show, several choices will be made regarding character
development, and language usage.
Teaxt Appropriateness

The text of Arthur Miller's All My Sons is an appropriate choice for the students
at the Marshfieid High School Venue. The text itseif is accessible to the students, yst
challenging. it juxtaposes rapid fire dialogue with eloquent monologues and passages
that not only provide biographical character study, but also physical character study
through bodily and language rhythms. The text aiso explores the father-son battle that
Miller portrays throughout many of his plays. This production, like many of Miller's
plays, reaches into the character age range extremes, but with study of the language
and rhythms the characters will develop.

The text gives the actors many opportunities to explore and become a part of the
characters’ world. Full character development cues are linked directly to the text.
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Students will make character choices based upon script-- this script provides support
for many choices in character development. Miller effectively delineated passages to
provide ample opportunity to explore character moods, tempos and intensities, not just
in the language, but in the physical aspects of each of the characters as well.

Venue Appropriateness

Many students at the high school [eve! will relate to the text of this show quite
easily. This show represents the type of family in which a nhumber of my students live.
They simply hail from dysfunctional families. The theatre allows them to “act out” and
react to their surroundings in a safe environment using characters to say their words
rather than themselves. This “safe haven” allows the director to coax out many
emotions in a place where they may surface emotions that truly run parallel with the
characters and allow them to rise to the surface. Granted the theatre is not a
psychological dumping ground, but that baggage is useful when purged in a positive
manner, as through theatre. For example, Chnis Keller's character mirrors many of the
theatre students at Marshfield High School. The oldest child is held up as the model to
the younger siblings, but is never quite c;apable of mesting the standards the parents
have set. While on the other extreme, the student who exceads those set standards,
becomes the victim of parental jealousy and a possible scapegoat for the parent's
insufficiencies.

Aside from being accessible to the students in the venue, it is ‘do-able’ in the
space itself. All My Sons is an appropriate choice. The exterior setting of the house
with numerous obstacles, and realistic touches will provide the stage construction crew
a duty that is not insurmountable, nor foreboding, but challenging. Shifting from one
realistic play, Moon for the Misbegotten, to the next, All My Sons, with similar designs

eases the burden on the set construction team.
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Audience Appropriateness

Through the Drama Lab, the goal is to stage a serious play or drama each year.
Usually putling from the modern or contemporary playwrights that may appeal to the
audiences, avoids the traditionally safe theatre. As tradition would have it in many
schools, comedies become the staple style of theatre. The audience and the students
gain little from doing a compietely comic season every year. While comedies do have a
box office draw, and acting techniques that are difficult to master, there are only so
many comedies a theatre troupe may do before the styles and the plays mix. So, by
avoiding the all-comedy season, the audience stays attentive, and wondering which
show the high scheol will be doing next.

This year, the audience will see a community theatre production of Moon for the
Misbegetten, followed by the HS production of All My Sons. Those two shows together
wiil fill the need for serious plays. Both plays also answer questions the community has
such as: Why us?

The Coos Bay / North Bend area was, at one time, a thriving hub of the lumber
industry. Now this industry has rapidly decreased as an indirect result of the Japan
stock market crash and a direct result of Weyerhauser withdrawing a major lumber and
chip mill from the community. Several hundred jobs were eliminated. That was followed
by the offer to transfer to factorias and mills in other parts of the nation or across the
state. Families that held their home-base in this community (mostly younger families)
discovered the necessity of mobility and were forced to move in arder to survive. Now,
metaphorically, the cataclysm is gaining size and speed as other businesses shrivel
and die. Many family businesses are currently struggling to stay afloat in this tide of
recassion the community faces.

All My Sons is a mirror to our community. Many individuals in this community
have fallen into Joe Keller's state of existence. They believe that they are working “for

the good of the family”, when in essence the situation is worsening due to the nature of
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the efforts. Throughout our community and surrounding areas, various financial
situations have been uncovered which destroyed well-respectad people and business
ventures. Similarly, the lumber industry has closed various ports, but left others
opened, while closing one company, but leaving others untouched. To this day this
confuses and disturbs citizens of the area.

A positive development (some beliave) is the construction of the Mill Casino
resort. Over the past four years, this business venture by the Coquille Indian Tribe has
caused political, economical and social chaos within this combined community of
18,000 pecple. How could they bring such a potentially destructive force into the
community — gambiing? How could they do this and not give the city govemment a cut
of the profits? How dare they even think about building a two-hundred room motel right
by the casino? How can they justify bringing that much money into that business?
These are questions that are bounced around at community development meetings,
local family gatherings, and the social get togethers— a distinct paralle! to the world of
Miller's All My Sons.

The sociat aspects of the Coos Bay / North Bend community reflect the All My
Sons mentality. The neighbors become family. Friends watch out for the good of their
neighbors and other friends on good days. If something goes wrong; however, watch
out. Honesty is just a fagade and suspicion becomes the rule, not the exception. The
community could tear itsalf apart, if it weren't for a few peopie who attempt to put petty
jealousies aside and work out problems rather than perpetuate the problems.

Production Justification

In the process of deciding what script to produce for my thesis production, |
muiled over many ideas personally, talked ideas through with my wife (my assistant),
discussed several ideas with my administration, and even discussed the ideas with my
students. | narrowed the choices to three possible shows: House of Blue Leaves by
John Guare, The Little Foxes by Lillian Heliman, and All My Sons by Arthur Miller.
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Looking at all the parameters of the facility, the talents of my actors, the amount of
student character study, and the interest lave! of the students, | decided upon All My
Sons for the following reasons:

The student character study will stretch the student to think beyond the global
teenage universe.

The characters are real to the actors, so they will not just apply masks.

The play will mirror current events of our community.

The students will be able to draw on own experiences to make the characters
believable.

The language of the play is pointed, yet poignant.

The challenge to bring a frequently criticized work to life.

The depth in which the actors, crew, parents, and other teachers can get involved.
The design concepts of realism with symbolism will provide opportunity for stage
craft.

The passion | possess for the play.

Many students read the plays | had been considering as | was reaching my

decision about the show | was finally producing. The greatest reactions came from All
My Sons. When the students returned the script to me in a state of apeechlessness, or

to respond with a heavily laden “wow”, or to ask philosophical questions about the

characters and Miller himself, | knew ! found the play. The students had bought into

the production prior to actual casting; therefore, the production will gain life from those

initial reactions to the seript.
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September 2000
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January 2001

February 2001
March 2001
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Schedule

General Schedule
Complete remainder of coursework to be presented for Masters.
Pregsent Part One of thesis project for preliminary review and
criticism.
Present Part one of thesis project for final review and criticism.
Present Part Two of thesis poject for peliminary review and
criticism
Part One of Thesis project due.
Register for 4 credits TH 700.
Request review of credits and schedule oral examination for May.
Present Part Two of thesis project for final review and criticism.
Present Part Two of Thesis project due two weeks prior to
rehearsals.
Auditions held for thesis project, All My Sons.
Begin rehearsals — table talk
Rehearsal on its feet begin.
Rehearsals continue.
All My Sons on-stage rehearsals go dark for two weeks for fall
production.
Pre-register for thesis production scheduied in March.
Rehearsals on it feet for two weeks.
Rehearsals go dark for two weeks for community performance.
Continue rehearsais the final week of January
Continue rehearsals
Dress rehearsals and performances as scheduled.
Finalize Part 1} of thesis project.
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Submit Parts 1, I, Il and video for evaluation two weeks prior to
orals examination.
May 2001 Oral examination scheduled for May 23.



October

November

Week 1

Week 2
Week 3

Weeok 4

Week 1

Week 2
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Rehearsal Schedule
Publish auditions around high school
Send information to elementary schools: pre written letter
and posters
Make Application forms avaitable for Stage Manager,
Lighting Technician, House Manager, and Sound
Technician.
Follow up on Elementary schools
Post Audition scenes and make reading scripts available.
Secure digital camera for audition week.
Prepare for auditions
Audition forms copies, scane copied, camera readied.
Applications for Stage Manager, Lighting Technician, House
Manager, and Sound Technician due by October 3oth,
Auditions for All My Sons October 31st and November 151,
Call Backs November 2™, if necessary.
Cast and Tech position students notified via school courier
about roles and duties.
Scripts available for cast and crew November 379,
Assignment: Close reading of script over weakend. Begin
their personal character bios. Bring Actor's Notebook.
Monday — Read through Act |
Introduce the set and stage design to the cast and crew
Discuss Exposition, The basic expositions, Character study,
The use of fanguage to establish character, setting, mood,

time, intensity, and character relationship.
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Discuss initial reactions to the character student will be
creating.

Assignment: Close reading of Act Il. Continue actor's
notebook with ideas about character, moaod, intensity,
heartbeat, personal rhythms, etc.

Tuesday — Read through Act Ii

Discuss action development, and character motivation
change,

The use of language to develop character, setting, mood,
time, intensity, and character relationship.

Bring out discoveries that each actor has made so far about
character and has included in actor's notsbook.

Discuss further reactions to the character student will be
creating.

Asgignment: Close reading of Act Ill. Continue actor's
notebook with ideas about character, mood, intensity,
heartbeat, personal rhythms, stc.

Wednesday — Read through Act Ill

Discuss Character, shifts, reversals, and recognition,
Character shifts, mood changes, bodily changes noted by
script. Discuss the tragic vs. dramatic elements of the play.
Discuss the use of language to further establish character,
setting, mood, time, intensity, and characier relationships.
Discuss continual reactions to the character student will be
creating.

Assignment: Begin Memorizing. Continue actor's notebook
with ideas about character, mood, intensity, heartbeat,
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personal rhythms, etc. Select 1-2 units from the script that
best represents the entire character as you see him/ her
created. Read it with emotion.
Thursday; Character building workshop
Read scenes with partner or ensemble. Use the actors who
actuatlly play the roles to help you
Scene reading: Discuss-
What makes this scene representative of the
character this actor chose?
What does this unit say about the characters?
Who is in control? Who has the upper hand? Why?
How does this unit fit into the puzzle of the play?
What do you believe this unit said about your
character?
Continue through the scenes in this fashion.
Assignment: In your actor's notebook, discuss what you
have discovered about your character. Continue your
character biography. Completed by Monday's rehearsal.
Friday: Character building workshop
introduce the magic hand exercise to the cast.
Introduce the neutral mask to the cast.
Work with full body emotion.
Work a unit from the show to gain understanding.
Read the scene with no bady- no voice

Read the scene with just voice- no body
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Read the scane with just body — no voice -silence.
Discussion: What did you discover? How did each
level make you feel as you were discovering?

Assignment. Character Biography completed by Monday's
rehearsal. Begin memorizing your first three units. On
its feet Monday.



Day
Week One

Monday

Tuesday

Wednesday

Thursday

Fridery

Week Two

Monday

Tuesday

Wedneday

Thursday

Friday

Time

4:00

4:25

4:00

4:25

4.00
4:15

5:15

4:00

4:15

4:00

4:30

4:00

4:28

4:00

4.25

4:00

4:25

4:00

4:25

4:00

4:30

Units

oY
ot

12,11

18,18

10,141
43,11

1.10, 1.1
1.43,1.12

Rehearsal Objectives
January 15 - 21

Stage picture the scheduled units

Block scheduled units

Stage picture the scheduled units

Block scheduled units

Stage picture the scheduled unlts
Block Unit 1.9

Block Unit 1.8

Stage picture the scheduled units

Block the scheduled units

1,1 -1.13 Ensembie work

27.29

21,22

23,28

2.8

24,25

2.1-2.9

Stage picture working and review Act |

January 22 - 28
Stage picture the scheduled units

Block the scheduled units

Stage plcture the scheduled units

Block the scheduled units

Stage picture the scheduled units

Block the scheduled units

Stage picture the scheduled units

Block the scheduled units

Ensemble development

Stage picture development and clean up
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Week Three

Monday

Tuesday

Wednesday

Thursday

Friday

Week Four

Monday

Tuesday

Wednesday

Thursday

Friday

Saturday

4:00

4:25

4.00

4:25

4:00

4:25

4.00

4:30

4:00

4:30

4:.00

4:15

4:00

4:15

4.00

4:15

4:00

415

4:00

4:15

8:00

3.1,3.2

3.3 34

3.5,3.6

3.1-36

1.1-3.6

11,12,
1.4, 1.9,
1.10,2.2,

.9,
7

January 29 - February 4
Stage picture the scheduled units

Block the scheduled units

Stage picture the scheduied units

Block the scheduled units

Stage picture the scheduled units

Block the scheduied units

Ensembie work

Stage picture development and clean up

Warm-up the entire cast

Stage picture the enlire show - work it
February 5 - 11

Stage picturization/ warm up

Work the units

Stage picturization / warm up

Work the units

1.1, 1.12, Stage picturization / warm up

1.13, 2.1,
25

23,28,
2.7, 2.8,
29

3.1,3.2,
3.3, 3.4,
35,36

Work the units

Stage picturization / warm up

Work the units

Stage picturization / warm up

Work the units

Adjust and transfer the stage for the show.
set work
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Week Five

Monday

Tuesday

Wednesday

Thursday

Friday

Woeek Six
Monday

Tuesday

Wednesday

Thursday

4:00

4:15

4.00

4:15

4:00

415

4:00

4:00

400

4:00
4:15
4:30

5:15

4:00
4:15
4:30

545

4.00
4:15
4:30

5:30

Act Two

Act One

Act Two

Act Three

Act Cne

Act Two

Act One

Act Three

February 12-18
Warm up/ movement

Work / run Act Two

Warm up / movement

Work / run Act Three

Warm up/ movement

Work / run Act One

Stage picturization/ movement

Stage picturization / movement

February 19 - 28

Stage picturizaiton / movement

Review stage pictures
Warm up
Run Act Two

Review Act Two
Check out trouble spots/ adjust

Review stage pictures
Warm up
Run Act One

Review Acl Two
Check out trouble spots/ adjust

Review stage pictures
Warm up
Run Act Three

Review Act Three
Check out trouble spots/ adjust
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Friday

Saturday

Woeek Seven

Monday

Tuesday

Wednesday

Thursday

Friday

Saturday

4:00 Acts Two Review Stage pictures

4:15
4:30

8:00

4:00
4:15
4:30

6:00

4:00

4:15

4.00

4:15

4:00

4:15

4:00
415

8:15

8:00

and Three

Acts One
and Two

Act One

Act Three

Entire
Play

Wam up
Run Acts Two and Three

Review Acts Two and Three
Check and Adjust if needed

Set Work

February 26 - March 4
Review stage pictures
Warm-ups

Run Acts One and Two

Review Acts One and Two
Check and Adjust as needed

Warm up

Run the act. Break it down at rough spots

Warm up

Run the act. Break it down at rough spots

Warm up

Run the act. Break it down at rough spots.

VWarm up
Run Acts One through Three

Review Rehearsal

Set work if needed
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Week Eight

Monday

Tuesday

Wednesday

Thursday

Friday

Saturday

Tertative
Dress
Rehearsal

4.00
4:15
5:30

5:45

4:00
4:15
5.30

5:45

4:00
4:15
5:30

545

4:00
415
6:30

6:45

4:30
500
5.45

8:30

4.30
5:00
5.45

6:30

Act One
w/ Tech

Act Two
w/ Tech

Act Three
w/ Tech

Run
Entire
Play
w/ Tech

Dross
Rehearsal

Dress
Rehearsal

March 5 - 11
Warm up

Run Act Cne
Actor review

Tech review

wamn up
Run Act Two
Actor review

Tech Revlew

Warm up
Run Act Three
Actor review

Tech Review

Warm up
Run Act Two
Actor review

Tech Review

Actors' Make up Call
Technical Crew Call
Make-up check

Dress Rehearsal Beging

Actors' Make up Call
Technical Crew Call
Make-up check

Dress Rehearsal Begins
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Sunday
Temative
Dress
Rehearsal

Choose one
of both

Week Nine

Monday

Tuesday

Thursday
Fridaey
Saturday

4:30
5:00
545

6:30

11:00
11:30

12:45

11:00
11:30

12:45

5.30
6:00

7:30

Dress
Rehearsal

Actors' Make up Call
Technical Crew Call
Make-up check

Dress Rehearsal Begins

March 12 - 17
Actors’ Make up Call
Technical Crew Call

Run Matinee

Actors' Make up Call
Technical Crew Call

Run Matinee

Actors' Make up Call
Technical Crew Call

Run Show
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ABSTRACT

THESIS PRODUCTION:
ALL MY SONS

MARSHFIELD HIiGH SCHOOL
Directed by
James M. Fewer

March, 2001

This project entailed background research of Arthur Miller and his works, casting, designing and
direction, and post production evaluation of Marshfield High School’s Madrala (Marshfield
Drama Lab) Player’s production of AL My Sons. The production thesis concentration includes
research and analysis of the play and its literary background, evaluation of the play as a
production vehicle and a discussion of the directorial concept and vision for the production.
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Director's Concept Statement

All My Sons by Arthur Miller, originally produced in 1947, contrasted the
politically and economically tumultuous era with the idealistic views of American life
following World War |l.

Thematically, All_My Sons, speaks about World War |l profiteering in America.
During this era, men were giving away their souls in order to compete in the business
world. As Joe Keller states within the closing moments of act two, “ did it for you, it was
a chance and | took it for you . . . when would | have another chance to make
something for you" (AMS 2. 59). For Joe the end justifies the means. The many deaths,
the faulty parts, and the partner and friend in jail, mean nothing as long as his business
succeeds and he has something to show for his work.

Season is a critical aspect for this production. The autumnal satting, located
entirely within the backyard of a home in Ohio’s suburbia three years following World
War |l, should elicit nostalgia of by gone days -- memories blossomed in this yard just
as the roses and parsley once had. A 1920’s style two-story home, from which a porch
extends, stands as a backdrop to the yard. One senses tha aura of worn beauty as
budless rose bushes, a broken tree (the centerpiece of the Act 1), worn yard furniture,
and possibly an arbor occupy the yard. The ever-present picket fence surrounds the
yard providing protection from the outside world, and encloses the Keller family within
its gates.

Worn beauty dominates the exterior of the home. As notes within the production
suggest, the house appears freshly painted. But, freshly painted for what reason? What
mysteries and what dangers lie behind that fresh fagade? What secret does a layer of
paint mask? Aesthetically adding to these questions, neutral or earthy tones present a
quality of tainted innocence-~the innocence and purity had faded much like the oid
paint on the housa. The axterior color should avoid pure hues, while paying carefut

attention to the specific tones of these hues as to avoid yellowing affects. While warmth
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encompasses the Keller household, an air of uncertainty and despair chills the
environment. The house itself represents innocence. it sheltered the family and held a
powerful secret as well. Now the wail of that house holds the aura of shattered ideals
and bloodshed following the war.

In contrast, the yard itself provides a sense of life. The backyard where children
once played, now becomes a gathering place for families to meet for the neighborhood
social functions, and a simple game of cards. The well used, but maintained lawn
carpets the playing area despite the onset of the chilly evenings. The yard's perimeter
centered upon a broken single tree, conceptually represents sections torn from history,
nothing appears as it should. Life is beautiful, yet dotted with a discoloration—faded
ideals lost when the roses began to fade.

Furthermore, a sense of imprisonment should emanate from the setting.
Carefully placed vertical elements throughout the space would provide the image of
prison bars without the stark existence of such. To accomplish this, one may
incorporate the frequently mentioned poplars via actual staging or lighting. The very
nature of the arbor and porch may use the vertical and horizontal elements to help cast
shadows that reflect the mysterious jail in the cellar as well as the foreboding prison.
The set needs few extraneous sounds. The yard and surrounding neighborhood
possesses a quiet solitude--the calm that follows the storm. The very nature of this set
and its effects should emulate the realism and naturalism that Miller intentionally
followed, but should not draw the focus from the characters.

This play develops in a realistic and naturalistic style strikingly reminiscent of
Ibsen and Chekhov. Miller maintains the unity of time by compressing time to span from
early Sunday morning {(Act I} to the twilight hours of that evening (Act Il) to 2:00 AM the
following morning {(Act lll). Therefore, the time of day may be suggested cyclorama
lighting to develop a sense of east and west. The use of warm colors media to imitate

realistic sunlight in conjunction with many cool color medias could be alternately
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employed more during the twilight and early morning hours to provide a sense of
realistic darkness. Practical lighting is used more within the Keller home as Miller
suggests a light glows from within Larry’s room. In addition, other practical lights used
throughout the house develop a sense of a realistic interior.

Throughout the production, a sense of an iron fist beneath a velvet glove
develops, which provides the idea that softness blankets the hardness beneath. The
entire scenic concept develops this with the use of rose thorns, jagged edges, coarse
surfaces that may be deceptively soft. For example, a rose in full bloom possesses all
the beauty one may desire, but for a price. If one gathers a rose, blood shed ensues
unless that rose is handied carefuily or delicately. Grass carpets the floor level of the
acting area, yet worn areas reveal the hard, cold, soil beneath. Adirondack style
furniture with it smooth curved backs and lines appear soft, but at the same time hard
and uncomfortable.

The costuming should imitate the contrasting softness and hardness of the set,
while representing the post World War Il era as closely as possibly. Since the country
just came out of depression, the clothing would be reminiscent of by gone days as well.
Single breasted suits and narrow ties, as well as casual clothing of the post war era.
The earthen tones in the traditional woolens of the time should reflect in the men's
clothing. Women should be casually outfitted in one piece cotton dresses or woolen
skirt and cotton blouse combinations that follow the fuller “A” line skirt style. No clothing
should look overly fashionable, except the dress Annie wears during the first act.
Within the context of the play a concept that would symbolically further the plot, would
be that Joe’s costume hints at the biood on his hands and grows more intense as the
play progresses. Conceptually, Chris’s saintliness should be evident throughout.

Idealisticaily, as the play unfolds, the visual aspects should mirror the contrasts

of the characters’ lives on the stage: hard — soft, reasoned-passionate, truth —
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deception. The entire space should draw the audience into the contrasts of the

idealistic post World War |l era and the attempted retumn to a “stable” society.
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Given Circumstances

Arthur Miller provided his given circumstances within each of his plays through
a reveiation method, by which the plot and critical information is carefully revealed
throughout the course of the production. A style originally brought to the foreground of
modern theatre by Henrick Ibsen (a playwright who Miller carefully studied throughout
his career). By careful use of each of the areas of location and time, as well as
economic, political, social, and refigious environments, Miller weaves realistic dramas
depicting the corruption of the ‘American Dream’ which so many men sought following
the “War to end all wars.” One specific play that explored the death of the “American
Dream” was All My Sons.

This quest for the ‘American Dream' originated in the Midwest and most likely in
North Cantral Ohio. Several specific iocations such as Cleveland and Columbus, and
even New York are mentioned throughout the script complete with travel time
allotments for train and plane travel (no matter how exaggerated they appear). All My
Sons though apparently set in Ohio, Arthur Miller, known for reinventing given
circumstances (as seen in his later production of The Crucible), does not allow the
director to identify an exact location for All My Sons. As a result, critics and directors
claim the action occurs in a variety of locales ranging from the upper Midwest to the
New England states. This lack of specificity gives the audience and performers a sense
of neutrality (this could have been anywhere, anytime in America) and isolation,
(disillusionment and unfamiliarity).

What is known specifically, however, is that the play takes place entirely in a
comfortable and familiar backyard in an unspecified American town in the Midwest,
most definitely in “suburbia”. A detail that Miller provides in the introductory stage
directions refers to a house that “would have cost fifteen thousand doiiars in the early
twenties when it was built” (AMS 1.5). This indicates that the Kelter family is a
long-established family and a viable part of the depression and war era. While the
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Depression and war uprooted many American families with job loss, bankruptcy and
housing foreclosures, the Kellers remained entrenched within the community. Unlike
the Keller household, the houses that were built after the war were manufactured
items--affordable homes that were quickiy and easily constructed, and looked similar.
They were built like erector set or Lincoln log homes rather than the labor intensive
construction of the houses of previous decades. The Keller house was not just a house
(as the prefabricated models became), it was a home. Buiit in the roaring twenties
following World War 1, prior to the Great Depression and World War 1], the Keller
household endured many hardships and became the beacon on the street as it was the
gathering place for a game of cards, or for the children to play.

Miller identifies autumn of 1847 in the introductory stage directions-- “August of
our Era.” Likewise, Frank Lubey aiso states, "Larry was born in August. He'd been
twenty-seven this month,” (AMS 1.5) establishing an important character's birth date as
well as a given circumstance. Frank algo implies the era — 1847 (three years following
the conciusion of Wortd War il). Within the first few moments of the script, the time
frame has been set for the audience. Miiler continues to manipulate months, days and
years, tc progress the action of the play through a twenty-four hour period (roughly
adhering to the Aristotelian unity of time). Act one of the play begins in the late morning
hours of a sunny autumn day which progresses into the second act which occurs at
twilight of that same day. Finally, act three ends shortly after two o'clock in the morning.
As the heat of the day burns away the cool of the previous night's storm, tensions
mount until the darkness of truth is unveiled in the shadows of night. This adherence to
the Socratic unity of time places the action in a race against the clock atmosphere.

This era was a time of success, yet it was a time of defeat. Success is exhibited
as businesses prospered when manufacturers transformed production operations to
meet the increasing demands of the war. As Joe Keller states, “It was a madhouse.

Every haif hour the Major callin’ for cylinder heads, they were whippin’ us with
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telephone, The trucks were hauling them away hot, damn near” (AMS 1.28). Defeats
were also common as families were torn apart when men were drafted and whisked off
to a foreign land to fight a foreign war. As Joe Keller states, “that is what a war does. |
had two sons, now [ got one. It changed the tallies. In my day when you had sons it was
an honor. Today a doctor could make a mitlion doltars if he could figure out a way to
bring a boy into the world without a trigger finger” (AMS 1.10}. Many innocent men
died during World War Il while the families, especially the women in America worked in
factories to keep the war effort alive.

A phrase that appeared after Pearl Harbor-- ‘Use it up, wear it out, make it do, or
do without' (Harvey 220) became a mantra for the 1540's. “Whether it meant cutting
down on cigareftes, driving less, eating less meat, tuming the front lawn into a cabbage
patch, or resisting the blandishments of black marketeers, folk at home strove to do all
they could for the war effort” (220). Working ten to fourteen hour work-days during the
war, women and families realized that a war was truly ripping through Europe. They
strove to support their country and support their men in the service over seas. While
this energy and commitment revitalized the American society, economically, however,
the war had just begun on the home front.

The enthusiasm of the era made its way into commerce at the dawn of World
War ii. The Ford Motor Company, for example, constructed an eleven million dollar
plant to manufacture airplane engines in 1840 (Leonard 55). Many other companies
redesigned their factories to assist in the war effort and redesigned their advertising
strategies as well to emphasize the '‘Patriotic image' because that image boosted their
business and profits. it became ‘Un-American’ to not aid in the war effort by working in
the factories, planting a victory garden, or supplying unused rubber, steel or fabnic.
Partly due to the transition to war production, a profit-at-all-costs aftitude became
common in the industry. Joe Kelier appeals to this attitude-- “I'm in business, a man is

in business; a hundred and twenty cracked, you're out of business; you got a process,
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the process don’t work you're out of business; you know how to operate, your stuff is
not good; they close you up, they tear up your contracts” (AMS 2.58). Many factories
became so overwheimed with supply quotas that faulty work resulted.

Once the war had ended, millions of retuming servicemen became penniless
paupers as they experienced unemployment due to the glutted job market. Corporate
profits continued to inflate while the workers' salaries stagnated—meaning less money
for the employees, but more for the employer. The rich became richer and the poor
became poorer. This attitude (which paralleled the pre-depression ideals) left many
men and businesses economically wealthy, but morally bankrupt. Business owners
prospered and wondered, “Who worked for nothin' in that war? When they work for
nothin’, I'll work for nothin’ Did they ship a gun or a truck outa Detroit bafore they got
their price? Is that clean” (AMS 3.87)? As Joe defended business, he condemned
himeelf and other businessmen who had gained personal wealth at the expense of
morality.

As business morality declined, sc did the social morale. The social environment
of the post-war era paralleled the political and economic decline of the tima. The
millions of young men who proudly fought for the nation returned home preparing to
rebuild America after the depression and the economically and socially taxing war.
“The guys who came out of World War [{ were idealists.” Harold Russell, a wounded
World War H veteran, recalls that “They sincerely believed that this time they were
coming home to build a new world™ (Harvey 248) and make the world a better place.
However, retumning servicemen discovered the difficulty of reentering civilian life.
Millions of Gl's, searching for jobs, flooded the already strained economy. Since
businesses had begun the shift from war production to peacetime production,
down-sizing occurred. As a result, nearly two million employed workers received
“pink-slips” within ten days of V-J day (September 2, 1845). Within six months, more
than 2.7 million individuals were jobless ( 248). As prices for goods gsoared due to the
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lifted price control measures that were implemented during the war, [ess money
remained for the common man. Unions began operating at break-neck speeds to
defend the loyal laborers. Striking veterans and civilians assembled together and
carried placards reading, “War Survivor - Economic Corpse”, “No Dough for Gi Joe”,
“Are Vets second class citizens?”, and “Veterans demand a living wage” (249). These
often-time loud assemblies became more frequent outcries for fair labor and more
money to slow the rising rate of inflation.

inflation also made house hunting a terrifying ordeal for veterans, Many
veterans and civilians alike made abandoned, condemned buildings their homes. Some
even took refuge in attics, sheds and chicken coops-- a vivid image that returned to
haunt many peopie who had survived the decadencs of the 1920’s, the “Hoovervilles”
and the depression. Congress managed to rescue the returning servicemen by
providing a boost with financial support dubbed the “52-20 Club® . This wage (akin to
welfare) provided weekly twenty dollar disbursements during 19468 (Harvey 2489). This
project lasted only four years. The govemment collected over $3.7 billion in taxes, but
only one percent of all eligible unemployed veterans tapped into these funds each year.
Although the country was in economic chaos, a sense of pride still prevailed.

This pride encouraged many returning servicemen to take advantage of the
1944 G Bill of Rights. The money this bill provided for returning servicemen (fourteen
billion doliars within twelve years) , aliowed “more than half of the veterans of World
War |l to attend coliege or technical schoole” (Harvey 248). Universities, trade schools
and technical schoois expanded in order to accommodate the burgeoning class sizes.
A survey of one hundred colieges reported on September 22, 1847 “more than half of
the 2.5 million students matriculating this fall are war veterans” (Danie] 630). By the
end of the decade the degrees conferred at the past secondary level doubled what they
had been ten years earlier. American society was poor, but it was not uneducated.

As a new year loomed, Liberty Films released James Stewart's and Donna
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Reed's motion picture jt's a Wonderful Life in December 1946. This film, like Bing
Crosby's “White Christmas” released in 1942, gave a warm, comfortable feeling to a
nation that longed for hope, prosperity and a wonderful life (Harvey 235). This hope,
however, would be eternally clouded by period of deepening political tummoil. Winston
Churchill warned the world of Soviet expansion on March 5, 1846, “From Stettin in the
Baltic to Trieste in the Adriatic an iron curtain has descended across the continent’
(252). The iron curtain hed begun to fall and by the end of the 1940's the iron curtain
would cover eastern Europe entirely; casting a terrifying shadow across America into
the |ate twentieth century. This era of political unrest colored the world of All My Sons—
the color red -- the color of communism—the color of fear and distrust.

The political turmail in the world colored the way Americans would view their
own society which was once believed as secure. The Amerncan nation had previously
prevailed in the face of the Nazi Regime. It had prevailed in several conflicts during
Worid War l. And it had survived the Great Depression. What else could rock the solid
foundation upon which the America proudiy stood.

Decemnber 1946, the solid foundation began to rock as the Vietnamese people
began clashing with France, which resulted in French martial law enforced upon
Vietnam. While in the Middle East as upheavals began over iand, tefritory and cultures
British dependents began leaving the once placid Palestine. By March 2, 1947,
Palestine lived under martial law. By August, the United Nations intervened and divided
Palestine. This action represented an effort to stop the batties, but it did not end the
wars.

Simuitaneously, America gave up peace efforts in China and faced the Chinese
emperor's, Chiang Kai-Shek, blame for continued civil unrest and civil war. By March
19, 1847 Chiang's armies seized control of Yenan and civil unrest continued. Within
the same time, America's fears of the looming communistic threat and of the Soviet
Union escalated as Bernard Baruch, chief of the United States delegation to the United
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Nations Atomic Energy Commission reported that the Sovist Union possessed nuclear
secrets obtained by Soviet spies who had infiltrated American atomic plants in Canada.
As a result, by April, the Soviets condemned American atomic policies, and Americans
became very suspicious of Communists around every corner and behind every door.
President Truman escalated this fear on March 22, 1947, as he ordered disloyalty
inquiries that targeted communists and communist sympathizers within the federal
government. The “Red Scare” had begun.

Tha political chaos of the post World War H era deepened the Amernican distrust
of government, politics, and business. However, the people of the nation began to
return to the one component of society that they could truly believe and trust--religion.
Though religion was seldom mentioned during the 1940’s in public arenas, it was
building to a resurgence that would occur in the early 1950's. What is known; however,
is structured from the 1920's religious impacts and the 1850’s religious resurgence.
Religion, practiced mostly in cathedral, parish, synagogue, or church, was a private
matter. Few of the devout practiced publicly (due to the persecution of Jewish faith
during World War !l), but the denominations practiced religiously within their own
congregations.

In retroapect, Louis B. Seltzer, the editor of the Cleveland Press wrote in a 1952
edition-- "We abound with all of the things that make us comfortable. We are, on the
average, rich beyond the dreams of the kings of old....Yet...something is not there that
should be.” This alluded to the lack of a religion in a material world. With World War I
behind the country, the United States returned to the basics of faith and religion. That
editorial, published nationwide, touched a sensitive chord in the United States because
within previous decade “people had developed a deeper sense of sin” (Ostling 1).
Religious groups, particularly the Roman Catholics and the Jews bonded together,
while the Protestants abandoned beliefs of peace. Religious beliefs wers changing.

The fear of communism paralleled the fear of secularism. The increased belief a
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communist furked around every corner paralleled the fear that non-believers desired to
sabotage raligious faith. Within the rubble of war there was little remaining to believe.
Many people found solace in fundamental teachings of the father, the son and holy
ghost. Likewise, othera found comfort in astrology as the stars became the guides-- a
tangible belief in something scientific and reasonable.
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Previous Action

ACTI
Frank has eaten breakfast and walking it off.

Keller has stopped reading the newspaper for
news — “It’s more interesting in the want
ads.‘!'l

Violent storm battered the area — winds
knocked down a tree and made mess of
Lubey’s yard.

.arry, Joe Keller’s son, would have been
{wenty-seven this month — August

La{ﬁy was reported mission on November
25,

Kate has asked Frank to “make a horoscope™
for Larry finding out if November 25th was
his “favorable day.”

Frank has been working on the horoscope
for quite some time — “It takes time!”

Jim’s boy, Tommy, has his thermometer
again.

Tommy takes girls’ temperature.

Frank has seen a Don Ameche movie that
rerninds him of Jim - doctor who worked in
a basement to help humanity.

Annic arrive last night at 1:00 am.

Annie was a member of a happy family that
lived next door to Keller’s.

Mrs. Adams has been on the phone with Sue
Bayliss for Jim.

Sue Bayliss, known as Susie to Joe Keller,
had been a nurse for too long — she has
become realistic.

Sue claims she should have been a male as
she is always introduced to beautiful women.

Annie was unhappy for a time.
Anne never married.
Lydia and Frank have had three children.

War has played havoc on the families — Joe
had two sons.

Lydia has difficulty in the kitchen and plugs
in the wrong appliances.

Lydia claims Frank is crazy every time he
fixes something.

Chris always reads the Sunday book section,
but never buys books.

Bert has been inspecting the neighborhood.
Children from another neighborhood tried
playing kick the can down the street—Bert
stopped them.

Joe has the neighborhood kids believing that
there is a jail in his basement.

Keller has shown Bert an “‘arresting gun.”

Tommy has a foul mouth - said another dirty
word to a girl — Doris.



Joe has the kids crazy.

Mom, Kate, has already seen the broken
tree- Kate was up at 4:00 A M.

Chris was awaken by a cracking sound —saw

Kate standing by the tree.

Chris didn’t talk to her. He just let her cry.

Kate is dreaming about Larry again, like she
had in the past right after he died.

Chris hates being dishonest with his mother.

Nobody in the family has argued with Kate
over Larry’s death.

Larry has been missing for three years.
No body was found, and no grave made.

Kate’s hopes are kept alive by monthly news
of boys turning up “from nowhere.”

Joe has a “talent” for ignoring things.
Chris has never been able to reach out for
something he has wanted because other
peopie suffer.

Chris has not seen Annc in five years.
Chris had been in the war.

Chris has given three years of thought to his
desire for Anne.

Joe has spent his life working to give it ail to
Chris.
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Joe throws away garbage from the house —
this time potatoes, onions last time.

The maid had cleaned the pail under the smk
that Kate stored potatoes in.

Keller has worked for forty years.
Keller’s have a maid.

Kate experiences a funny pain on the top of
her head.

Kate stumbled over Larry’s baseball glove in
the basement.

Kate does not sleep and wears “out more
bedroom slippers than shoes™

Kate expericnced a realistic dream of Larry
last night. The dream, in combination with
the storm, a roaring woke her up.

Tree that broke was planted as a memorial
for Larry.

Chris has mentioned forgetting Larry three
times this week alone.

Chris invited Anne to the old home.
Anne has been in New York for 3 % years.

Joe and Chris do not aet like Larry is coming
back unlike Kate.

The night Anne goes to sleep in Larry’s
room his tree breaks to pieces.

Last week a man tumed up m Detroit after
being missing longer than Larry.



Annie has spent threce weeks salary on a
dress to visit the Keller residence.

The trees have grown thicker.

Joe broke the hammock that was in the yard

after he had a light lunch and flopped into it.

Kate has told Sue to take up the guitar in
order to have something in common with
Jim.

Family used to have fun and “raise hell”
before Larry went to war.

Kate has left Larry’s room exactly how it
was before he went to war — did not empty
his closet and cven polished his shoes — A
shrine.

Kate is a pcople magnet because within five
minutes in a restaurant she has strangers
telling her their life stories.

Anne parents had planned a divorce.

Soldiers who had been missing longer than
Larry are turning up.

Kate had a premonition and was unable to
rise from bed the day Larry dissappeared.
“She knew”

Frank is losing hair

George has gotten his degree and has his
own office now.
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The neighborhood had talked about Steve
and Joe, but it has dissipated now.

Joe plays policeman with the kids handing
out badges from cereal boxes.

Mrs. Hammond, a neighbor, yelled
“Murderer” outside the Decver house — last
memory Anne has of her home.

Every Saturday the gang is at the Keller
house playing poker in the arbor.

Joe, trealed like he had pulled a fast one,
returned home from the jail, and walked
through the neighborhood, proudly, even
though people bekieved he was the beast who
Killed 21 P-40 pilots.

Re-established his factory as one of the best
shops within 14 months.

Regained the respect he once had.
Everyone belicves that Steve dragged Joe
through the mud - Joe was innoceni,

Anne and George have never writlen or
spoken with their father.

Steve knowingly shipped oul the faulty parts
that would crash planes.

Larry ever flew a P-40.

War-time was crazy for Joe, The demand for
parts and the need to keep up with the
demand -- people make mistakes — Joe’s
belief

Steve covered the cracks on the cylinders.



Steve cried about Larry’s death in Jail
Anne and Chris are planning their marriage

Anne nearly married two years ago, but has
always thougbt about Chris

Chris was in charge of a company, who hc
watched die. His idealism, the desire to be

the best, causes him to regret he wasn'’t
killed too.

Chris was a popular licutenant.

(George has gone to Columbus, Ohio to see
Steve, his father.

Old sign on Joe’s plant never changed when
Chris began working with him afier the war.

(George took an airplane from New York to
Columbus to see Steve.

ACT I
Joe can’t sleep when he’s worried.

Steve always believed that Joe made him
send the cylinder heads.

Jim is a successful doctor.

Jim Bayliss left his family at one time to
work for $25 a week to research.

Chris and Jim talk frequently leaving Jim
with a sense of compromising his principles
for not continuing with his desire to
research
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Chris finds a distinctive label for evervone he
meets.

Bayliss’ family bought the Deever house 3.5
years earlier than the present action.

George loved grape juice and drank it at the
Keller house frequently.

George had been hospitalized, and studied
law there.

George never wore a hat.
Steve has golten “smaller”deteriorated in jail.

Joe suddenly got the flu the day the cylinder
heads were noficed, covered, and shipped.

Keller was an “anal retentive” boss — he
never left the shop without checking the
lights. He knew the break times,

Steve Deever was timid — needed help
buying his own shirt.

Mother, Kate, is not feeling well.

Georgie had a difficult birth - no water and
the entire neighborhood got involved.

Lydia Lubey and George had dated.

Lydia had three children 1,2,3,

Frank missed the draft each time an age was
called he was a year older than specified.
This started his interest in fate and the stars.

Kate had told George to marry Lydia.



George was too serious all the time, . . .you
didn’t laugh enough.”

George, Larry and Chris were eagle scouts —
should have been successes.

Frank has his house paid off.

Mother, Kate, plays the matchmaker to this
day.

Steve had heart trouble.

Steve never learned to take responisibility for
his actions. 1937 Steve ncariy destroyed
their first shop on Flood Street.

Steve lost money tn stocks and blamed Frank
who gave him a tip.

George always felt at ease in the Keller
house.

Joe had not been sick in 15 years. Kate
states,

Joe had pneumonia during the war — Joe
states.

A 121 cracked engine heads were shipped.

ACTIII

Jim went to New Orleans to research for two
months, living on the bare necessities. Sue
came to him and cried and he retumed home.
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Kate ahways weakens with the sign of trouble
— Joe states.

Larry wrote a [etter to Ann foretelling his
death. Ann has known for three years that
Larry was dead.
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Analysis of Dialogue

Arthur Milier had been criticized since the January 29, 1847 premiere of All My
Sans at the Coronet theatre in New York for this relatively weakly written play about the
war-torn Keller family. Criticized for his heavy use of predictability, heavy handed
symbolism, and haphazard use of the contemporary language, Miller still sent a
poignant message to theatre patrons when All My Sons premiered.

Through dialogue, Miller established the domestic lives of his middle class
families--survivors of the Great Depression and the war. Words that are familiar to early
twenty-first century audiences such as toaster, money, business, maids and go!f,
colored the post-war era. Likewise, the frequent referral to dates and years and months
roflected post-World War |l ideals precisely--what was once a day-to-day life became
looking toward the future, while putting the past behind.

Another element that becomes Guite prominent is Joe's use of the Lord’s name.
Joe frequently uses the phrase "goddamn” when he is speaking; usually iterated during
great moments of duress. This language when used usually implied that the speaker
was a semi-literate working-class individual, and there were no other options to express
the anger, distaste, or dissatisfaction. Frequently Joe speaks in such phrases when
Kate is not on the stage as it would offend her sensitivity and her faith in a “God does
not let a son be killed by his own father® (AMS 2.57); therefore, a taking the Lord’s
name in vain would be a further tarnish his already stained record.

Now specifically to the individual characters, each character is obviousty
established via the dialogue. In this case, Joe speaks crudely, as he often faila to
pronounce the endings of words, just callin’, whippin’, workin’ and frequently uses
coltoquialisms like “ain’t". Of all the characters, Joe Keller preadominately has the
majority of the poor grammar that is found in sentences such as “Here's a guy is lookin’
for two Newfoundland dogs.” and “She don’t hold nothin’ against me, does she?" Most

obviously showing the lack of education for Joe is his misunderstanding of the word
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‘roue’ and his desperately feeble attempt to justify his mispronunciation of ‘broach’ as
‘brooch’. Joe is definitely shaped by his dialogue. Even his awkward use of puns is
obvious as he belabors the phrase “labor day” when he catches Ann and Chris in a

near kiss:
KELLER. What is this, Labor Day
CHRIS. Al right, All right. . .
ANN. You shouldn't burst out like that.
KELLER. Well , nobody told me it was Labor Day. Where's the hot dogs?
CHRIS. All right. You said it once.
KELLER., Well, as long as | know it's Labor Day from now on, V'll wear a
beli around my neck. (AMS 1.31-32)
Thotigh Joe's ighorance is shown through his dialogue, his quick street-wise nature is
revealed in quick change of subject when a topic gets uncomfortable for him to
manage. An example of Joe’s subject changing occurs when the marriage proposal is
interrupted by the unexpected phone call from George from Columbus;
CHRIS. We're gstting married, Dad. (Keller nods indecisively) Well, don't
you say anything?
KELLER. (Distracted) I'm glad, Chris, 'm just. . , George is calling from
Columbus
CHRIS. Columbus!
KELLER. Did Annie tell you he was going to see his father today?
(AMS 1.32)
This example of Joe’s quick switch from the subject of marriage to George’s business in
Columbus appears in variations throughout the script. As well as quick subject changes
throughout the show, Joe's speech “progresses by incremental repetition, the rhythm
reflecting his thought processes, as if he is thinking of what to say next: “I'min
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business, a man is in business; a hundred and twenty cracked, you're out of business”
(Griffin 31).

Likewise, Kate carries the facade that she is uneducated. She claims ignorance
outright by stating that both she and Joe are “stupid people.” Kate is a secure woman,
who is on the verge of a breakdown. Her irrational behavior, characterized by emotional
turns within a single passage, exposes her neurotic nature as shown in the exchange
between Jos and Kate,

MOTHER. If you would make up your mind that every bag in the kitchen
isn't full of garbage you wouldn't be throwing out my vegetables. Last
time it was the onions.

KELLER. Idon't like garbage in the house.

MOTHER. Then don't eat. (AMS 1.16)

But despite this illogical, nonsequitorial statement, Kate proves the most rationat of the
characters.

Chns’ language represents an educated young man of the 1940’s. He is guite
articulate and often times verbose in his language. Miller has given Chris the majority
of the long passages throughout the script to emphasize his ease of communication
and his eloquence. in fact, his most beautifully spoken passage is his war monologue
to Ann.

CHRIS. ... one time it'd bean raining for several days and this kid
came to me, and gave me his last pair of dry socks. Put them in my
pocket. That's only alittle thing . . . but . . . that's the kind of guys | had.
They didn't die; they killed themselves for each other. | mean that
exactly; a littte more selfish and they'd've been here today. And | got an
idea--watching them go down. Everything was being destroyed, see,
but it seemed to me that one new thing was made. Akind of . . .

responsibility. Man for man.
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And then | came home and it was incredible. | . . . there was no
meaning in it here; the whole thing to them was a kind of a--bus
accident. | went to work with Dad, and that rat-race again. | felt . . .
what you said . . . ashamed somehow. (AMS 1.31)
Chris’ words effectively show the contrast between Chris and his father. Chris
emphatically uses words as responesibility, practical, honor, and principle to emphasize
his men and himself, while speaking distasteful words such as rat-race, meaningless,
and bus accident for his father's business and other businesses. In contrast, Chris’
speeches are nearly too well worded and even too eloquent. Barry Gross in his essay
entitled “All My Sons and the Larger Context” from Modern Drama shows that the
“problem is clearly illustrated in the case of appropriate stage speech: When one is
speaking to one’s family one uses a certain lavel of speech, a cerlain plain diction
perhaps, a tone of voice, an inflection, suited to the intimacy of the occasion. But when
one faces an audience . ..it seems right and proper for him to reach for the well-tumed
phrase, even the postic word, the apharism, the metaphor.” Chris does speak very well
(in comparison to other characters), and he may “violate our sense of suitability, our
sense of context. They are made at the wrong time in the wrong piace to the wrong
people” (Gross 18).

Unlike Chris who is a talker, Ann Deever is established as a listener throughout
the production. Her lack of long speeches and har use of simplistic terms such as
“gosh” and "gee” establish her as a member of the younger generation who should
speak only when spoken too. Her very nature is non-confrontational and innocent until
prompted to be otherwise. On the other hand, George Deever, Ann's brother, is
explosive, terse and unpredictable. Short sentences and phrases punctuate his
speaking style. Like wise, his quick outbursts of hatred toward Joe, and his sudden
return to teenage fits of wanderlust show his very nature.
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Dialogue from the neighbors establishes four more distinct personalities. Lydia's
bubbly attitude and easy fits of laughter are shown immediately as she enters the
stage. While her husband Frank, who seems to be a man with a mission spsaks
emphatically to the point. He seldom wastes words, but states what he means and
means what he says, especially when it comes to attacks on astrology.

CHRIS. Frank, can't you pick a better time than this?

FRANK. The greatest men who ever lived believed in the stars!

CHRIS. Stop filling her head with that junk!

FRANK. is it junk to feel that there’s a greater power than ourseives? {'ve
studied the stars of his life! | won't argue with you, I'm telling you.
somewhere in this world your brother is alive.

MOTHER. Why isn't it possible?

CHRIS. Becauss it's insane.

FRANK. Just a minute now. {'ll tell you something and you can do as you
please. Just let me say it. He was supposed to have died on November
twenty-fifth. But November twenty-fifth was his favorable day.

(AMS 2.55)
In a different style, while Frank oniy combats when provoked, Sue Bayliss’ possesses
a subtle sarcasm that barbs her husband and his patients as this passage indicates

SUE. She sounds like she is in terrible pain—-uniess her mouth is full of
candy.

JIM. Why don’t you just tell her to lay down?

SUE. She enjoys it more when you tell her to lay down. And when are
you going tc see Mr. Hubbard?

JIM. My dear; Mr. Hubbard is not sick, and | have better things to do
than sit there and hold his hand.

SUE. It seems to me that for ten dollars you could hold his hand.
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(AMS 1.9)

Her sarcasm unfolds quickly. This provides an interesting counterpoint to Ann. While
Ann usually avoids conflict, Sue pursues it passionately -- wasting no words once Ann
takes a stand..

ANN. | resent everything you've said.
SUE. {moving toward her) You know what | resent, dear?
ANN. Please, | don't want to argue.
SUE. | resent living next door to the holy family. it makes me look like a
bum, you understand?
ANN. | can’t do anything about that.
SUE. Who is he to ruin a man’s life? Everybody knows Joe pulled a fast
one to get out of jail.
ANN. That’s not true!
SUE. Then why don't you go out and talk to people? Go on, talk to them.
There's not a person on the block who doesn't know the truth.
ANN. That's a lie. People come here all the time for cards and . . .
SUE. So what? (AMS 2.28)
This scene exemplifies what Sue provokes from other people, especially from a
unusually non-confrontational fady such as Ann.

Jim Bayliss provides some humor, but indirectly provides the voice of reason
although he has compromised his own ideals of research versus patient care. During
the opening moment of Act three the audience senses his wisdom and insight about his
own compromises in his life:

JIM: He'll [Chris] come back. We all come back, Kate. These pnivate little
revolutions always die. The compromise is always made. In a
peculiar way. Frank is right—every man does have a star. The

star of one's honesty. And you spend your life groping for it, but
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onca It's out it never lights again . . . He probably just wanted

to watch his star go out. (AMS 3.61)
He, too, is a listener, but provides advica only when asked, for he believes that any
unasked for advice is criticism and he would be the {ast person to criticize.

Notably Miller uses “carefully crafted” dialogue to fit his characters. Often
referred to as “Poetic Realism”, Miller makes use of long speeches to place the thrust
on key peints throughout the play (Griffin 13). As previously noted, Chris carries the
majority of the long speseches throughout the play (which there are many). While they
are fluid and eloquent, they become didactic as John Chapman a critic of the 1947
production stated, “ long before they got through talking and Mr. Begley {Joe Keller]
had shot himself | was ready to go home” (Chapman 1). Despite this criticism much can
be said for Miller's diatribes throughout the production. Miller's carefully written
speeches illuminated the dollar and cants attitude of Joe Kelier, “it's dollars and cents,
nickels and dimes; war and peace, it's nickels and dimes" (AMS 3.87). They
established Chris’ responsibility, “Once and for all you can know there's a universe of
people outside and you're responsible to it (3.89). They even revealed Kate's haunting
vision of a lost son as she recalls her dream, “Mom, Mom! | could hear him like he was
in the room. Mom" (1.18)! Each character possesses a distinct speech pattern and
rhythm. Miller defends this writing style that “has been to shift styles according to the
nature of my subject . . . in order to find speech that springs naturally out of the
characters and their background rather than imposing a style” (Griffin 13}. That style
praves effective as Miller gains the audienca's attention and holds it throughout the
show.

While holding that atiention, Miller often punctuates the long eloquent passages
with machine gun-like passages. There is a war going on in this once friendly
neighborhood which is emphasized by the rapid fire exchanges between characters.
Miller purposely siows tempo with long speeches and emotional moments only to race



Fawer 54

the tempo once again with rapid fire lines. Act two is a prime example of such work as
George and Chris begin an argument that heightens to a frenzy, only to be siowed by
Kate's enfrance which leads to pleasant moments of reminiscence. These peaceful
moments are then quickly juxtaposed by a frenetic argument between Joe and Chris
that fires with rapid fire deliberation:

CHRIS. Dad. . .Dad, you killed twenty-one men.

KELLER. What, killed?

CHRIS. You killed them, you murdered them.

KELLER. . . How could | kill anybody?

CHRIS. Dad! Dad!

KELLER. . . . 1 didn't kill anybody!

CHRIS. Then explain it to me. What did you do? Expiain it to me or I'li

tear you to pieces. ( AMS 2.58 )
Analysis of Dramatic Action
Just as the dialogue is well structured, so is the play itself. Despite criticism of
the slow pace of the first act, Miiler explains that “it was designed to be slow . . . so that
when the first intimation of the crimes dropped a genuine horror might begin to move
into the heart of the audience, a horror born of the contrast betwsen the placidity of the
civilization on view and the threat to it that a rage of conscience could create” (Miller,
Introduction 130).Arthur Miller has written an affective “well-made play.” According to
Eugene Scribe, the father of the “well-made play”, every play must have several factors
in order to meet the well-made play criteria. These factors include “middleclass
problems that were presented in neat, economically contrived plots and with prosaic,
commonplace dialogue” (Bordman 604). Miller's All My Sons meets this criteria in its
dramatic structure.
The middle-class problems Scribe prescribes are commonplace in all of Miller's

works. All My Sons is no exception. The constant struggle with financial gain and
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societal acceptance were not uncommon to the post-World War 1l era. Families such as
the Bayliss' struggied with financial gain for the household or personal gain such as
education and fame. The Lubey's, in contrast, were happy existing as a middie-class
family with three children. The Keller's, however, especially Joe, wanted more. Joe
Keller wanted an empire, a business that his own son could take over when he retired
and thus not be required to work his way to the top as Joe had done. All three families
epitomized the middle-class issues of the era and thus the play met the first criteria of
the “well-made play.”

As if by Seribe’'s command, Miller placed all the important factors and elements
within the first act (quite like tbsen whom Miller had studied); thereby establishing a
tight plot structure. All My Song is no exception as it represents “a strong, traditional
well-made play whose technique insists upon comparison with the realistic plays of
Ibsen. Like them, All My Sons begins almost immediately before the climax of its story”
(Hogan 18), Miller remarks in his introduction to Collected Plays, that his method of
sequencing reflects “a method one might call linear or eventual in that one fact or
incident creates the necessity for the next® {(Miller 23). Since much of the action has
occurred before the curtain such as the broken apple tree, Lamry’s mysterious
disappearance, Chris' desire to marry Ann (his childhood friend and neighbor), the
factory crisis, and other events as well, the first act must carefully unfold. As the play
progresges, each of these components are illuminated and then eliminated (adhering
to the Scribe’s ‘well-made play’). The tree is removed from the stage in the beginning
of the second act. Lamy’s mysterious disappearance is explored by astrology and fate
throughout act two and solved in act three. Chris’ desire to marry Ann is a problem
throughout the play and resolved in act three. The neighbors are brought into the script
and removed through carefully manipulated plot structure. Finally, the factory crisis is
exposed during act two with the resolution occurring in the final moments of act three.
Even the unexpected conclusion is afluded to early in the play.
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Miller states in his Introduction to Arthur Miller's Collected Plays. that he made a
conscious effort to not waste “motion or moments, but to shear through everything up

to the meat of the scene” (Miller 31). This resolution to “not write an unmeant word for
sake of the form but to make the form give and stretch and contract for the sake of the
thing to be said” (31). Miller clearly states his impressions of life through a common
language that all atdience members understand. This meets the Scribe’s criteria of
“‘prosaic, commonplace dialogue™. The dialogue reflects natural speech and is easily
understood by the average person. Such a dialogue choice speaks to the middie-class
society members who attend performances of this play.

The tone of the play is serious. This life or death struggle for the protagonist
reflects the idea of “Tragedy and the Common Man™ to which Miller aliudes in a later
essay as he writes, “tragedy is evoked in us when we are in the presence of a
charecter who is ready to lay down his life, if need be, to secure one thing--his sense of
personal dignity” (Steinberg 84). While tragedies are usually about a better than
average person who possesses a secret or flaw, Miller's tragedies focus on the
average man who has much to lose despite being just a regular citizen. Many critics
and theorists will argue that Kelter lacks an element of nobility that a tragic character
must possess, but his actions to provide a better life for his wife, his children and
himsalf are indeed admirable (especially considenng the era). Joe Kelier stands
comparably to the tragic charecters such Orestes and Hamlet who ailso struggled with
galining their rightful places in society. The main character must not be flawless, as
Miller warns that the tragedy not only comes from within (as with classic tragedy) but
from extenal sources such as society. Miller states, “tragedy need not preach
revolution . . . the morality of the tragedy and its lesson, and the enlightenment of a
tragedy consists in the discovery of the moral law, not the discovery of some abstract
metaphysical quality” (Steinberg 84-85). Miller's plays depicted man as a “creature

divided against himself, born with an innate desire for perfection, but denied the
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achievement of perfection in life by the pressures of material existence™ (Brockett 83}
and therefore are led down a path of destruction. Miller's play, All My Sons. expresses
this concem for a moral society denigrated by materialistic cravings -- a social problem
play echoing earlier playwrights Ibsen and Shaw.

Aside from being considered serious and tragic, the play possesses a certain
amount of melodrama. The melodramatic plot devicas of the letter that appears in act
three as a “deus ex machina”, the well placed slip of tongue about Joe's alibi, and
George's well-timed arrival and even Lamy's suicidal motivation is difficult to
comprehend. These plot devices, however, only slightly detract (if at all) from the
straight-forward plot that contends that all mankind must be responsible for their own
actions — responsibility that destroys a family. Unlike a classic melodramas that allow
an ascape from the fate summoned upon the protagonist, Miiler expresses that the
“revelation of truth does not permit the restoration of the family" (Paimer 181).

Sympathy, a sense of catharsis and understanding raises the play above the
level of melodrama into the realm of tragic theatre. Sympathy extends to the ordinary
man (Joe Keller) as audiences observe him struggle with father-son, brother-bother,
and man-man themes and conflicts which overwhelm him to the point that he must
pursue his remaining option —taking his own life. Arthur Miller insists that "tragedy,
must question everything; from the total question we learn. . . earth and high heaven do
not ail from the prime foundation, and the troubles that beset us are not visited on us
from on high mysterious or vengeful deities” (Steinberg 84). Tragedy is not just internal
but environmental. Society causes the tragedy within the frame work of the modern
world. While “reconciliation existed in the traditional tragedy, it could be achieved only
by focusing on the hero and ignaring the world in which he moved, for in that world
there is justice and unmerited suffering --unless one postulated a God or gods whose
ways . . . were accepted as just® (Steinberg 83). Through Miller, society realizes that it

causes the demise of its own members; it must have its nose rubbed in the “social mire
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and depress rather than exalt; because they end with a stated or implied call to action®
{Steinberg 82). For only does society itself have the power to change its present course
of action. Herein lies Miller’s purpose and philosophy in All My Sons.
For viewing the basic break-down for act one of All My Sons turn to Appendix A.
The following represents the dramatic breakdown of the antire script providing
the unit titles which reflect the serious themes throughout the production.
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Basic Units of Action
Unit Unit Title Character Script | Director's
Number Names Pages Script
Act ppd
1.1 News Flash Joe, Jim, Frank 58 1-4
1.2 It's all about the kids Joe, Jim, Frank, Sue, Lydia 8-10 48
1.3 Little Secret Loe, Chris 10-11 890
14 Prisoner in the basement Joe, Chrig, Bert 11-12 8-12
1.5 What about Mother? LJoe, Chris 12-14 12-14
1.6 The Proposition Joa, Chris 14-18 14-18
1.7 Mother Knows Best lJoe, Chris, Kate 18-19 18-22
1.8 She's Lany's Girl LJoe, Kate 19-20 22-24
1.9 Scattered Memories Joe, Chrig, Kate, Jim, Ann, Sue, Bert 20-24 25-31
1.10. Remembering Steve (Dad) _ |Joe, Chris, Kate, Frank, Ann 24-27 32-36
1.11 Broken Promises oe, Chris, Ann 27-29 38-39
1.12 Alone at Last Chris, Ann 29-31 40-44
1.13 The Messenger is Coming  loe, Chris, Kate, Ann 31-4 44-49
Act und
21 Blind Reckoning Chris, Kate, Ann 35-38 50-52
2.2 Phony deatism Chris, Ann, Sue 38-40 52-59
23 The Messenger Nears Lioe, Chnis, Ann, Lydia 40-42 5583
L_ 24 The Messenger has Amived _ |Chris, Ann, George, Jim, Sue 42-48 6388 |
25 Forbidden Knowledge Chris, Ann, George 46-48 68-72
28 Welcoming Party Chris, Kate, Ann, George, Lydia 48-52 72-78
2.7 No place like bome Joe, Chris, Kate, Ann, George 52-55 79-83
28 Uncavering Lies Joe, Chris, Kate, Ann, George, Frank 55-56 83-86
29 Bitter Tsuth Jos, Chrig, Kate, Ann, George 56-59 86-93
Act. unit
a1 Critical Comprornises Kate, Jim 60-61 94-96
3.2 Vital Lies Ljoe, Kate 61-64 86-100
3.3 Shelterad Truth Joe, Kate, Ann 84-865 100-103
34 Prodigal Son Retums Chris, Kate, Ann 65-67 103-106
3.5 The Price to Pay LJoe, Chris, Kate, Ann 6769 105-107
3.6 Reconciliation {Joe) Chris, Kate, Ann 69 107




Fewer 80

Character Analysis and Description
Joe Keller

Decorum: A sixty-one year old businessman, who has seen many changes
in the world, especially in America. This young man was forced to live on his own at
the age of ten without the benefit of education; he has become a self-made man. He
has fived through World War | (as a civilian), the roaring twenties, the stock market
crash, the great depression and World War Il. Not to mention, Keller has lived through
twenty presidents. This life-long process weighs heavily on Joe's shoulders as he
carries the weight of the world.

Joe is a strong man with a good heart who “makes the kids crazy” in the
neighborhood. He also carries on the role of the traditional 1940’s father. Attempting to
be the father he did not have, he takes great pride and responsibility in providing for his
family while ignoring what he has "gotta ignore” (AMS 1.14). He climbed to the top of
the corporate ladder. He runs a manufacturing plant that produced cylinder heads
during the war, and now produces washing machines. Through the profitable nature of
the plant, he placed a solid roof over the family's heads, provided money when needed,
and now even has recently hired a maid to make his wife’s life less complicated. Yet,
he still takes out his own garbage.

Joe recently endured a trial for the production of defective cylinder heads, for
which he spent a short time in jail, but his partner has been there for three years. Joe
attempts to conceal this burden but it makes him appear older that he is — a sixty-one
year old graying man whose posture reveals a man with a heavy burden of
responsibility. He is a large man who apparently has worked hard for a long period of
time and is not afraid of hard work. He walks heavily as though he carriee a heavy
burden (which he does), but changes that walk to light-steps or medium trod depending
on the company he keeps. He is serious man who occasionally drops that serious

facade to ptay with neighborhood kids or joke around with his son and friends.
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He dresses smartly whather it is casual or formal. Casually he is marked by a
white shirt, dark slacks, undershirt and suspenders (a working class remnant). Formally
he would be seen in single breasted suit of the era in a medium color of gray or earthen
tones.

Polar Attitudes: Joe's initial attitude for the play expresses his limited
perspective on the war and his children. “Well, that's what war does. | had two sons,
now | got one. it changed the tallies. in my day when you had sons it was an honor’
(AMS 1.10). By the conciusion of the play, Keller realizes his attitude has changed and
has accepted the guilt which he had avoided for several years as he states, “Sure, he
was my son. But t think to him they wers all my sons. And | guess they were, | guess
they were" (3.68).

Desire: Paralleling his polar attitudes, Joe wants to keep his past behind him
and live what years remain in pgace.

Will: Joe will stop at nothing to achieve his desire. He has already convinced
his wife to be his accomplice in the crime. He has placed the blame on Steve, his
business partner and former neighbor and friend. He will hand the business over to
Chris (iike he handed the blame over to his partner, Steve), change the business name,
then retire and nothing more will be said or heard of the defective parts.

Moral Stance: Whatever can be done to keep up the appearance of family and
business at all cost (money).

Summary Adjectives: Stolid, steadfast, determined, self-serving, electricaily
charged, beaten, morally bankrupt

Kate Keller

Decorum: A fifty-eight year old housewife who carries an impressive weight on
her shouiders as well. Little is spoken about Kate's childhood, but is can be determined
from her actions that she is no stranger to parenting and supporting her husband. She
appears to be the type of woman, who even though her husband had an affair on her,
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would blindly live with him and love him as though nothing had ever occurred. Kate is
the epitome of the ideal wife and mother who gives abundant affection and support and
asks for little in retumn. She has been supporting her husband for years and recently
has bacome his accomplice in the murder of twenty-one pilots by simply living a lie that
he was “sick and covered himself in bed” (AMS 2.58). She also claims that she and her
husband are “stupid peopie” and they need to be taken care of, which emulates her
‘poor me' atitude to manipulate Chnis.

Visibly Kate is a weary woman who, as scripted, has not slept well in three years
and is wearing out more bedroom slippers than shoesg™” (AMS 1.17). She is physically
and emotionally weary, yet carries herself proudly as she has grown accustomed to this
state. Although exhaustion is her common state, she never backs down from a good
battie of wits (or emotional biackmail) which she frequently gains with Joe and Chris.
Her exhaustion also causes a physical ailment, head aches on the top of her head, that
Jim Bayliss refers to as ‘her state’ which could signify something as simply as pure
exhaustion or as extreme as a brain tumor or nervous breakdown. Kate is not sick.
Miller shows that she is a woman of “uncontrolled inspirations and an overwheiming
capacity for love “(1.18). Also compounding this exhaustion is the constant hope that
her youngest son, Larry wili still be alive. Obsessed with the mysticism of astrology,
and numerology, she desperately seeks assistance in determining that Lamry is still
alive somewhere in the world.

While Kate is a relatively comfortable woman, she would not wear elaborate
clothes. Since she had just lived through the depression, she would wear the clothes
she had earlier womn, as few men and woman purchased new clothes during the war,
because textiles were scarce for civilian use. Therefore, she would be in single piece
dress of the 1830’s under which she would wear pants to work in the yard, but seldom

wear pants otherwise.
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Polar Attitudes: Kate's initial attitude is exposed when she states, “Because
certain things can never be. Like the sun has to rise, it has to be. That's why there’s
God. Otherwise anything can happen. But there's God, so certain things can never
happen” (AMS 1.24). Her strong belief in a supreme force has given her strength to
survive her ordeals and her lies. Her attitude shifts in the closing lines of the play.
Since her and Joe’s lies had been exposed, little remained for Kate to stand upon, o
she provides advice to herself and her son as she states, “Don’t take it on yourself.
Forget now. Live” (3.68).The biame must be put away, and people must go on living.

Desire: To hold the world in the past until Larry returns. To hold unplieasant
truths at bay.

Will:  Kate will utilize every method she can to prevent the worid from going
forward. She will stop shy of suicide in order ta convince people that she is right. She
badgers Joe and Chris about Larry’s return untii she has broken their wiil to contradict
her and her stance is the only stance remaining.

Moral Stance: Whatever can be done to assure Larry's safe retum, whether
mystically or realistically will be done to keep the appearance of the family alive.

Summary Adjectives: loving, supportive, controlling, manipulative; nervous,
frantic, Supportive, Nervously intense, provoking

Chris Kelier

Decorum: Thirty-two year oid ex-army lieutenant who represents not only Joe’s
oldest son, but America's eldest son who is to return from war and take over the family
business. Chris is the representation of all those post-war idealists who retumed from
Germany in hopes of making a new world, who were rendered helpless by the
economy, society and politics. But just like many returning servicemen, the act of taking
over the father's business was the least important item on Chris’ agenda.

Chris Keller is a retuming serviceman who is proud of his accomplishments, but
has a strong memory of death and destruction weighing heavily on his shoulders. He
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states that he watched his battalion kill themselves for each othar. They were not
practical, but idealists. They sacrificed themselves to save the other soldiers in the
trenches. This memory is punctuated by the simple gift of a pair of dry socks he
received from a soldier in his battalion. This young man gave Chris his only pair of dry
socks so Chris could keep his feet dry. This simple gift made Chris realize the value of
life and people around him and he left the war with high ideals. These high ideais
manifest themselves in his beliefs in other peopie as he places the adjective before the
profession, “great doctor”, “great nurse” when he does not know that fact for certain. it
is also this idealistic philosophy ‘that makes pesople want to be better than it is possible
to be” (AMS 2.38) and earns Chris criticism from his neighbor Sue Bayliss. A
peychiatrist, Daniel E. Schneider supports Sue's criticism and agrees that Chris is the
‘unpreferred son . . . forced to a subsidiary position in the affections of his father and
mother and even of the heroine” (Griffin 23).

Chrig is now a civilian in search of the American Dream so he dresses casually,
but will have that air of military look and stand at ease out of habit rather than a
naturally relaxed stance. He is a tali rugged looking man (nhearly a younger image of his
father), who possessas a boyish quality about him,. Though he may be the oldest son,
he has not been aliowed to grow up. Chris will be clean shaven and well dressed nearly
all the time, even when discarding the tree in act two.

Polar Attitudes: Initially Chris’ idealism from the war colors his attitudes toward
all mankind. He states, “| felt wrong to be alive, to open the bank-book, to drive the new
car, to see the new refrigerator. | mean you can take those things out of war, but when
you drive that car you've got to know that it came out of the love a man can have for a
man, you've got to be a iittle better because of that” (AMS 1.31). This idealism is
shattered through his discoveries about his father's wartime behavior, and finally his
idealism is manifested in a truth, “ You can be better! Once and for all you can know

there's a universe of people outside and you're responsible to it, and unless you know
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that you threw away your son because that's why he died” (3.69). As if he is speaking
to himseif, he provides his newfound attitude that leaves him with shattered family.

Desire: Chris desires to establish his identity and manhood with Ann as a part of
his life.

Wiil: Chris will timidly work his way to discovering his identity if it is acceptabie to
his mother. If it will hurt his mother, he does not want to follow through with his actions.

Moral Stance: Encourage others to be the best possible despite the present
working and social conditions while placing self-doubt behind him.

Summary Adjectives: flexibly rigid, proud, assuming, boyish, protective

Ann Deever

Decorum: Twenty-seven year oid single young lady (beyond the accepted
marrying age of the 1940’s) who is not a stranger to the Midwestemn ways, but has been
living in New York for threa years. She dresses in the Hoilywood fashion as Miller
implies through the dialogue. Ann even comments that she had spent three weeks
salary on a dress, which implies that she likes to dress fashionably. By no means wouid
Ann appear as a clothes horse. She is in independent young lady who now would
rather be a part of the conversation, rather than be the object or center of the
conversations.

Ann represents the traditional Ali-American girl who is beautiful, animated and
loving, but possesses an inner strength which develops throughout the piay. She is the
type of girl who knows what she wants and will get what she desires in any way
possible, which is evident by the letter she brings only to use when it is the only means
to free Chris from his family. Openly admitting she distikes conflict early in the play, she
avoids conflict and stands back as an ohserver and listener. Ann, initially, intends to
maintain peace, but when push comes to shove, she calls upon her inner strength to do
what is right--"gentle but despite herseif capable of holding fast to what she knows”
(AMS 1.21).
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Polar Attitudes: Ann's attitudes are clouded by her speech. She is a young lady
that says little, but speaks volumes especially when speaking of Joe Keller; “Your
father put hundreds of planes in the air, you should be proud. A man should be paid for
that” (AMS 1.31). However, her ideals of pay and pride come back to haunt here as she
states, “| don't ask you to do anything about Joe” (3.66). Her fear of confrontation
carries through, as she carried a letter revealing the truth, but only used the letter as a
final effort to free harself and Chris from the guilt-ridden world in which they both
merely axisted.

Desira;: To put the tragedy of the lost love, father, and brother, and begin a
happy prosperous life with Chris.,

Will: Knows what she wants. Pressntly she wants Chnis, wants marriage, and
wants the lie that Lamry is alive to be forgotten. She uses her means (the letter) to
achieve her goal. Ahn observes and listens to her surroundings and her situation
before she acts. Only when Ann is forced to take action she does because she usually
avoids conflict—- “I don't want tc argue” (AMS 1.38).

Morai Stance: The worid should be proud of what men like Joe had done for the
world during the war. Even though she knows the truth (via a letter from Larmry), she has
avoided the confrontation up to the point of revealing the letter.

Summnary Adjectives: glamorous (Rita Hayworth and Hedy Lamarr), observant,
listening, avoidance, manipulative and manipuiated.

George Deever

Decorum: George, Ann's elder brother, is a thirty-two year oild veteran of Worid
War H who still suffers residual effects from an injury during the war. Suffering from
post traumatic stress disorder (before society knew what this was), Gaorge eats little,
sleeps litle and becomes more nervous and edgy toward the evening (cueing a fear of
darkness as he may have sustained his war injury during the night). George’s disorder,

compounded by several months in the hospital, causes his increased suspicions of
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everyone's seemingly innocent motives. His hot and coid bshaviors-- one minute he
accuses Chris and Jos of lies, the next minute he reminisces about old times with
friends, then he immediately turns cold toward his old friends, projects this suspicion
and distrust in a once familiar surrounding.

Recently discovering the truth behind his father’s jail sentence, George's
emotional and physical conditions become more aggravated and he becomes mors
volatile. Convinced that once Ann discovers the truth about Joe and her father she will
ratumn with him to New York, George forces the issue by deliberately pushing Chris and
Joe toward rage. When Ann outrightly refuses to bend to her older brother’s will: “Go
Gearge” (AMS 2.57). George leaves a tormented, broken young man.

As an attomey, George is indicative of the voice of the law, which has cast a
dark shadow over the Keller family. George, maintaining a firm conviction that his own
father is innocent, willingly risks everything to set the record straight. George's desire,
however, is weak in comparison to Joe's intensity. Driven by an emotional desire to
disclose Joe’s guilt rather than prove his father's innocence, George loses his sound
legal approach as a result of his anger.

As a character, George should physically reveal the residuals of war. Walking
with a deliberate intensity as to take the pressure off a severely damaged leg (using a
can as support), George enters proudly. He wears a business suit {rumpled from his
plane and train travel), topped by his father's hat, despite the sweltering heat of the late
afternoon. George comes on business. He is a survivor, He is a fighter. He, however,
stands as though a great burden rests on his shoulders. Uniike, Joe and Kate’s burden
of lies, George's burden is truth and revelation (the Greek messenger). He is
prematurely graying (due to what he had observed and endured during the war) and
stern (the protective older brother), with boyish qualities that surface when he is caught

up in the nostaigia of the moment.
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Polar Attitudes: George's preliminary attitude expresses his concemn with the
moral law in comparison to natural laws as he comments, “When | was studying in the
hospital it seemed sensible, but outside there doesn’t seem to be much of a law” (AMS
2.44). However, his concerns fade as he succumbs to the familiar excitement of past
years, "l never felt at home anywhere but here. 1 feel so . . . Kate . . . You didn’t change
atall. . . . You, too, Joe, you're amazingly the same. The whole atmosphere is” {(2.55).
This unchanged atmosphere provides an unwitting acknowledgment of the way Joe
was and always wiil be.

Desire: To reveal the truth and shatter the hero image that Joe has maintained

Will: George's will Is easily diverted. Although he is a determined young
attorney, his desire to prove guilt is distracted by memories and acquaintances, VWhen
he does not achieve his goal, he uses guilt and pity to acquire a portion of his goal.

Moral Stance: Will risk everything and stop at nothing to prove Joe's guilt and
his father's innocence

Summary Adjectives: devastated, broken, determined, sympathetfic, stern,
confused, hostile, reminiscent, burdened

Jim Bayliss

Decorum: Jim Bayliss, the neighborheod doctor, one of the minor or “incidental
characters” as the critics claim, provides the haunting voice of compromise within the
production. A mature man, whom Kate respects, lives in the former Deever home, He
is married to Sue Bayliss (another incidental charactar) and has at least one child,
Tommy. He is a forty-eight year old man, who carries a bit heavier or stocky build which
is needed to carry the burden of doubt upon his shoulders—the “what if” attitude of a
person who gave up much for what could be regarded as so little. He, according o
playnotes, “is a wry self-controlled man, an easy talker, but with a wisp of sadness that

¢lings even to his self-effacing humor’(AMS 1.6). His ease of communication with
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others, is off set only by his lack of communication with his wife with whom he works as
his nurse.

As stated, Jim portrays the voice of compromise. This man has compromised his
future and his goals for his wife and child. He could have been famous, as he refers to
a time when he left home for New Orleans to de medical research. He compromised
this goal and dream to return with his wife and become a neighborhood doctor. Both he
and his wife realize this importance of this decision as he is unable to put the desire
into his own practice and his life; therefore, Jim is a saddened character, who
encourages others to rationalize their choices and make better choices than he had
made.

Polar Attitudes: Jim's attitudes reflected in his lines, express his on-going
compromises. Initially Jim states, “I'd love to help humanity on a Wamer Brothers
salary” (AMS 1.8) to emphasize his self-pity for compromising what he aiways desired
to do. However, in act three, Jim clearly states the attitude that motivates him to
continue; “And now 1 live in the usual darkness; | can't find myself; it's even hard
sometimes fo remember the kind of man | wanted to be. 'm a good husband; Chris is a
good son--he'll come back” (3.81).

Desire: To become successful for discovering a cure for a disease.

Wili: Jim Bayliss possesses a fairly weak will. After all, he headed to New
Orleans to study a disease and sacrifice a secure income to live off bananas and milk
while he did this research. When his wife arrived in New Orleans, he compromised his
desire 30 that he could appease his wife and keep his family financially secure, Jimis a
compromiser, who has learned from his mistakes, and who will tell others of his
mistakes, but does not have the will to continue without compromise.

Moral Stance: To compromise is to err, but to rationalize and resalize the

outcome of one's decisions is divine.
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Summary Adjectives: compromised, saddened, discouraged, jost, jocular,

rationalizing whipped, beaten
Sue Bayliss

Decorum: Sue is not a thinker, she is a doer. Though a minor character, she is
depicted throughout the entire script as a bitter woman who speaks specifically what is
on her mind, rather than thinking about what the consequences may be. Chris
describes her as a “great nurse” (AMS 2.39), while Keller outwardly expresses that “you
were a nurse too long, Susie. You're too . . .too . . .realistic” (1.8) to which she agrees.
She is described as an apparently unattractive, overweight woman nearly forty who
nags her husband about doing his job and earning money. Though fighting weight, she
is an strong-willed woman who gets what she desires (evidenced by her tracking her
husband and bringing him home} and keeps the household in order.

Polar Attitudes: Sue's attitudes are not necessarily polar as ail her lines reveal a
bitter woman. This is especially exemplified in her confrontation with Ann during the
early portion of act two. She shows her frustration as she details her marriage to Jim, “|
married an interm. On my salary. And that was bad, because as soon as a woman
supports a man he owes her something. You can never owe somebody without
resenting them™ (AMS 2.37). This resentment surfaces and powers her character
throughout the play.

Desire: She desires material wealth foremost. She also desires to puli the
shroud of complacency off other people’s eyes regarding the lies the neighborhood has
accepted as the truth.

Will: Sue is a determined woman, who will stop short of aftaining her goais of
beating Chris, controlling her husband, and bringing the shadowed truth to the surface.
Constantly focusing on money, Sue mofivates her husband to go to work, when he

would rather be in the company of fellow researchers and his fellow man.
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Moral Stance: Do what will keep the family and finances stable, even if it means
forcing compromises.

Summary Adjectives: driven, resentful, bitter, forceful, family oriented, dominant,
jealous

Frank Lubey

Decorum: Another minor character in All My Sons, is an astrologer and
numerologist who appears as the 1840's predecessor of hippies of later decades.
Frank is a do-it-yourself type of guy who frequently ‘fixes' things, whether these things
are appliances or famiiy's faars (as with Kats). Frank's belief in the stars and fate drive
his intentions and lure Kate to find security in his charts, numbers and stars. Miller
depicts Frank as “thirty-two but balding. A pleasant, opinionated man, uncertairi of
himself” (AMS 1.6), who is short in stature. Since Joe diglikes “littte men” this
delineates that Frank is obvious!y not one of Joe's favorites. Emotionally, Frank tends
to be discontented (whether it is with his marriage or society is uncertain) but he is
always willing to be a good neighbor. His neighborliness usuatly lands him in some
uncomfortable situations though, such as the fucky day research he is performing for
Kate, much to Joe and Chrig's dismay.

He usually seems to have a mission in life. VWhether it is to research the stars,
borrow a ladder from Joe, drink a malted, be with his family or tease his wife, Lydia,
Frank does it with zest. This may have stemmed from his war era luck as he
consistently missed the draft by a year, “When they were calling boys twenty-saven
Frank was just twenty-eight, when they made it twenty-eight he was just twenty-nine”
(AMS 2.51). For this narrow escape from the war, Frank took up astrology as a way of
exploning the stars, numbers and factors that related to his luck. He also appears as the
superstitious astrologer, who places a pencil behind his left ear but never uses it
{Nukusuk), and carries star charts with him,
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Polar Attitudes: Frank's initial polar attitude reveals his faith and his aggressive
belief in the stars and superstitions, such as astrology rather than a god. When he
states, "The trouble with you is, you don'’t believe in anything” (AMS 1.8), Frank is
asserting that people (especially Jim Bayliss) have lost their faith in mankind, humanity,
hope and fate. His overwhelming belief in the stars is clouded by the faithiess humanity
around him. As time progresses, Frank divulges a faith equivalent to Kate's as he
asserts, “is it junk to feel that there’s a greater power than ourseives” (2.58). Frank’s
statement was an unusuat comment for the era as it was not a given sentiment of al! of
the 1840’s people.

Desire: Wants to gain others’ faith in astrology and numerology thereby gaining
self confidence.

Will: Frank is determined to prove his concept of lucky day, not only to assist
Kate, but to prove to the non-believers that astrology works. Throughout the play, Frank
brings astrology into the conversation. His determination to convince people is only
equal to hig desire to be a good neighbor and friend.

Morai Stance: Frank has questionable morals for the time period. Kate's
passage states how he avoided the draft merely due to the draft age changes, “When
they were calling boys twenty-seven Frank was just twenty-eight, when they made it
twenty-eight he was just twenty-nine” (AMS 2.51) leaves questions as to his moral
integrity. Had Frank dodged the draft? Did Frank not register his social security
number, which he may never have gotten? Had Frank just not signed up for the draft at
all? Frank is as illusive as his astrology and just as much a mystery.

Summary Adjectives: heipful, friendly; investigative, sincere, loving

Lydia Lubey

Decorum: Lydia Lubey, Frank’s wife, appears as the typical American

housewife, who sews her own ciothing, raises her own children and keeps the house

perfect for her husband. Active as a housewife, and mother to three children, Lydia has
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not lost touch with her childish side. She still giggles and loves life (to which some
critics claim she is concealing an unhappy marriage behind the facade). Miller
describas her as “a robust, laughing girl of twenty-seven™ (AMS 1.9). Lydiais a
contemporary to Ann, and Larry, who attended school together. She loved George, but
George recalls that Lydia “laughed too much” (1.50). Kate, however, asserts that she is
a genius (based upon the hat she ‘rearranged’) and implies that she is a good cook--
“thie one can feed you® (1.50). However, the script itself shows that Lydia is not
mechanically inclined as she can not figure out how to make the toaster work, “if you
want the toastar to work don't plug in the malted mixer™ {(1.10). But she does know haw
to have children, “it was ones, two, three” (2.51).

Polar Attitudes:. Lydia, being a minor character, does not show the usual polar
attitudes of the major characters.

Desire. To live a happy life and derive as much happiness from her family as
she possibly can--the predecessor to Donna Reed.

Will: Will live her daily life with little to no commotion. When the worst happens,
she calls upon Frank to solve the problem or resolve the issue. Mostly, Lydia is
determined to be a good wife, homemaker and mother.

Moral Stance: Lydia chooses to stand back and let the world operate around
her. There is little that she can do to disrupt the social or moral order. Like Frank, she
believes in the Kellers as a upstanding portion of the community and will assist the
family in every little way she is able

Surmmary Adjectives: flighty, sincere, homemaker, matherly

Bert

Decorum: Bert is an eight year old neighborhood boy, who loves and respects
Joe Keller. Representative of the people Joe has morally hoodwinked, Bert plays
policeman for Joe and scouts the neighborhood, in return for one day seeing the ‘fail’ in

the basement. Bert is lovable and playful. He especially enjoys Joe Keller's
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companionship, as he treats him like a father figura. Oddly, there is no mention of a
family for Bert, especially in this family oriented work. Some recent productions,
however, portray Bert as one of the Bayliss' children. This emphasizes the dynamics of
the script by intensifying the jealousy from the Bayliss family as Bert prefers Joe's
company to his own parents. However, the unknown familial relationship for Bert adds
that sense of neuirality and makes him appear as the typical American boy filled with
dreams and visions of being a policerman, or fireman or football player. Joe provides
this catalyst to dream.

Polar Attitudes: Bert, being an incidental character, does not possess the typical
poiar attitudes of the principle characters.

Desire: To finally view the jail in the Keller's basement and keep the
heighborhood safe from danger.

Will: Bart is a strong-willed young man who wil! stick to an idea (even though
established as a game) to the end, but is easily scared off when a figure of respect
(Kata) runs him away from the home, and the game.

Moral Stance: Bert is innocence corrupted by Joe Keller's lies of the jail in the
basement, his own innocence, and the game they play.

Summary Adjectives: Naive, innocent, deceived

Ideas of the Play

in the publication Understanding Arthur Miller, Griffin commments upon Miller's
statement of ideas of theatre:

Idea is very important to me as a dramatist,” says Miller, noting that
playwrights need not have invented new or original ideas, but rather,
“they have enunciated not-yet-popular ideas which are already in the air,
for which there has already been a preparation . . . Which is to say that
once an idea is ‘in the air’ it is no longer an idea but a feeling, a

sensation, an emotion, end with these the drama can deal. (Griffin 13)
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These ideas articulate the central idea of the play which revolves around Joe Keller's
belief that the end justifies the means. Throughout the play, an action which Kelier took
several year prior still haunts him. Seeking to place the responsibility for this action on
someone else (as he does the entira play) Joe blames the poor action on governmental
prassure to provide aircraft engines. As he claims that “I'm in businass, a man is in
business; a hundred and twenty cracked, you're out of business; you got a process, the
process don't work you're out of business; you know how to operate, your stuff is not
good; they close you up, they tear up your contracts™ (AMS 2.58). Due to the fauity
manufacturing of the aircraft engines, twenty-one pilots lost their lives in airplane
crashes. In an effort to keep his business alive and his family together he places the
blame on his pariner, Steve Deever. Only when Keller eventually sees that his faulty
parts may have been the cause of the death of his son, Larry, does he realize that the
end does not justify the means.

As the play opens, the entire family is a portion of an enormous lie that Joe has
created. Nearly everyone in the play leads a superficial life, surrounded by superficial
friends and establishes facades that maintain the complacent attitude of the town.
Apparently, the few people who live in the neighborhood want to ‘rock the boat’ and
cause turmail, because Joe Keller's business apparently kept this community alive
during the depression through the end of World War l1. Only relative new-comers to the
community (such as Sue Bayliss and George Deever) who know the truth are willing to
expose the truth behind the lie. In fact, the Kellers have established the image of
“holy-family” in the neighborhaod which further solidifies the lie Joe and Kate are living.

Each of the characters possess his/her own lie; “In AJl My Sons, Miller shows
how the impulse to betray and to deny responsibility for others, when left ungoverned,
can run rampant and wreak havoc on the individual, his family, and his society -- even,
perhaps civilization as a whole” (Centola 59). Joe Keller is no exception as lies to

himseif and his family and friends about who was responsible for the deaths of
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twenty-one pilots and hig son. Kate lives her lie as Joe's accomplice in literal murder,
which forces her to hold on to the only hope she has, that “God would not allow a father
to kill his own son” and that Larry will return. Chris lies to himself about his love for
Ann, and is forced into denying that iove and refusing to tell his mother for fear of what
it may do to her in “her state.” Ann and George have been forced to believe their father
was the guilty party in murdering twenty-one pilots; therefore their lie invoives the loss
of respect and trust for their father whom Ann has not written or spoken to in three
years.

To a greater extent the neighbors (Bayliss family and Lubey family) not only
bought into the lies that the Keller's have established, but have begun lying to
themselves as well. Jim Bayliss for example believes that he sacrificed a promising
future in research for simply becoming a local family doctor. Jim knows he is

lost ‘in the usual darkness.’ If he no longer has the illusory image of
Chris's perfection to drive and inspire him, he will find it impossible ‘to
remember the kind of man [he] wanted to be.’ Therefore, his denial has
the same ironic impact as the seif-deception and mendacity of the Keller
family” (Centola 58).
His wife, Sue, feels that Chris’ phony idealism is rubbing off on Jim and making him
miserable, when in fact it is she that is making him miserable, “because as soon as &
woman supports a man he owes her something. You can never owe somebody without
resenting them™(AMS 2.37). Frank and Lydia Lubey's only fauit resides in the fact that
they both believe in the Keller family. Even Bert believes in Joe Keller's lie about being
a policeman and the story of the jail in the basement. “I've got all the kids crazy’ (AMS
1.12)1

These lies exist today. in the wake of the Florida ballot recount fiasco, the

supreme court ruling on the election, and the scandals around the current

administration, Al My Sons is a timely statement. Even today people are struggling to
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maintain the values of integrity, honesty and responsibility to one another, as our
bankers, politicians, and lawyers succumb to greed and self-serving activities. The
Keller catastrophe can “occur anytime 8o long as people choose to embrace a
counterfeit innocence that conceals their impulse to betray and dominate others”
(Centola 58). Therefore, Miller produced a timeless work, even though many critics
believe it is dated and beyond its usefulness. But, as iong as man struggles with
personal moral decisions, someone, somewhere must take the responsibility for the
actions. Some sacrifice must be made. Someone must take the fall. Generation after
generation this will continue.

Themes

Four themes represent the trademark of nearly all of Miller’s plays and especially
true in All My Sons

- Man’s inability to compromise
» Father vs. Son the traditional American theme
» Man'’s responsibility to his fellow man

" Lies and deceit
. Survivor Guilt
Adequately supporting these themes, Christopher Bigsby in The Cambridge

Companion to Arthur Miller observes that this pley invalves the premise that society is

ungble to achieve the ability to connect with others and connect with the world itseif.

This play is about;
betrayal, about fathers and sons, about America, about self-deceit, about
self-righteousness, about egotism presented as idealism, about a fear of
mortality, about guilt, about domestic life as evasion, about the space
between appearance and reality, about the suspect nature of language,
about denial, about repression, about a kid of despair finessed into hope,

about money, about an existence resistant to our needs, about a wish for
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innocence when, as Miller was later to say in his autobiography,
innocence kill, about a need for completion, about the gulf between the
time we live in and the people we wish to believe ourseives o be, about
the fragility of what we take to be reality, about time as enemy and time as
moral force and so on. . . . (Bigsby 51)

Conflicts

Throughout Arthur Miller's plays, he actively engages his characters in crises
that shape their actions and beliefs. Using Erik Erickson’s “Young Man Luther”, to
emphasize these life-shsping conflicts, the characters within Al My Song the three
crises situations that shape livea: The crisia of identity, the crisis of generativity, and
the crisis of integrity (Steinberg 85).

The crisis of |dentity forces Joe Keller to really take a look at his true person. He
struggles to decide whether he remains a businessman, a father or a liar. When ali of
his possibilities are exhausted-Chnis shrugs off the business Joe created for him and
turns his back on his own father, and George Deever reveals the deception that has
destroyed his family and burdens the Keller family — Joe takes his only possible
escape and justification for his pitiful life.

The crisis of generativity becomes a difficult struggle for Joe throughout the
production. Kate supports her husband, but challenges his beliefs and actions.
Whether those chailenges occur from a misinterpreted garbage moment, or the slip of
the tongue that betrays the Keller family secret, Joe is attempting to maintain his
traditional father/husband role in the family. He even states, “| wear the pants in the
family, and she beats me with the belt” (AMS 2.53) which shows he is losing the control
that he once had. His role is in jeopardy.

Finally, the crisis of integrity troubles Joe Keller throughout the script. He is a
man who represents a hard-working individual who worked his way from the bottom.
Keiler states, “You lay forty years into a business and they knock you out in five
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minutes, what could | do, let them take forty years, let them take my life away” (AMS
2.58). Keller's business was what he worked for and that profit making business
representad all the years of his tabor. A labor of iove that Chris simply destroys when
he argues, “For me! . . . What the hell do you think | was thinking of, the Goddamn
business? . . . What the hell do you mean, you did it for me” (2.59)7?

Robert Corrigan in his introduction to the achievements of Arthur Miller,
adequately describes the traditional Miller protagonist as one who plays many roles
and struggles with more conflicts than one would care to imagine. He claims that the
Milier's protagonists are a breed of their own.

{n every instance he [protagonist] is unimaginative, inarticulate (as with
Buchner's Woyzeck the word that would save him seem always to be just
beyond his grasp), physically nondescript, if not downright unattractive.
His roles as husband, father are of paramount importance to him, and yet
he fails miserably in both. He wants to love and be loved, but in is
incapable of either{. . .] And he is haunted by aspirations toward joy in life
that his humdrum spirit is quite unable to realize. (Corrigan 4-5)
These conflicts engage our emotions and our sympathies for a character who otherwise
possesses quite negative characteristics that society shuns.
Metaphors

All My Sons is a metaphorical show entirely laden with statements that conjure
specific images to the audiences’ minds. This natural, realistic prose, explores the
univeraal unseen forces that exist behind mankind. Originally, All My Sons was entitled
The Sign of the Archer (the astrological title) due to Kate Keller's dominant position in
earlier versions or more accurataly, her astrological beliefs were more dominant than
Keller's views (Miller 20). Due to this earlier emphasis, All My Sons carries heavy
metaphorical images regarding the unseen and supernatural forces within the world.

The devastating, long lasting impacts of war on Amenican society are shown through
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the constant barrage of images of P-40 airplanes, a young soidier sacrificing his last
pair of dry socks, one hundred twenty cracked cylinder heads, twenty-one dead pilots
and one son who had not nor will return home. The yard itself is a mataphor for the
images of the war, popiar trees standing in guard and judgment of the war-crimes,
arbore that represent prison bars, and a simple yard that was once active with happy
families. The all-consuming powers of money, greed and big business burdened a
country in which war placed a price on every material item. Even the very nature of
society was presented as animalistic as a father was depicted as an animal that kilis his
own in a land of the dog-eat-dog capitalistic society. Finally, the letter that prompts a
final gunshot that could be heard across America, as the death brings rebirth -- an
ironic proaperity and responsibility to the fellow man.

Symbols

It is not known exactly how much regsearch Miller utilized for the symbolism
throughout the play All My Sons. However, beyond the obvious symbol of the fallen
apple tree, Miller implemented parellel symbolism from astrology, herbology and
numerology.

Initially the fallen apple tree (currently only three years old) that literally
represents the fallen son, Larry, metaphorically represents the forbidden fruit of the
garden of Eden. Since the previous night's storm, the tree (forbidden to be planted by
Kate) has been destroyed. The once innocent representation of a son lost in war
becomes the focal point of the entire play as the storm descends upon the little
cormmunity and sets the wheels of change in motion. Herbology represents this very
tree as the fruit of the gods. “When such a tree is broken, the god is showing his
displeasure with the people on earth” (Nukusuk). Therefore, his anger takes the form of
a storm which destroys the tribute to him. Similarly, within the first act, Kate mentions
“No mare roses. it's so funny . . . everything decides to happen at the same time” (AMS

1.17). Thess roses, according to herbology, are physical representations of the god's
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supervision over those who care for them. As the storm (an act of God) destroyed the
tree, it also destroyed the roses thereby removing the guidance as well. Miller states,
“let a storm come, even from God, and it leaves a choice with the man in the dark”
(Miller, Essays 22). A storm does arrive and the darkness descends over the Keller
home.

A symbolic element that is not destroyed or removed from the script is the
ever-present and ever-mentioned poplars. These poplars according to mythology and
herbology as weill, hold the spirits who are awaiting judgment from the god or gods.
While they shadow the neighborhood and are an ever-mentioned attribute of the setting
they stand in judgment of the Kelier family and society itself. As the script states
“closely planted poplars lend the yard a seciuded atmosphere” (AMS 1.5) yet, they
stand in judgment throughout the ehow. In addition, the poplars are referred to as
having gotten bigger, in a parallel symbolic manner, the guilt and judgment is also
gaining strength and power over the Keller's home.

Title Meaning

Throughout the play, All My Sons, a recurring statement emphasizes twenty-one
pilots had been kilied in plane crashes due to poorly manufactured engine heads from
Joe's plant. These young men (sometimes involuntarily through the draft) had
sacrificed their lives for their country. Lite did these young men realize that their lives
would be taken by one of their own men :

CHRIS. Then why didn't you tell them?
JOE. it was too late.

CHRIS. You even knew they wouldn't hold up in the air.
JOE. | didn't say that.

CHRIS. But you were going to wam them not to use them . . .
JOE. Butthat didn't mean. ..
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CHRIS. it means you knew they'd crash.

JOE. It don't mean that.

CHRIS. Then you thought they'd crash.

JOE. | was afraid maybe . . .

CHRIS. You were afraid maybe! God in heaven, what kind of a man are
you? Kids were hanging in the air by those heads. You knew that!
(AMS 2.59)

Keller, being a father to one of the pilots (Larry), realizes in the closing moments
of the play that indeed the boys who were in thé air were all his sons. Being considered
the holy family and having the tree bearing the forbidden fruit symbolically destroyed in
the back yard, brings the meaning of the play title to the forefront. Keller was indeed
their father (as Adam was the father of all mankind) and their salvation, but he failed to
save their lives due to his greed. This realization is the fate for Joe Keller as a previous
statement returns to haunt him, “I'm his father and he's my son, and if there's
something bigger than that I'li put a bullet through my head” (AMS 3.63)!

Playwright's Philosophy

in the “Family of Modern Drama” Miller states that great plays revolve around a

single philosophy:
How may a man make of an outside world a home? How and in what ways
must he struggle, what must he strive to change and overcome within
himself and outside himself if he is to find the safety, the surroundings of
love, the ease of soul, the sense of identity and honor which, evidently, all
men have connected in the memaries with the idea of farnily”
(Schleuter 53).
Miller's philosophy provides questions about the resilient nature of mankind. Mankind
epitomizes birds returning to roost. No matter how much trouble the bird livea through,

the bird will return. As Miller wrote All My Sons he kept this philosophy in mind as he
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explored “the way in which choices and behavior in the past impinge upon, shape, and
even give rise to unforeseen and inescapable consequences in the future. For Miller
discovered early on . . . the story of the play is always the story of the how the birds
come home to roost” (Centola 41). Miller builds this dramatic philosophy that appears in
Al My Sons and later appears throughout each of his works.

Previous Reviews

When Arthur Miller's second play opened on Wednesday, January 298, 1947 at
the Coronet Theatre under the direction of Elia Kazan, the reviews were mixed. With
head!ines that read “'All My Sons,’ intelligent and Thoughtfu! Drama, Superbly Played
at the Coronet.”, “All My Sons Not Very Convincing,” and A Lot Goes On but Little
Happens In Backyard Drama, All My Sons” one may have given second thoughts to
attending this production (Coffin 475-478).

The playwright, Arthur Miller, throughout the reviews drew ingratiating and
hostile comments about his writing style which may have harkened from his earlier
Broadway failure A Man Who Had All the Luck. New York Times critic, Brooks Atkinson
touted Miller as a “genuine new talent” and “a skillful technician.” William Hawkins of
the New York Worid Telegram stated that Miller was a playwright whe could power a
play “‘charged with things to say. No civilian, past or present, will find himse!f immune
from its comment” (Atkinson 475) Praise must likewise be balanced with criticism which
Howard Barnes of the New York Herald Tribune, provides as he states, “Miller has
brought more indignation than craftsmanship to his play.” Fellow critic, Louis
Kronenberger from the PM_Exclusive scathed Mitler's work as well with his comments
such as “uneven . . . a certain amount of bad writing” (Kronenberger 478).

Bad writing or not, the play has endured many years to revive in the 1980's.
Productions of All My Sons during the eighties received warm and coid criticism as it
did in 1947. Wayne Johnson of the Seattle Times states in his December 5, 1885,
review of the Seattle Repertory Theatrs's production that, “Miller's 1947 play is
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old-fashioned in style, that its dramaturgy plows the same ground several times, and
that it uses the old meledramatic device of revealing crucial information in a letter. But it
.. . lackles matter of life-and-death importance.” This play, labeled as a “postwar
war-horse” (Rich 1), uses melodramatic devices that have become a trade-mark
down-fall for this Miller play. As the play was revived for its fortieth anniversary, the
play received various greetings, “All My Sons now seems like an overloaded circuit,
throwing off electrical sparks, but is no ionger capable of projecting current” (Kissel 1).
All My Sons also is labeled by David Lida as a “diatribe against big business,
capitalism and compromise, with superficial characters and a few speeches piously
begging for humanism and brotherly love™ (Lida 1). Howard Kissel stresses that Miller's
intensity in a script about “moral responsibility is undone, because he [Milier] can't just
depict Joe Keller; he insists on indicting him” (Kissel 1).

Though the message remained the same, some melodramatic choices by the
director's hand and by actors upon the stage, heightens the meiodramatic tone. Actress
Joyce Ebert in the 1987 John Golden Theatre production, “offers each trait. .. as a
series of brash, superficial character-iady tumns. By the time Miss Ebert punctuates
Kate's revelation of a terrible secret by showily throwing a hand to her mouth, the
unexpectediy complex family porirait unearthed by the rest of the company has been
severely compromised, if not sabotaged” (Rich 1). Miller's character, Kate Keiler,
appears as the focus of the majority of the criticism primarily due to the central nature
of this character. Yet, David Lida emphasizes that the characters are only products of
the script as he states, “the cast behaves in an overwrought, hand-wringing, breast
beating style...” (Lida 1) Undue attention is brought once again to Joyce Ebert's
portrayal of Kate as “a Freudian nightmare of hysterically domineering mother, and
feaves us not a shred of sympathy for her character” {1). Even Richard Kiley who
portrays Joe Keller becomes “one-dimensional, and too educated for the bombastic,
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self-made Kellier” (1). Despite such caustic criticisms, All My Sons during its Broadway
revival eamed Best Revival Award for 1987 (Schieuter, Miller 155).

Overall, the primary criticism focuses on three items: the letter with crucial
information that appears late in the play, the hard-pressed message of war profiteering,
and the over-stated portrayai of characters. These areas challenge every director and
actor in this prize winning 1947 drama. As times change, the play does not. In 1997,
the American thealres witnessed the fiftieth anniversary revivais of the play. However,
the tone of criticisms toward the play drastically change, even though the play did not.
A parficular commentary that shows the tides of time have changed was written by Don
Shirley of the Los Angeles Times in September of 1887. He concludes after seeing two
productions of All My Sons that “this often-undefrated drama might be Miller at his
finest” (Shirley 1). Even the characters, Joe and Kate, receive accolades from this
reviewer, despite fumbling lines, intensely portrayed characters and the ‘contrived’
ending.

In summary, reviews since the play first openad on Broadway have given warm
and cold receptions to the playwright, and his style. The primary difficulty with the script
on the performance aspect is the over-playing of crucial characters, not to mention the
meiodramatic possibilities of the script. No matter what the situation, the main point of
many of the reviews focus on the powerful message that Arthur Miller sent to his
audiences during 1847 and in the present.

Playwright Background

Arthur Miller's self-prociamation about his own life is summed up in Willy
Loman's line from Death of a Salesman, “ ! still fee! kind of temporary about myself.”
As Arthur Miller iooks back upon his fame, he feeis as though the symbolic tiger
chasing its tail represents his life. Miller states in his autobiography Timebends, “
would be twenty before | leamed how to be fifteen, thirty before | knew what it meant to
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be twenty, and now at seventy-two | have to stop myself from thinking like a man of fifty
who has plenty of time ahead” (69).

Indeed, Arthur Milier has been regarded as one of the three major playwrights of
the twentieth century along side Tennessee Williams and Eugene O'Neill. Attributed
with such titles as “disciple of lbsen", “penetrating critic of American society”, and
“theatrical innovator™ (Carson 1), Miller persistently produced plays that approach the
timeless American theme of father and son, materialism and greed. Miller has left an
indelible mark on American theatre history with his canon of works that not only reflect
American life, but his own life as well.

Arthur Asher Miller was born on October 17, 1915, to Isadore and Augusta
Miller. He lived the first thirteen years of his life at East 112 street in New York City with
his younger sister, Joan, and his older brother, Kermit. isadore, his father, immigrated
from Austria when he was younger and established his own business, despite his
illiteracy, as a manufacturer of ladies’ coats which became a lucrative business.
Augusta, his American born mother, taught public school prior to her mamage to
Isadore.

Miller spent the first thirteen years of his life living innocently and spent little of
this time applying himself at school. Miller did littie to establish himself as a student at
Abraham Lincoln High School in which he “was undistinguished in all but football”
(Griffin 1). Out of respect for his father, young Miller disallowed his own education, for if
he acquired an education and became literate he would compete with his father and
possibly “surpass him” (Miller, Timebends 18). Therefore, he suffered academically,
and became more interested in playing football than reading a book. He lived a
relatively happy iife of a thirteen year oid boy.

Miller, however, lived through a tima that would drastically change his life and
become the most formative crisis that effected his life and works -- the Great
Depression. in 1928, due to the ailing nature of the Isadore’s coat business and the
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looming depression, Miller's family moved from their financially established home of
thirteen years to a poorer section in the city -- the Midwood section of Brooklyn, This
initial shock and disappointment brought on by the move grew into great disillusionment
as the stock market crashed the following year. Isadore’s business was destroyed and
the family never recovered from the financial devastation. The security and the
decadence of the twenties gave way to insecurity and financial degeneration as the
Miller family and the entire United States lived through the collapse of the illusion of the
American Dream. Miller, not being a book reader, used the Depression as his book. He
watched, lived and leamed that everything that “had been said and done up to 1929
turned out to be a fake” (Martin 177). He also bslieved like many Americans of the time
“that somebody was in charge” (176). Unfortunately America was destined to fall. Miller
applied these realitias and truths to his works, and they became the foundation for
much of his dramatic structure.

Despite his poor academic record, punctuated by failing algebra three times,
Miller graduated in 1932 from Abraham Lincoln High School. He applied for acceptance
into Cornell University and Michigan University - he was denied. Miiler's persistence,
however, drove him to apply a second time to Michigan, oddly enough he was granted
admission, but he had to provide four letters of recommendation from his high school
teachers. He abandoned this attempt out of fear of what the teachers would say and he
sought work.

From the next two years of working various jobs, Miller gained critical life
experiences--appreciation of hard work, and a immense working knowledge of
nonintellectual characters who comprise the majority of society. His odd jobs of working
with saleamen, waiters and factory workers for example clarified his belief that "you
could not tell about a man without telling about the world he was living in . . . what he
was like not only at home . . . but on the job” (Martin 1978). These people possessed a
knowiledge, and an understanding of their world. They provided him not only with
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working material for his plays, but also with a means to convey his messages {o
society.

Messages also came to him many fold, as Miller gained a powerful appreciation
of world literature. Upon picking up the Brother's Karamozoy admittedly with some fear
and uncertainty, he began to read that book. This book prompted Miller's belief that he
was indeed bom to become a writer. Many years later, Miller admitted that this book
showed him a “hidden order in the world” and that man lives only to discover this order,
and that “man will only find peace when he learns to live humanly, in conformity to the
laws which decree his human nature” (Martin 180). As a result, Miller began reading
more in an effort to seek out that hidden order to life. Finally, he gained enough
determination that he began saving a substantial portion (thirteen doltars) of his
minimal fifteen dollar salary to apply toward tuition at the University of Michigan and
toward a future career of becoming a writer {Carson 5).

After several attempts at night school which resulted in a falling asleep in class,
Miller's dream came into fruition in 1934. Requesting a special consideration for
admittance to University of Michigan, he acquired a conditional admission. This light of
success was darkened only by the fear of admitting to his parents his desire of
becoming a writer. So in an effort to acquire the immediate success he needed and to
apply his taient, he enrolied in the School of Journalism and became the night editor for
the school newspaper. This position not only allowed him to expand his writing, and his
yournalistic style, but also involved him in social causes. The Spanish Civil War, the
Manrxist and Sacialist ideals of the time captured his interest. He began to believe that
he could make a difference in the world. His desires and convictions began to
pemmeate his works and have ever since (Carson 5-8).

During his career at the University of Michigan, Miller began to gravitate toward
the English Department. He did not move this way because of his intense interest in
writing and reading; he moved toward this department because of the allure of
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money--prize money. Aithough he had never written a play before, and had only been
in the theatre as an audience member onca before, he decided to submit a play of his
own to win the Avery Hopgood playwriting contest. Within five days, he had completed
his contast entry No Vilfain and won first prize of two hundred fifty dollars (Miller,
Timebends 91). Miller admits that this was the first of many prizes and plays. He also
admits that he had written only “four or five” full-length plays by 1840, had won two
Averywood Awards at Michigan, and had attracted the interest of few producers and
some actors in New York® (91). He had gained his dream. He had become a writer.

This success prompted Miller to transfer from Journalism to English where he
was allowed to focus all his energies on playwriting. He recalls that Kenneth Rowe, his
play writing instructor, “"welcomed me to his class. He became for me a critical judge
and confidant. Aside from his friendship, which meant much to me, his chief
contribution to my development was his interest in the dynamics of play construction”
(Miller, Timebends 226-7). Using Miller's tendency to write plays with his family
members as models, Rowe ingrained in him the commitment to sincerity and reality
through the eyes of his characters, rather than his own eyes. This enlightenment
further developed as he became engrossed in the works of Ibsen (who became his
model), Dostoevsky and even the Greeks. Their intriguing plot structures and dynamics
thoroughly convinced Miller that indeed man's fate is within his own humanity.

After Miller graduated from the University of Michigan with a Bachelor of Arts
Degree in English Language and Literature in 1938, he sought ways of supporting
himself and continuing to write (Hogan 8). Attending various theatre productions of
Clifford Odet’s works and his contemporaries, Mitler dreamed of having the stage time
and profits that came with a successful production. He pursued this dream and became
a member of the Federal Theatre Project, an agency designed to provide work for
actors, writers, and technicians. He received a minimal salary of twenty-two doliars and

seventy-seven cents a week for only six months until congress out of their fear of
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Communistic influences in the agency suspended its funding and thereby terminated
Miller's job.

The next few years of Miller's life were productive. He spent several years
working in a Navy Yard as he continued to write. In 1940 he marned Mary Grace
Slattery (his college sweethsart with whom he later had two children Robert and Jane),
the daughter of an Chio insurance salesman (Griffin 21). This exposura to Mary's
Midwestem lifestyle appeared in All My Sons. He and his wife moved to Brooklyn
where Miller continued to write his “stage plays even while supporting himself and his
family by working at odd jobs and successfully writing radio plays for Columbia
Workshop (CBS) and Cavalcade of America (NBC)between the years of 1938 and
1943” (Centola 48). During this time, Miller honed his skill to "pound out a completed
half-hour script in eight hours” of which very few ever became published works as their
“intrinsic merit is not enormous™ but they showed vitality that had been lost to the vast
wasteland of the radio in the forties (Hogan 8).

These opportunities, however, gave exposure to Miller's writing talents, and
opened a few doors, even though the door to military service had been ¢losed for him
due to a knee injury sustained duning high school football. However, this missed
opportunity gave way to another opportunity in 1843 as “Herman Shumlin
recommended me to Lester Cowan, a Hollywood Producer logking for a young writer to
make a screenplay of Here ls Your War, a collection of columns by America's best
loved war reporter, Ernie Pyle of the United Press” (Miller, Timehends 2786). Miller
accepted this position for seven hundred and fifty dollars per week, and began his own
‘tour of duty' (277). While touring army camps, and hospitals, he collected interviews
and materials for his project. The end result was a 1944 publication entitied Sityation
Normal, a journal of this tour. This book provides the depth of commitment and feeling
the soldiers felt for each other and their cause. As Miller states in Situation Normal, i
tried to see a higher purpose operating among these men . . . Though unable to define
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it in words, they shared a conviction that somehow decency was at stake in this
grandest slaughter in history™ (Griffin 3). This sense of conviction and responsibility
which echoed throughout the United States during the war resounded clearly in
Situation Nermal and throughout the remainder of Miller's works, Miller found his
purpose in life and intended to progress.

1944 not only marked the publication of Situation Normal, but also the debut of
his ptay, The Man Who Had All the Luck — the beginning of the first act of Miller's
professional career as a playwright. If this was the beginning of a pramising caceer, it
started off badly on November 23, 1944. The Man Who Had All the Luck ran only “four
sad performances and disappeared” (Miiler, Timebends 886).

One year later, Miller published his first novel, Eocus, a book deaiing with the
topic of Anti-Semitism. Miller received good reviews for his novel writing, but he still
pushed forward with his play writing. Even though the run of The Man Who Had All the
Luck stood out as a stage failure, it won him the Theatre Guild Award, and attracted
producers such as Harold Clurman. Remembering the words of his play writing teacher,
Miller analyzed The Man YWho Had All the Luck and its possible reasons for failure. He
then became determined to write a new play. if that play failed, he would give up
theatre forever--hence the groundwork for Ail My Sons had been set.

Mifler came upon the story line quite accidentally in a conversation with his
maother-inJaw. She spoke to him about a story that involved a young girl in central Ohio
who reported her father to the F B! for supplying faulity aircraft parts to the Amy. This
idea sparked Miller's ideas. He began his two year process of writing the play All My
Sans leading “a nearly isolated life, still tuming out the occasional radio play to pay the
bills and working everyday on All My Sons until it seemed as tight as a drum” (Miller,
Timebends, 191) Using his life experiences in the Midwest and his research that he
collected for his project Situation Mommal, he developed the story of Joe Keller, and
Miller's personal commentary of war profiteering.
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The play proved successful. it opened on January 27, 1947 under the production
team Harold Clurman (producer), Elia Kazan {director), and Waiter Fried (business
manager). Running a successful three hundred twenty-eight performances, eaming
the Critics’ Circle Award, and {ater becoming adapted for film, All My Song brought
Broadway and writing success to Arthur Miller. This wouid not be his last play.

After the Broadway success of All My Sons, Miller was “unprepared for instant
success and unaccustomed to unsought attention” (Griffin 4) so he relocated his family
to Brooklyn, and bought a farm in Roxbury, Connecticut. Miller took refuge in a factory
job working for forty cents and hour assembling wood dividers . . .* (4). Over a year
after that success Miller set out to write another play, one that had been with him his
entire lifa. Secluding himseif in a cabin studio that he had built on his farm, Miller spent
six weeks creating Death of A Salesman. Miller faded away from the realism of his
previous works and used expressionistic devises, and flashbacks to unify the past and
present into one single action. Little did Miller realize that he had a prominent success
resting on his work bench.

February 10, 1949, the opening of a 742 performance run of Death of A
Salasmapn, changed Miller's life. Arthur Miller, no stranger to winning prizes, once again
won the New York Critics Circle Award, in addition to the Antoinette Perry Award, and
the Pulitzer Prize. He reached the ranks of one of America’s most prized dramatists—a
rank he greeted with enthusiasm and wariness. Fame brought him acclaim, but he
longed for a sense of anonymity that he would never regain.

The events of the upcoming decade for Arthur Miller would indeed bring him to
the greatest aftention he had received in the Amencans’ eyes. With the subject matter
and content of All My Sons, and Death of a Salesman under scrutiny, Miiler was
suspected of being a communist duning the height of McCarthyism. Miller best stated in
his preface to The Crucible, “If receptions of All My Sons and Death of a Salesman
had made the world a friendly place for me, events of the eariy fifties turned that
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warmth into ilfusion” (Huftul, 1965). Miller experienced several chilling events during
this decade: he had his passport revoked when attempting to aftend the Brussels
premiere of The Cruycible; he lost a contract for a film script about juvenile delinquency
in 1955; in 1957 he was subpoenaed to testify before the House Un-American Activities
Committee (HUAC); convicted of contempt of Congress {repealed in 1958); his
marriage ended in divorce on June 11, 1956 (rumored to be brought about by his affair
with Marilyn Monroe to whom he was married on June 28, 1956).

Contrarily, Miller witnessed some positive aspects within the decade with the
success of his adaptation of Ibsen's An Enemy of People, and the success of The
Crucible. Both plays of course found their catalyst within the ongoing investigations of
the HUAC. His search for truth came out as he gquestioned what possible force could
have led people to “give up their lives rather than say what they thought was false”
(Carson 1982). An Enemy of the People opened this door, but The Crucible shattered
the aura and fears surrounding the McCarthy Scara and the ensuing ‘witchhunts’.

The Crucible opened on January 22, 1953, to a mixed reception. Those who
believed in the McCarthy proceedings saw nothing but Miller attacking his accusers
though a metaphorical vehicle. Those who opposed the McCarthy proceedings saw
beyond the superficial level and below the surface. Despite its mixed reviews, Miller
once again eamed two awards for theatre excellence — the Antoinette Perry and
Donaldeon Awards. Due to mixed reviews The Crucible ran for 187 performances, a
decent showing, but not nearly as successful as Death of A Salesman.

Needless to say, the chaos that dominated the fifties did not siow Miller’s writing.
On September 15, 19535, Miller presented A Memory of Two Mondays, and A View
From the Bridge in a double bill program. These one acts received poor reviews, but
continued a discouraging 149 show run. Fortunately for Miller, his revision of A View
from the Bridge ran for 220 performances in London.
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Granted Miller's vision continued to reach forward. By 1956 Miller was well-know
for his “crusading spirit and his fearless defenses of freedom of expression” (Griffin 7).
He published his coltection of major plays that began with All My Sons. Most critics
agreed that this particular collection marks the end of Miller's first theatrical period, and
his introduction to the book is regarded as a significant addition to American theatrical
literature as well.

Eight years passed before Arthur Miller came into the footlights with another
production. This eight years of silence coincidentally occurred during his turbulent eight
year marriage to Marilyn Monroe. A marmiage that many deemed as a new beginning for
both Miller and Monroe ended dismally and nearly destroyed Miller as a person and
playwright. Miller himself explained why he “went dark™ for a brief period in his life.

For myself, | can't write anything if | am sufficiently unhappy. A lot of
writers write best when they are most miserable. | suppose my sense of
form comes from a positive need to organize life and not from a desire to
demonstrate the inevitability of defeat and death. | f | feel miserable
enough, | can't work. A lot of writers, | am aware, then are spurred on to
express their disillusion. All | know about that really comes down to
this--that we are doomed to live, and | suppose one had better make the
best of it. { Miller, Essays 208)
As he experienced the darkness is his life he experienced and awakening. He began
questioning all that he believed just as he did previocusly during the Depression. A
miscarriage, and Monroe’s emotional problems weighed heavily on him. So, as a gift to
her, and a measure of maintaining his own passion of play writing, he wrote the
screenplay The Misfits. This product had the opposite effect of what he had
intended—their marriage ended in divorce in January 1961. Yet, as if to worsen his
already troublesome year, his mother died in March. He once again became a victim of

self-doubt and emotional drain.
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Milier broke his eight year retreat from the stage with the production of After the

Eail (based roughly on Albert Camus’ The Fall) produced by the Repertory Theatre of
Lincoin Center. Once again a play, which drew heavily on his life experiences,
especially those trying times with Marilyn Monroe, received caustic criticism as weil as
warm responsas. But this caustic criticism provided a further catalyst for Miller as he
explains;

this play is not ‘about’ something; hopefully, it is something. And primarily

it is a way of looking at man and human nature as the only source of the

violence which has come closer and closer to destroying the race. . . It

should be clear now that no people or political system has a monopoly on

violence . . . one common denominator is all violent act is the human

being. (Miller, Essays 255)
With this view in mind, Miller once again received a contract to write a play for the
Lincoln Center--The incident of Vichy. Twelve months later in December of 19684, this
play which varied from his usual theme exploration (familial problems or father-son
challenges) centered on the Worid War || holocaust and a Genman aristocrat’s attempt
to assist a Jew's escape. Yet again, warm and cold responses resulted from the work.

By this time, Miller returns to the familiar as he explores the familial relations in

The Price that gained its first production in 1968. Running for four hundred
twenty-eight consecutive performances prior to moving to London for ancther year of
production, The Price became Miller's best financial success since the production of
Death of a Salesman. However, this commercial success was followed by a
commercial failure. Miller's play, The Creation of the World and Other Business (his
first comedy) was produced in November of 1972, although it had been written during
the sixties. This tongue in cheek exploration of the story of Adam and Eve closed after
only 20 parformances. This poorly greeted work later became the musical Up From
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Paradise, used as a workshop performance at the University of Michigan. This ended
Miiler's aecond period of writing.

As Miller entered the third pariod of his writing, he was elected as the
International President of PEN (an association of Poets, Essayists and Novelists), and
experimented with a wider variety of dramatic structures, and also returned to his
non-theatrical style periodically. He produced his major dramatic work entitied The
Archbishop's Ceiling which told of effects of political power on the state of human
nature. This production ran for four weeks at the Kennedy Center and received icy cold
reviews, He foflowed this fauity production with the one-act play entitled EFame for the
New York Theatre Workshop in 1870, which he then followed with The Reason Why.

As the 1980's arrived, Miller again wrote for television, and produced many
one-acts for limited runs. Playing for Time (his only major success in this iast writing
period) appeared in 1980 as a screenplay centering on World War 1. Later that year,
Miller wrote The American Clock about the Great Depression of America and the
possibility that America just may have a “clock running on it” that counts down to the
end (Miller 588). Two one acts, Elegy for a Lady and Some Kind of Love Story
appeared as a double bill in 1983 under the title 7Two-Way Mirror. Again in 1987 two
more one acts entitled, | Cant Remember Anything and Clara under the play entitied,
Danger: Memory! Also in that year, Miller published his autobiography Jimehends: A
Life. Finally in 1989, Miller completed and released his screenplay Everybody Wins
which was panned as a fading writer's attempt to reconcile with his ability to produce
quality work.

Arthur Miller never allowed negative criticism to deter his efforts to write powerful
works. He continued to send equally powerful messages that gained strength
throughout the 1990’s. A fading writer he would not aliow himself to become. Miller

produced the one-act The Last Yankee and The Ride Down Mount Morgan that
debuted in London in 1992, Two years later on March 9, 1994, Broken Glass, a play
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that focused on Krystallnacht (the night of broken glass) debuted at the Long Wharf
Theatre in New York, later to open on Broadway in May 1994. In 1895, Miller reached
his eightieth birthday, received tributes for his fifetime achievements and work, and
adapted and revised The Crucible for the big screen. He has not yet finished his work.
in 1997, his revision of The Ride Down Mount Morgan received its American debut in
Williamstown, Massachusetts; his screen adaptation of The Crucible met with hot and
cold reviews; and Broken Glass debuted as a PBS production. Finally in 1998, The
Ride Down Mount Morgan, after revisions, appeared on Broadway, only to be followed
the next year with the fiftieth anniversary reviva! of Death of Salesman.

Arthur Miller, who once was no stranger to awards, again became familiar with
eaming awards for his work. Miller received the Mellon Bank Award for lifetime
achievement in the Humanities in 1991, received the William inge Festival Award for
distinguished achievement in American theatre in 1995, was named as the
Distinguished Inaugural Senior Fellow of the American Academy in Berlin, and received
the 1998 Pell Award. Miller, now 85 years old, “is still remarkable for the acuity and
scope of moral vision. Miller's voice, remains as strong and unrelenting as a prophet's”
(Broken Glass leaf).

Author's Canon

In a media where people burn out fast, Miller still stands strong as a
representative playwright of the twentieth century. Miller's canon of works as shown
throughout his life varies from dramatic forms, to essays, and to novels which all began
when he won a single contest for best play during his college career. From that first
play, Miller has produced successes and dismal failures, but nothing has stopped him
from writing powerful plays with intense themes and conflicts.

Miller, throughout his canon of works, deliberately emphasized numerous
themes that reverberated throughout American play writing of the twentieth century. In

order to explore his canon or works, one must return to his earlier works which
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appeared when he wrote as a junior and senior at the University of Michigan. Prior to
Miller's graduation, he wrote Honors at Dawn his junior year for which he won the Avery
Hopgood first place prize. However, his senior year, the play The Great Disobedience
was critiqued as “turgid” {Miller, Timebends 93) and didn't win. His focus on his own
political ideals, familial relations, and social, moral and human integrity showed
through his early works. The tone for Miller's canon was set as these ideals leaped
from his earliest works and became crucial elements in his works to foliow.

Al My Sons, Miller's second attempt at a full length production, and his eighth or
ninth play that he had written up to the mid-forties (Miller, Introduction 13), echoes
themes depicted in his earlier work, The Man Who Had All the Luck. It also
foreshadows a similar theme in his later work, Death of a Salesman. In all three plays
the protagonist’s self-denial and denial of one's own responsibility in the scheme of life
causes the self-destruction of the protagonist. These denials are brought to full-scale
actualization in Death of A Salesman (Martin 126).

These same themes, especially man's responsibility to mankind, evolved as
Mitler continued to grow as a playwright. Two subsequent works-- his adaptation of
Ibsen’s Enemy of the Peaple and his own work The Crucible, fully played the theme of
responsibility which had its infancy in All My Sons. Despite his own personal turmoil
during this time, Miller epitomized in his own life, and his sense of responsibility to
others. Therefore, through the character of John Proctor, Miller created a character
who reached for a state of greater understanding and moved closer to the true tragic
hero. These works, especially The Crucibie. have gained Miller great respect as a
playwright, as The Crucible has become his most frequently produced play.

Memory of Two Mondays (1955) and A View from the Bridge (1956) brought
Miller's thematic style into clearer view. Highly autobiographical in nature, Memory of
Two Mondays, was Miller's attempt to “touch again at a reality | could understand,
unlike the booming inane America of the present” (Milter, Timebends 327). Miller
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created another hero who defined the value of hope--something that Miller thrived upon
in order to survive. Likewise, A View From the Bridge, based roughly on a story he
heard from a fellow dock worker, glows with familiarities to Miller's own struggle with his
passion toward Marilyn Monroe. Like his unfocused and unrequited love for his
mistress, the play lacked focus and “J could blame no one but myself . . . Deeply
involved with Marilyn, | was altemnately soaring and anxious that I might be slipping into
a new life not my own. My will seemed to have evaporated . . . “(Milier, Timebends
354). It was not until his love affair come to fruition in 1958 that the play became
focused. The 1956 revision of A View from the Bridge for a London production proved
a greater success than he had imagined, but he “has yet to meet the artist who has not
on accasion believed that his critics have plotted against him® (355-6).

in each of these aforementioned plays, Miller attempts a similar thematic style as
he characterizes protagonists that due to their loss of self-identity and purpose, seek
somea method to return to the moral balance they once had. However, due to the
immorality of their choices they face hardships that cause their ultimate downfali—
death. All of Miller's protagonists from The Man Who Had All the Luck through to his
London revision of A View from the Bridge were ill-fated average individuals who
suffered a tragic death.

Miller's next works show a trend away from ill-fated average men who tragically
end their lives. His protagonists conversely maintain the quest for morat integrity in
their character. Even though the works move from tragedy, they still maintain a clearly
autobiographical trend. After the Fall, which brought Miller out of his eight year silence,
explored the “public and private acts of betrayal by drawing connections between the
central character's (Quentin) seif-assessment” and the atrocities of Holocaust. Critics
panned this play as too autobiographical as it paralleled Miller's rocky relationship with
the American icon, Marilyn Monroe. While its companion piece Incident at Vichy
illustrated Anti-Semitic ideas that fuetled the Holocaust. Once again private and public
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acts of deceit and betrayal emanate from the production as the central character risks
all to save a few. That moral integrity, though challenged, stands strong.

Even as Miller continued to write through the 1960’s and on into the 1990's, he
never [ost sight of morality as he continued to leave his protagonists morally naked in
front of his audiences. The Price {1968) leaves two individuais, one a poorly paid
policeman and the other a successful surgeon, resenting each other for their
achievements. Milier ieaves the audiences with a wise furmiture dealer laughing at the
predicament in which the men have placed themselves and the price these two must
pay. On the other hand, The Archbishop's Ceiling (1977) has a group of people
assisting a friend in need rather than resenting each other as in The Price. An
American writer visits friends (who possibly work for the government) behind the Iron
Curtain and witnessed life in the communist regime. They must all work together to
regain the newly written manuscript which has been confiscated by the authonties.
Miller continues his morat crusade into the eighties, as he published Playing for Time,
from the autobiography of Fania Fenelon who survived the Holocaust as a human
being as well as a Jew by becoming a member of an orchestra that entertained the
Nazi regime. This lady refused to sacrifice her beliefs and to other people in order to
preserve her own life. Meanwhile, as Playing for Time debuted on PBS, The American
Ciock began ticking in theatres. A very similar plot structure to All My Sons, The
American Clock tells of the 1930’s America through the eyes of several characters who
have everything to lose or have settied securely into the depression and are just
awaiting the striking of the clock--the end of the time for mankind.

As Miller progressed into the 1990’s (2 man now entering his late seventies) he
continued his quest for proving the moral integrity of Americans. Four one acts
published under two separate blanket titles, Two-Way Mirror, and Danger; Memory,
explore the protagonists’ desires to fix what was damaged (their love-lives, or their

families) and maintain their own dignity in the process. The one-acts deployed a
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constant barrage of moralistic dilemmas that leave the characters enlightened and
emotionally drained.

in The Last Yankee (1991-1893), Miller incorporated the method of two totally
dissimilar couples openly discussing their difficulties in life and marriage {a return fo
the original familial themes of Miller's earlier works). In the meantime, the couples
proceed to bitterly destroy each cther in a situation where neither couple has any
familiar surroundings or friends (a waiting room of a mental hospital). The couple’s
communication becomes broken and the families literaliy become a shambles.
Likewise, Miller devastates a bedridden protagonist, Lymen Felt, who is exposed as a
bigamist in the play The Ride Down Mount Motgan (1991). Lyman Felt's refusal to
accept his actions and believe that he has indeed done something wrong leaves him
alone—a morally broken and emotionally drained man.

Bringing Mifler's canon to a close in 1994, Broken Glass is produced. This play
tells the confusing story of a Wall Street Banker who manages foreclosures and his
wife, Sylvia, a quiet housewife who suffers a mysterious paralysis. These characters,
through the assistance of Dr. Hyman, discover that Sylvia's condition was caused by
the disturbing photographs taken during Krystallnacht. This psychological paralysis,
manifests itself as true paralysis about which neither she, nor anyone else, can do
anything. As the play unfolds, all the characters discover their own paralyzing emotions
and weaknesses, or their own Jewishness, that disallows them to control their own fate
and destiny. Once again Miller lays open the weaknesses of his characters through his
careful exploration of the themes of moral doubt and integrity.

Throughout Miller's canon of work, one thing is for certain, he truly writes what
he knows. Most of his plays expose the iife and times of the Depression and the
aftermath of World War 1. Throughout each of his plays, Miller also carefully employs
factors of his own life growing up during the Roaring Twenties, surviving the Great

Depression, researching during World War I, and seeing the world change from a
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complacent world to one fearful of the McCarthy era, to the presently chaotic world of
the new Millennium, Miller has spoken for the majority of the Twentieth Century in using
the words of Chris Keller from All My Sons, “Once and for all you must know that
there's a universe of people outside, and you're responsible to it" (3.68). Miller has
been responsible for that world outside. He has spoken volumes through his works and
has left audiences in stunned silence and dumbfounded confusion. ‘In an earlier
production,

an, Miller speaks
volumes about his society, his style and himself:
[. . .JThe one thing a man fears most next to death is the loss of his good
name. Man is evil in his own eyes, my friends, worthless, and the only
way he can find respect for himself is by getting other peopie to say he's a
nice fellow. (Hogan 8)
Ag the audiences watch the final curtain ¢lose on any of Arthur Asher Miller's works,
they may realize that they have witnessad a portion of the playwright's life— “He
allowed himself to be wholly known” (View 1.470).
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Learning Goals and Objectives
Develop a working knowledge of stage terminology. (new actors)
Develop a working knowledge of stage picturization — balance, levels and intensity.
Develop a written character biography through research in the text.
Develop an actor’s journat that details the actor's discoveries about the character
and the piay.
Create a visually strong character by using body rhythms and tempos.
Create an aurally strong character by using articulation, enunciation, projection.
Conceive and carry out the process of character development from first rehearsal to
final performance.
Create and sustain a character that communicates with the audience.
Use neutral masks as a rehearsal tool to assist in character movement and
development.
Use improvisation as a tool to develop character and situational understanding.
Participate in rehearsails as a collaborative member of an ensemble.
Make connections from the world of the piay to the historical and present world.
View, review, and evaluate individual performance as well as ensemble work.
Incorporate the CIM requirements for Visual and Performing Arts.
Present a performance that can be effectively experienced and received by the
audience.

Know and follow the code of ethics of theatre.



Day
Woeek One

Monday

Tuesday

Wednesday

Thursday

Friday

Woek Two

Monday

Tuesday

Wedneday

Thursday

Friday

Time

4:00
4:25

4:00

4:25

4:00

4:15

4:00
4:30

4:00

4:25

4:00

4:25

4:00

4:25

4:00

4:25

4:00

4:30

Unita

1.2, 1.1

19,18

Rehearsal Objectives
January 16 - 21

Stage picture the scheduled units
Block scheduled units

Stage pleture the scheduled units

Block scheduled units

Stage picture the scheduled units
Bilock Unit 1.9

Biock Unit 1.8

Stage piciure the scheduled units

Block the scheduled units

1.1 - 1.13 Ensembie work

27,29

21,22

23,26

24,25

2.1-2.9

Stage picture working and review Act |

January 22 - 28
Stage picture the scheduled units

Block the scheduled units

Stage picture the scheduled units

Block the scheduled units

Stage picture the scheduled units

Block the scheduled units

Stage picture the scheduled units

Block the scheduled units

Ensembie development

Stage picture development and clean up

Met Unmet

rFeweh ki



Woek Five

Monday

Tuesday

Wednesday

Thursday

Fridey

Week Six

Monday

Tuesday

Wednesday

Thursday

February 12 - 18

400 Act Two Warm up/ movement

4:15

Waork / run Act Two

4:00 Act Three Warm up / movement

4:15

4:00
4:15

4.00

Act One

Act Two

Work / run Act Three

Wam up/ movement

Work / run Act One

Stage picturization/ movement

4:00 Act Three Stage picturization / movement

4:.00

4:00
4:15
4-30

5:15

4:00
415
4:30

545

4:00
415
430

5:30

Act One

Act Two

Act One

Act Three

February 18 - 28

Stage picturizaiton / movement

Review stage picturea
Warm up
Run Act Two

Review Act Two
Check out trouble spots/ adjust

Review stage picturea
Warm up
Run Act One

Review Act Two
Check out trouble spots/ adjust

Review stage pictures
Warm up
Run Act Three

Review Act Three
Check out frouble spots/ adjust
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Weok Elght
Monday

Tuesday

Wednesday

Thursday

Friday

Saturday

Tentative
Dress
Rehearsal

4:00
4:15
5:30

5:45

4:00
4:.15
5:30

545

4:00
4:15
5:30

5:45

4:00
4:15
6:30

8:45

4:30
5:00
545
6:30

4:30
5:00
5:45

6:30

March & - 11
Act One Wamup
w/ Tech
Run Act One
Actor review
Tech review
Act Two Warmm up
w/ Tech
Run Act Two
Actof review
Tech Review
Act Three Warmm up
w! Tech
Run Act Three
Actor review
Tech Review
Run Wamup
Entire
Play RunAct Two
w/ Tech
Actor review
Tech Review
Dress Actors’' Make up Call
Rehearsal
Technical Crew Call
Make-up check
Dress Rehearsal Begins
Dress Actors' Make up Call
Rehearsal
Technical Crew Call
Make-up check

Dress Rehearsal Begins
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All My Sons
Rehearsal Notes
Date: Sea 8 Sections: AT - Table Talk
Accomplished Not Accomplished

Notes: :J_:\ 44\9_ reen a"‘hﬁ'ﬂ'\, OP'EH..-CQ] e L\Eoma_\_s N A %f“uqxgs,k\_\
%Nhul&j&m&w ) \ -Puﬂﬂ\mg ﬂu"' uu.a.AD *&\k

e an Pux'\.\e_ r-'\-e_w\'\ﬂ- - 9_4.(9-\ M
%mem a?M%%Pmithvg
Sae Cote . et U '-[Mf?“L'LlE pece

@lgu\ c&w.a.d-n.« @J_D_B.
Qread p\‘{s}r E:.e&z\eml)\‘

Needs to be done/worked:  ©add Aot %ﬂ l{:"" TDWJZ RYVRENR VA T

m'\%. 0‘«19 f—wm«g-/\.\\z?uw

QD&W Y ave rni*s.se,cl bea\.é\\w\.
Deadlva Ekadmmcuo_q{  Jonr IS

OQ"(}N\Q\ @a\iln were ﬁjrnw\]n,q 1§,
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All My Sons
Rehearsal Notes
Dace: Spn §_______ Sections: - AchIl - Table Talx
Accomplished Not Accomplished

+ Discracd) Sanades /acdtne Wi olnd
Notes Passoncd) i st Soewn Qeided 4 Fulle

Stag o MMMMMM

Gtunse Hens Pra Cq;‘} 4‘3«\.\31'\‘]‘- Rac u-l Hf:rum

Swimmng  @ra ke . C ot here with lo
T M pare,
ik asolly eganhs o Sravacdey |
- Q?*&W\PQ()\M}:&_ W%ﬁwm%ﬂ Joe s
lmw So W, C—%m.m 3 Se
%Qa FS S 0....50.—- 40 A.—m, p{-ﬂdﬁhtx?ﬂ
I hopnd P d
Lm“j‘“’“f* PH"L'L\(__ ‘ltuj C. aniv.qqe '}fu.lJ

dccs Shgw stahaas ¢ ::oc:;._\ claca Q_Mcffﬁ.u?kg

Needs to be done/worked:  Fecomol @E\iw - o ey DRcalt
CMLQF'}' p—a" v m'j c\r_‘\i_s o w-?f‘iaf.

Q‘_M\ At I Lo brne \u{ QL.Se_nf(,[\
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All My Sons
Rehearsal Notes
Date: Jay O g:?figzziéc_tﬂr_:ﬁbhﬁlk
V1 Accomplished Not Accomplished

. T30’ DT sy Qﬁ'\w“o-_t.‘\u‘ f‘a\)f‘\f‘\
NOteS' pb?:: AV hde - f—\&f\%{. {uf_.r?_"}lﬁt 0%‘"‘"5-(11“

O‘.(_ijs. were @oCS . %
e\mu&s were evo u.u.\-f-(J a8 Qchls,

JQM:YQ 13‘&\ c\\aTLt.s werle Mcu:le a-\omj' L\M\Mrc

T ? e
L2 P\N.., cer*-um\ Thems . Qe,-,fers«) , Zf.t'_ ]f\ }_B\-\
4'-’_, .L-QH'C(‘(D‘&M ex

F
o g_‘\-u' "e\m\'\"“ﬂk._{? sh,
“ﬂ'\i\‘-m§) ond “The ~ood J{H.\qﬂfhplc{j

’ Sovat Hee otce Y“NQQ
*?[:‘_ “d::;ukhw';r& ouk c& e cf.‘ul-m&amm Haia

[ =

Needs to be done/Worked:  €2)ar 4 Hh hudes are confusing Hase

Gl.(.“"h[‘.s -~ O\\SO Nn“’ oo 0\9\4’&‘&45 CD( S -
Ae Sone éo NoT have Pola({.h_

Tohing Qb - oy ane aeally mevinis
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All My Sons
Rehearsal Notes

Date: Jan I\ ___ Sii‘iiﬁi"dwmiu Eou, \ﬂmtj
Accomplished Not Accomplished
Thursday: Character building workshop o
N Ot es’ Read scenes with partner or ensemble. Use the actors who

actually play the roles to help you

Scene reading: Discuss-
What makes this scene representative of the
character this actor chose?
What does this unit say about the characters?
Who is in controt? Who has the upper hand? Why?
How does this unit fit into the puzzle of the play?
What do you believe this unit said about your
character?

Continue through the scenes in this fashion.

Assignment: In your actor's notebook, discuss what you

have discovered about your character. Continue your

character biography. Completed by Monday’s rehsarsal. —

Needs to be done/worked:
Alre ma 7 T_‘JC-C?:M\ e Wik Ko D»u'_,'} ScG’Uw !
Qean+ bare Qs cg“t&w\ o wl
M&\IT)L ‘-“’{.k.L *}'tan."|‘LM»p\




Fewer 121

All My Sons
Rehearsal Notes

ares —_— Schedule
D _\i_mg__'_Q—L ————— Scctiont:iwu__@ﬁﬂ.émj
| Accomplished Not Accomplished

Friday: Character building workshop —_

Introduce the magic hand exercise to the cast.

introduce the neutral mask to the cast.

Work with full body emotion.

Work a unit from the show to gain understanding.
Read the scene with no body- no voice

Read the scene with just voice- no body
Read the scene with just body — no voice ~silence.

Discussion: What did you discover? How did each

level make you feel as you were discovering?
Assignment: Character Biography completed by Monday’s

rehearsal. Begin memorizing your first three units. On

its feet Monday.

Needs to be done/worked: L %M kel sty madl o
\iuwv\j M:pau,«}f ao *PMW am)
Won - swppsad A, ) Mg m \:H»uc,?k#

d N‘(c,"‘\\?(\ .
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All My Sons
Rehearsal Notes

— Scheduled 1.3, 1.4,
Date: ﬂ.nn_lﬁ_m ______ Sections: __}.5, L.l __ _
Accomplished N(| Not Acomplished

. ﬁJLcMo ) Eao.
NOteS. Dasmaec’ L- ‘I% h\j F"‘“""“’l‘{

CCepn Te 'D"ﬂuw"ll (_S \‘\:\tﬁ'\'& %\‘J mﬂ.é NUO’Y’LC&"’"

Tc;&%-t CJWAE a.,)g}_ %é:L¥¢L Qf .
Soe ¢ Chwery Yove d:m‘r.u\‘\‘j *‘I&K\Y’«gfii‘akx 3 bud-
T Kaew !4\1_,3‘“ PP Cave (T hepet
d
@M}wm HWO‘"‘ (Y'\N'\' —!)?“GLOLL‘?/QM
CDl]N\ QNM WAL

T ean. Sae Now Proy cd’m Al 5%‘5"‘1
DO\-U(\ oare ﬂo\r\t)"}'t: \"Lloru )"‘!m

This t9as o \mg ﬁe\r‘eqraa\ '

i,

Dr%q_n‘ﬁq_ Qﬁ\hgvj\\:& ._3‘]"{'& ﬁ‘t.{ ﬂtté e bﬁ mMore NQ-{!\FQ.\
bR CC PAL = Cor %M.L C\L‘\f& 13" S(‘D\‘.P

Needs to be done/worked:  Develup -3|ac‘<w% L1 -l

CD':LWLUA ole fi" Qcm+‘* o y Muaso | n’o\.aq_'a
c,b-a"-u\w.- Co-o‘}-w (‘/\YA«J gte____
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All My Sons
Rehearsal Notes
IDate: ‘j_:ﬂ‘_l_kﬂ_ ______ g:ilteiiz:?ci_'_.}_,_r_.l____
X Accomplished Not Accomplished
NOtes. GQEQ“_‘ T w?zs\\ ﬂv.\\xc.mitlacﬁ' T‘N_cmctp%og
pu‘cMLdm.

ﬂ\f/g W O a.l?,«»\ J\L)N..u.naj SMW MGJNLQ.
S"u«:aa. ,O:\utwu. a}m WAL &mw O.uxwav_g‘

‘:k/ﬂﬂk %Ne.s bn“ o\x\\“s
(309_.5 Yoo Ca..d’, Pl‘o‘if_c_"’.s wea.kl-.j)

L\'(L“c\-' E&n -

No Tom -

Needs to be done/worled;
\ue_cl

Ty Sche dule e K has o be ruo\ . 6
\""5 El:,uef‘f ‘}\m) T fwen afoand he is b“‘“? cq..HLA " (‘fﬁ_
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All My Sons
Rehearsal Notes
Dave: Jan_F1_____ Sohnamee LMY
Z Accomplished Not Accomplished

NOteS' Ald 1LY, L
.Dmup'\ &\r\o.u%%- Chess %ﬁmc\\f\ %O«.'LQ\JD

) , dse +C\\f}3 - mltmk\\td\kk\s N
A cont Muous %ﬁmf'
mkhmepj &cc'\ém\"‘w% owesdINE .

Q&C\‘bf ¢+ YO MSNUAG Q)f' T\v\’
AN

—

Recomes o MD\:O&\m
Q\'\r.‘s — D€

Needs to be done/worked:  Devclop Ve Hapgy neciocnr of
m%m‘v\l chess caﬂw'lk'. N 'H\l(:lq-zf_ba_

le?a\_{‘ CMCQ()J_“ ‘_J/t\.a"\-ks WYQ.H'.
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All My Sons
Rehearsal Notes
Date: Jan 8 ______ Sections: - i e
Accomplished Not Accomplished

/

Moy cor Bre¥e ddum. ow bbby Mctlan Qﬁm(\ |
NOteS. QQ\\EM".;::\\ 53““'_)_0'4 atl S5 O ofFler every
ﬂb‘\'p‘it_\f-ecl wi and c\alN{fﬁcl + e 'SL\NG&‘\

m mmﬂm wajﬁ howe \Qeulwaa-}.ao
woao o o oo + ﬁ‘l’\Q_, ('.N{.L\r'\S)radLCCS %\’I’Q«\L\Df‘c«kim\
CJ"&.}EPV\ bac b &M ('-'\"'_'\i“a_n}_ @umg‘gg_

9&&5 Shwi‘n; o,
L«hﬂ M\‘\S\.\ ‘H‘\‘Cﬂ&s 80 I FQ:AB

_—
4

Needsto be done/worked: Add /.72, « 113 b F‘rc-c\m,; Rehearsal
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All My Sons
Rehearsal Notes
Date: ~jan 14 g"hsd“h:"d L -1,t3
Accomplished /| Not Accomplished

.14 = 1,13

Notes. g\nc\'\ 13 @ 3130 gm

— Tho coniatol won shop omdl go. (Fragne Fhak )

_ f\éi,_g\v\j 1N g.,c“[ui!j hbt a MO;‘S‘GQ:;J %M
et “r\f\rm%\m& r‘g_}‘\.&wao 101‘ OJ\Lt"\\P{_ £'el’u.qf‘.!a._,\l
bu} “““-SM} mw} %*M-q - Han t black Tom v
Hao Q?‘(_]ML(- "(41-3 }'\\ut. ¥t oo .

- Ac&\lmmrxt&muil.mfa Smj"fb ogfian |

W

Needs to be donefworked:  Cownpleted Fhio Qua w.¥n woekhing and
Ni&m&\:{\\c& @?C‘h\.{‘{"ﬁ,

_Lu Need N Yo ch‘o)e’-t(J
gohr\.» (D.an’c}e.ﬂ' DL{UA ﬂuzue_c[ A%ua{t(




Fewer 128

All My Sons
Rehearsal Notes
Date: ‘——\c:m__&& _____ gzgﬁﬁﬁzi_z,ﬂ_j_&fi__

Accomplished Not Accomplished
‘-j’t\m BERNLE O, M - ~
Ao (i Rardond o™ @7 ku;j\\f:r ﬁg\é

Lﬂ’\n"‘aq _'\J)__E_e oo e

\\ e Fonstim fﬁﬂ <

CCuuL ©) CL'}UAS

f\ Lkli

Ska r_jrui\n.n Nhi\ Vdc wad K ¢ RN

d& G)m\\ \FLLl ._;b o w\‘!rfrksjgr GQQI (}{’
1\:& S, Whew, Ty d&&\ﬁj ’tqga_:.%wt

C O, TV L UY\LE\LLV\ \.,'\

Aded ~ P led e 11T 3 Cmﬂj_- w\wut

Needsto be done/worked:  Frked wpp 11T+ 113

?UW\) w-\b/\ ffl\ \ Qq{) Am\} Gﬂo"jﬁi
_rmLﬁ Lk o]l —Cesrge
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All My Sons
Rehearsal Notes
Date: Jan_ 2 2_"[_3____ gzgfigﬁi?i__%fi_%’fi_z_'g
| Accomplished Not Accomplished

Notes: Add 2.4 * Fondes wenk,

S%M“g*m\ J Se we captalyd e o
minnaad wchdeded

W?&’ LJL,C%
anMJM“DM

L L“]'\C\ Lcl,q_._ L/L‘ic\

- C\f‘ﬂ&:k \.,:lv"\é apn
&*} o

.
G eory _UMQHN,M Ay
hﬁ“’*\*ab Gﬁm&qc‘

Needs to be done/worked: 2. 3 . Doe mjlk Nm;\\x
7_> // C'/Lo—MQa
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All My Sons
Rehearsal Notes
Date: _j_;_fx__Zéj_@)__ gzgﬁgﬁls?i__g'_ia__z‘_s_’__
~ Accomplished Not Accomplished

Notes, Add 2Lk echearsal |

Wendd 2.4+ 206 - A diweT o Ec .
t,u N (_gdﬂ.ﬂ'd.' - Qaat §;\(jwu{

S
Mkmﬂkf_; - Aé} o8

2.5 - This wene v cbu.jq. ‘:ﬁw,q‘ma
% "\u \IM \;}f-(_ Gf_h‘ t'.?
Vo you wmd W, hone”s W\Mlj

Ao - Pe Yy \sve \ oS GroYuan?
DI \{h\tke_ "\1\-\ ?
Do Yo m\_);d ‘}“‘J he 1<

Geofgc- SeaX, N ety 7

y | o
Needs to be done/worked: Do N - WY Dhang 7 :
M Wyl &D You "\o‘,uc

How M\U-\/\ YA oAQ N oA

A
a
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All My Sons
Rehearsal Notes

- S duled
Date: _Jan_ 2o —— S:Iclfi 11-11: 2.1-2.9 C4J_D‘)
F) Tnsewvre  JT T TTTTos—o—=—s

Accomplished O /1 Not Accomplished

v — Hao Latve sTaer - MaTy Forger -
Notes: I
Shaved W Qb miudeg Lode |

Re\f\eaﬁg&\ Canc-?.“eJ ’
_ Dnl.[ 3 C.\r'\artgk.\‘tr-.: Shuwté .

Necdstobe donefworked: D\t T must €€ worked
ot o Nater Fome
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All My Sons
Rehearsal Notes
Date: T A S:I‘:iggt‘?d 3.0 3.7
e CANE (lhm_B 5 t : __]____1. ______
" Accompli Not Accomplished
/\"Ll‘i?ﬂ_&ﬂ-'\ p

Noteg: Weeted 2125 Due b Gracks woek Snedile.

This ack moucc\cbuck‘j Theaiow o W?m ‘

X Mueeh‘w%mwﬂj\iﬂg

S o Wl wd gk Pridled Dedacks . Ddaids
o\r%\‘me{w«

u&q-\. c»w%;}\\i\ﬂ\uma&’\% Wuapl‘m

W
*l“d MR QA I‘wu(,t

Needs to be done/worked:  © wm%na ordein <o fzwumaﬂc :
Tﬂfi}\u&n7 S"‘h.(d,.e g7 ghm
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All My Sons
Rehearsal Notes
T — Scorions: 33, 3.4, __
Accomplished Not Accomplished
Notes: ™1 “ o~

\Joﬂklcl 3.\ - 3'_“;_

AL Cedeo ardt to Seene Sl
H{ O\M_LD o JLI_LE,(i} Comd wdjx uQ-m.o@ L’P’VL?L—N‘S
ial, Aoy Hhag cren il

i \L’f&fﬂ\%w U AL G { - Day a\%i oo \T(\}\
“&u&&m& NISWe; Jngﬂ\ t “‘Lﬂ O cu.jat‘ LT LO-L WgQLA o&

Mol LK RARL, fa.(-mhoﬂ? I Hae @’“MD“”{
He twuﬂ 4wk W\G\f\ Hha é\{dh - Alee
Mx& woals o pdAgJ Ml 'ag»'tm o @w—ukutl lﬂaﬂj.

) t

—

Needs te be done/worked: G@Jr s%\i\ R M "X«« J«w.
NQ_Q_Q - acm a/léf’-'ﬂ{,\)o-ﬁ fQO ’{‘QWMU-\_; -




Fewer 130

All My Sons
Rehearsal Notes

R Scheduled 13,4 .
Date: _Jan_23)__ _ __ Sections: __ _ _ _ '_3__\‘2____
LA
| Accomplished Not Accomplished

Notes: Ran 21- 234

ol aeckidl Ss okt Q <o AN EAS |
C S{HDL\&&WV‘ IB m~1 (m"’Yn\ GJ( CLLﬂ T, 2'5 Lock qncj
Kooy S 1 o M wag 3) N o SM

p ’“-CO

Sean N\.«mjifj‘ M ‘P‘r\w‘

Needstobe donefworked: /4. .. bas & ouwd Dawcrry pogse’
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All My Sons
Rehearsal Notes

Date: '_E(}:Eu.q_f‘r_\____ gzgteigﬁg?ci__gj_'_%:f____
| / Accomplished Not Accomplished

Notes: Developed Ensemble —

Wodel +h o ALTT chanctow .

Devel sped s$ Wo e tod) %%mw
w&w Sune  He Frpe & M‘j

Boirem n Aa&m.ummuz\.@ Mﬁ“-’q‘"ﬁ:

Ha ooy wodad) itk awo? WAy

Needs to be done/worked:

W W o
@ﬂ?&@ e




Fewer 138

All My Sons
Rehearsal Notes
Ate: " 7 Sche.duled - 2.4 o
D : ——E‘C—\O—{-—Qﬂj———— Sections: ____l_ _______ ¢ _pji{
| / Accomplished Not Accomplished

Notes: Bue~ @ oo

Wew!
I“' }vaJM '}'LLH\ PWH\\’\ OU’LJ S v
Moyer e PCW.LYB ,\:w i+ can be (]_me

2LY2 Vowrs Qm\oo.mg fn Yhe ke 'm”‘d’\“‘t\
F‘L\\lmo& %n\ C(‘L.u.\\v\i ltxs)r jta-{'] Y.pﬁt(

Needs to be done/wocked:
~Onarackers NuA Aot %ﬂﬁu&k\_

- t’_sl“iﬂtc.s - Ez_-'}_:g '-)'V\M.L Gm? \.&\\r{_ O\O'N\‘\?
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All My Sons
Rehearsal Notes
Schedulea !-\,1.2, 1.4,
Date: P‘S‘\QF Q/_ LfV]_S-_ Sections: _ _ ). c\_,_l 10 _‘Z_z 2.4
/| Accomplished /| Not Accomplished

. d L7, 1§ of 3W0 pm +d
Notes: #¢ Y

Switer Moo « Tuesnay

QJMAM&.Q & o Mn\lw
k. ML:JL&M%LLHM u-f-d:a‘»m

@MM Conning M(J}dhu
MAWM&&L% FO"‘)L 0 L""W"ﬁ

Needs to be done/worked: %eamnh 14 - 2.2 No+ Done_

l/J-n./u.uQ S %WM
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All My Sons
Rehearsal Notes
Date: _E;_-.hf'&.af_‘r__(ﬁ__ g:?&iﬁfi_&li@_g;&_
Accomplished Not Accomplished
. Add [ H. 2.7, t-loy 11
NOteS. Suiren wire mw‘gm\l ( 2.4 )

MotNad ron 1S CMPL,,L in ‘Hmise 5ec\:w )
Tae « Kol - v)‘f-\\om%\-\ oX Cost hostres” Lane

(Snr, Chels, Pon Fate, :f’:eb

Gurasa‘:, ea]rt‘a.nce Causes wy¢ &\“M:‘MS AND
weal Coens.

Lyve Delvety - Gule humersws mhk\m. .
E - egd M, Dear Me RubhardSeys .

My Pear.. M Hubbed s ...
New Cg_uno'\,&-l\ﬁ "Docy&. Avoid WNe :.‘nb I.dr_s,d .

Needs fo be done/wotked:

- low - St w Dowa
Foawh awbER 6, Me pm“\ 'S a,\g-ou.“} to becm‘np a_

Aetreulate evecyone! e T N F o

b Georﬁ;f @\uk-ha ot entraace
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All My Sons
Rehearsal Notes

Scheduled 1.1] . 12, 1.13,
Date: _l; ,Y-XAY _7 _—— \
2 /_QJ) Sections: ____&_.__,__L_E____
/| Accomplished

Not Accomplished

Add S me.n"’ 'q \-J:‘\"\v\ ﬁlr‘\' \'\ﬂ; \'\""
Notes: 4 — 3

Tan\\r\* we  ofe wartxg onn e QMLn.c“‘
Adocy oce ot Persenadivia mcl\&,.,_t-\.cm

as ¢

o ‘\'Dtu,\r\ t-e.Fﬂf“c_ ‘H\LU ™Muy T
Ma&‘\k Qm‘\'md—l\’k S e w ‘\" %a‘f\ pPefonisair
(:'bf bz yherm Nﬂ:']’ livie :?\L')‘DL&L\\ MLLS‘\— \9(
QP?"QPQ\\U\.\"Q 3y e draracker

(rent Shoge P?L‘r“’QS
" YRV [eel Yoo Same "o It

ch'\‘hmr\x afe N Notwial. ®esure +u L. 1LA

Lves Sa

FroX \reuco\,\] a_t.\ﬂi ore M he k
sH'\-L W!BW\M-'

Needs to be done/worked:
Lme ’DQ\\Ieﬁf <Aan clxo?P\{-— \cv\% ® ause s ™M Cues |

Body language s Aevel
! Gﬁem‘-’;&f —b:x '+ 6?22.;.0?:3‘
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All My Sons
Rehearsal Notes
o . Scheduled 2.3, .6, 2.7,
D : ___\Q_"f_u\a_)g_j%(p)_ Sections: __ _ZX 2.9 ___
Accomplished Not Accomplished

. Chwer X L\O - Eall owie - AD NITrc
Notes: " J

%cqn CMMANDEQ‘.S Co LL d H. Lo pm
@‘H\\nézat)wm .. ZP—Q'PE( é.‘f':ja-d
3} N
O'nc_wmagmﬁad Q-EJMCQMMW)

Madl Mﬁ.\%maﬂﬂ&*#. uub(swnﬂma)#wmﬂly

b go o Commandla collok Siod Lheascod loeganak
o0 - & sadions uo«dm»h.a-ﬁuaﬂ\

Needs to be done/worked: 2.} Nu&—h,\ae wad ¢ wy? F:t:‘on)e_

PR




All My Sons
Rehearsal Notes

Scheduled 3.',32,2.3
Date: _Ejarhﬁy(fg___ Sections: ____'3_.,3_}_”3._‘1_5_3_:_-251 2.k

E Accomplished Not Accomplished

Notes:

Charocker Breaky. T you are bredXimg Srameder,
{Aved % 3

GLOb'b QC"\CQF&Q& Wit Yais AT

mom.\&: Qme\c wer€ a.\\c.ﬁo'\\*f\j '5'5 Cd“Q_m\ﬂ Sb\-&

Macadefs . s ol Ts h“h\n e,m:s}m\\j
Dwe\o?. r'\f\'b N e et Mool Qeﬂ_kr &.\A
Conne or hms .

Needs to be done/worked:

?‘"wﬂmnu‘oﬂ'\m- br\ems. = Or}&“s




rewer 1w

Week Five

Monday ~ 4:00 ActTwo Warm up/ movement /7

1z 4:15 Work / run Act Two
Tuesday 4:.00 Act Three Warm up / movement et \ Broo X a,k
} 3 m_// W 3 4

4:15 Work / run Act Three

aoiit b&

Wednesday 4:00 Act One Warm up/ movement L

o

@(thQ- Wil d‘;

415 Work / run Act One

Thursday 4:00 Act Two Slage picturization/ movement omc;é

14 T
Friday 4:00 Act Three Stage picturization / movement L‘#“( \ ]
i ‘ Gor\"‘ e
Week Six
Mon~-- 4:00 ActOne Stage picturizaiton / movement
19
Tues | 4.00 Act Two Review stage pictures 1
0
2 415 Wamm up
4:30 Run Act Two
5:15 Review Act Two
Check out trouble spots/ adjust
Wednesday 4:00 Act One Review stage pictures
L
‘ 4:15 Warm up
4:30 Run Act One
5:45 Review ACt Two
Check out trouble spots/ adjust vy
-
Thursday  4:00 Act Three Review stage pictures R ]
17 ) ¥
4:15 Warm up I\ g\’ P
4:30 Run Act Three ‘_’ﬁy
i o e i
5:30 Review Act Three WV Vv
Check out trouble spots/ adjust n-k' /




All My Sons
Rehearsal Notes

Scheduled
Dato: _@(&Q’J}_’_&_— Sections: _ AC_.‘E___.__

Accomplished Not Accomplished

N Ot e’g : \ Lo \ees nq
oc\, o V\a%(? s Yo ¢ .
%ow:‘e 0:,15 tn ore © eo.,\\\‘ &do?oM& \V‘NL m tm'le,n‘)‘

Rehavrsry v breaX .
B p?c. ‘ 03( flm\-S
2 Py oF dress
e o honce

H) Speec\s\'\s ‘H\"mx\\ Ines,

Needs to be done/worked:
Spem\( owt —

AZ‘\':‘LU\. Ok.\"f- \~
Er\_“ ﬂﬁ\*‘a_'\“( ‘.




All My Sons
Rehearsal Notes

Fewer 146

Scheduled

Date: _é-'::-_é’_fﬁﬂ_/_ ]_3_ Sections: _-A:C.JL._—UI. _____

Accomplished

o

Not Accomplished

well

AL\'&Q— Fallow Gwt :\f\&\n\r\c'\'&

@em\n)\\ Hhe Momeat & o hnall
oceunl. MAI\NVQ
s 3!::\' Mem nu;A .

Jo Le Mmemers t&c“
Notes: Adled Leghty hoo AdE I b help muso,
Me Mmoo 7 -r._o\_‘\'u\rq d— Q\r\g_ro\_d'tf' ClEUthPE,Cl %Uk 'lL

Follow ReaX Q\NLN] s

Sl

be Ym\f\ ‘.K
\nu,fpm

The L An &Q‘\\«a\\s woaKCA\.

Needs to be done/wotked:

“ﬂ&a\aatté .

@\oc,Y\N\:S (imsps 0. WRIST Not "weblsTs”,

Dse’s entrance Cfor-\\r\m_s.e m 38 i obit




Fewer 147

All My Sons
Rehearsal Notes

R Scheduled

Date: FQLM}!_—L&{-:—— Sections: A‘c"" T

e il ey e ——— —

Accomplished \ Not Accomplished

Notes:

Beoaks

To Yoo emacired |

Fmﬁuri :u:?ﬂjs i%« CWQQ%@&OM e s Laﬂiuc\g,((
\QL\TMWM “ﬂrwj uu,gq ?«\ 5 0wg Adoron *’(f\kbf‘m{g
MQ a\,\_& M\-& Q.{rctPXLwL} (W} mequM u‘_,\j{“

uﬁ&\‘*{f\\&)\w . f*’

Y

ot weel -

Needs to be done/worked:  Tacoo¥ < bennj e e
G{H?MJ g Ao R%\n{

: %\ "(K/\Q W
@ :1\:# T R oL

ooy - Qo the have A/




Fewer 148

All My Sons
Rehearsal Notes
Date: ,_"—-:Qbf.%L){_’_i___ g:g'&gl;;ei__{\_c_"ti__u_
Accomplished || Not Accomplished

Notes: 44 Seel-

LV %’(»uaJmM \»mgéwftﬁc[)
Adon o QW LA henaies

—S.,rf;'a < \oon Ve AAramg — C*\f“f'“,

]

KA - Aems Cresgim \ !
- Eylres Sheg I GQod

Lcucf‘{ - GQ_Jf N ows MND \xﬂ_/u.

- _Dan\er Pose
N CIR ggrtp&ﬂﬁ oimJ( o QOMW-

Sean - WPl - wanblig!

L"”" S.WMA&\HP\’LQ\W%M-Q Ly~ Shm&.?“ ‘-k{l?’

Needs to be done/worked:  Sex a,\omrg \_




FEWET sy

All My Sons
Rehearsal Notes

Date: Febowey 16— Sections: LAt T ____
Accomplished >< Not Accomplished

NOtes' LA?LTE Gmf' T"\aaks ﬁbt ‘]'('_Hangb e
WoQt é A + j /0 LQ"‘-'\. -LA(’)('D l“lm.nq “HAJO

Yy Tt ij\l

‘-g,Lmn_ v P{{n .l )oecame NN CF cengl =
o ~A((('}‘ \ %‘ {rgq‘H JNE;(MJ

HLi} F‘r;(/\g\t% d Mdeucﬂnfj
St dugpin, o ende { toe

/H /Ercokc K\;«. ‘\ (}P*@HU S eatd =~

vediel 7 aire
“J‘QM& \_Z‘fwo(t W\W

MQH '8 Q._D_G\/\ —

Needs to be done/worked:

R DN WV -
K:‘L\(_ k‘]k/\L glﬁ;( .

)Frr S




Fewer 150

All My Sons
Rehearsal Notes

Date: _Eﬂ_laf‘mr_?/_iq_g—— ggl;iigllilsei_ﬂ_g_t—l ______
~ Accomplished Not Accomplished

)\.,1_9 Scheal D oy

Notes:
Rar. Loty with ,/LM&,Q -

WWWMM&%M&% M
ok 400 skl - R4 sty i) et st

@w?o«mu-‘.{f Lu_{;uu%w_d,co
Tha L yow MSl‘uﬁﬂ et me!

(Aﬂn Lote bquW\\\-\uTgx
A J

Needs to be done/worked:

Comm. Hrmend &pm\,\fj




Fewer 151

All My Sons
Rehearsal Notes
IDate: _EQ_-.L?.(ua:f__ZLD —_—— gzzzggiﬁl__/igi_ﬂ_ _____
/ Accomplished Not Accomplished

NOteS: Isms - Cle‘u‘clapnq%..
LC‘u‘C:‘Q g f""LGn...(l o.‘l‘ me O -&U\ﬂ(.'w'\l“"kj-

SL\E s MNoT Iq_e,r‘e_ ol ™M™, FQ,LLmnaa.l.g - SL\Qi‘S
N L—-C«"Lk l-*ow\o.

Pr ky chNculs‘ Cuce_, Jrr.s..s PO-‘“«M*
‘H"\.cu\. thﬂ hV¥aY %mﬁwlm“,‘*

; ~  theeady Vuiee
Geoge @,wm?ﬂ k. duarg cchens

— @(OK(‘L\A_ \/GCQ\ ﬁof&.&

rwaro,

L\iJ.\b\.. Hc_e.ls da NeT woeK ﬁor\fm.!
Py Clats

/-Lm/Sv\e Scene goud "‘ea\C"'ﬁMé- Sue Wice "l"‘“—l’\’“‘ "“./
Ph\t&:%m“j mom"‘P“-\ﬂ-"‘“ﬁ N

Needsto be done/worked: ~ Bermg . Fhe  Moment

3 HNervees, PNevee Sick
/\Ieucr LCLLQ

Never L\qv( Pu.sm\ P"OL’[EMS.
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All My Sons
Rehearsal Notes
Date: __E_-c; Lu.&?f_(_g;j’——— g:?ﬁi‘;lseci_)ﬁ&t:_ﬁ_‘. _____
/| Accomplished Not Accomplished

NOteS: 7""%\1\1&.} Rehearsal Sevaral elewent Pof;?tcl "y

AE MG - Weke Cunnm v‘?.mv——\/o.m‘}‘

~ Mot haad JJ-.U\_[_; NOT J des

- f'fn-ﬂos 7 po ckete
- Stanczs — Leorre- Daﬂcexa_ s ?tunce ~ ij.\;ahy w/

] s sTumes ‘
-~ ALN hanos on Pups © @ aneldidif Mo B

MQnu) rr‘_q"l‘.’rr\__ C lea".s f"’lmulgf’ et

Leokn to A“-\é'\efﬂ-e espenh,.,l( A-ime pt:(“ QfPPo\Jq_l ar
3C‘n-ar‘+‘ &, T

Qﬁwx\(\ Qel«eg\mo.\.. me.mnr;'g_o& o uer_:l.s ‘l'ﬂ 11'_"' i"’l(.

Needs 1o be done/worked: Rases For D8 Flower B
Reet- Gy - Slewrng Down ~ Sheaky

o

his km"\\j b Ley - approperate responses,
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All My Sons
Rehearsal Notes

Scheduled

Date: EC_LLCHAL)L(_%%_.___ Sections: ___14;;_1" -—}E

— e A i A— —— —

| Accomplished Not Accomplished

NOteS' (RooD er\cqr'm\ wl“‘-‘f’{“ Gor “‘“d\%

s o.c,\*cf:; ‘ CM\+ maXe Saeney

woi¥e w| whare 5(.5.6’}3 Yo hand I.
chonseliss ML&\QQ,’,\E\ F/’% l-

Needs to be done/worked:
G T MEMo Ri2ED.

i:t/\\"b)m\’\n) \'[—I\-\_L\M.o MM .
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All My Sons
Rehearsal Notes

Scheduled

Date: _F-Qb_%m’_f_-zss_*_ Sections: _Ag'_fé_ﬂ:'i_éﬂ_-___

| Accomplished Not Accomplished

Notes: Sewnd AR onsfsk he bon m.‘
PLL-!S\“CQ_]B haeay - f"ﬁe-\in.u,j LQ_A.L _
QON\M'\LO‘CL \-wbrm,wlw 'LD'(Q/LQA:S‘-Ky\\N\U
Conasd hoso = W fuak CQM A mith

Needs to be done/worked: Drﬁcl&m\o.\‘%j 3 \l.»c‘\\ :
Getr Medseize !







Fewer 156

All My Sons
Rehearsal Notes

-~ Scheduled
Date: Igbﬁmb[_é(i____ Sections: _AE-_tS ~ 1L

Accomplished Not Accomplished

Notes: Ran wen-shy.

1S IDQTA % N-io_o 8;\!2/{1, C.Jflmf‘qc."\‘_fg,fﬂc;.\c.

Ay h\ous\’ cha g 7 Inten- Wlaroy
d?:a\*‘m.‘-e.d evely tal, Al :\f\.t\uéed‘
— N tes pob‘tcl “ achis hdd C‘-c.sq?ml\ple_
Cor 0\.&"] ujﬂ m{,d{“) '
T S g man proceded h chew o
Cc:r m%f\b cw* os € *\-1%051
AS well as /M[j Herr Nekes Hr

N’ﬂK"fv e L\@q(sq_r‘

j' L.\(a \-Mc.rg J\?w‘\ &\\k Ty b&c::a. PO"\‘OM 4

Needs to be done/worked: -, Gord R evtigthng. Dot ot R dy
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All My Sons
Rehearsal Notes

Date: bebeary 27 SIERONSY A4 o

| /| Accomplished Not Accomplished

Notes: Gw3e‘_s. sdeng Yy make Aot T Fly
l/\H(\o\,)r O\qf‘u\_‘\. C:Y\b\_ HQ (e LYJD (N rf'es\'lmqm,‘

GtupaQ‘.} m‘*‘q.f\(.(’_ 5")!( Nt(‘..(i& SOt QAS-;QT MEM'T_‘

Acll\ks)rccj L re,lmca(.ut o o ke
Hu AL g)lj'u,q ORLn. uyp P M&\‘ua{({
Conn

ciis oo ramaY kut_f‘tnd ‘HM«V\
mulc\‘\ e, \rb?ﬁg |

: } 2.7 neeoy werX
Needs to be done/worked: Stﬂwtd‘nrﬂa—\""ﬁ“’\ e 80" Chrucackers oev

Dtv(lq()tcl G,\ ”*1 .




All My Sons
Rehearsal Notes

Scheduled

Date: EC-_\Q&“_L\_(%’_ZK___— Sections: _A(“t; _____
Accomplished E Not Accomplished

Notes: ot v win Y proechon?

- gt
&j&;\{;", SCE—\Y + Pmo'\'

thes - muslln
@ui‘- Q&m\\??

Shotqo - Qeally Serews YYIMLILM\ LV\:\' .
= %—— }\.M\\Ll)m b gﬁw_\

Bl shuts’ Do, U Foar Coms .

U S LL&J\NLG &\0‘\"-— C—-\'\tl.l: 0('\'1'“‘&\ M(S\Jfﬂﬂﬂii\
I bL\(N\J

Needs to be done/worked;
Sequeats 112,13, W, A, |
~ NeeD L\ohsof wae Y- Pa\c\\-\l‘itm can %@6
- p(oie_(\‘m

— Char ac "'TZCA-M gb%

euren) Blodmg
_J
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All My Sons
Rehearsal Notes
Date: _m@.fﬁ.h_)_ _____ g:lclﬁg‘;;e;i_/‘_l_c;tﬂ_:___
Accomplished // Not Accomplished
rd

Notes: FPreiebon- Lamies way @nu

- Al - SpK ewt- T Kaas I3 dack
and Sw‘Dthd bt vVerees rmx.s.‘f‘
qu(‘J.

]{,._Lg: %onc; nie QH-( &-L..«L:\e; + feac_‘!‘m'\s'[lo
Ay Ches, don ' read

G;c.”'- las‘l- Q:A-v /m.e,_g warzeémhl.

Chess
Vom could doit

Needsto be done/worked:  Keller ¢« Ches- D SL Sceae woe kK 4,
Lrag,y Ned 'plcw.\xﬂ C“)’\RFQ.LLU— ;\q.:lcrqd-—xm
p ln,"l' . em_\; c~+ f‘-b E_!ﬂ")[‘ '

Qm%bet‘ %&.Dﬁmr\ le Her _l
Chess preces weed b be  prked wp.

| Adrust #Se Taghruwedt Yoot cast sdel Glow on winday,
F’ J




Fewer 160

All My Sons
Rehearsal Notes
Date: m_ﬁ_‘r&\’\__Z_ _____ g:zzgﬁ?c‘_};ﬂ_’r_f:_‘ﬂ@q_—_
Accomplished Not Accomplished

f

Notes: Hap T rese mave cehearsal T2 guﬂﬂﬂ\{_

Ton mamxl (’_mp‘?cf\fs: Cumm.'h‘m\zr\'r HAPpPEALS

backivg. o

Needs to be done/worked:
émm."f‘rﬂcrﬂ(’ 5 Play ".




Date: __r_ﬁ_ﬁf.c;yl_ﬂ _____

rewer 101

All My Sons
Rehearsal Notes

I Accomplished

7

Scheduled _
Sections: tﬂriee PJA -

— s e — ——— ——

Not Accomplished

Notes: m f{hfﬁ.f&o..\ mwc.(l 23 ‘Hm“s -Da\f Aue ‘|~t,

(‘_mg’\\n‘t}é with, Fﬂ?o‘ﬂ\i Re\neo.!‘éo.. 3, Gear&r (shaie
chess %m\‘\c.\er> 78 amj Peactiee Llovcre) Eraplemy

Comseg Yhis v happen,

Q&.\\ml’am\; Thin weaY very well, Cost Yreed ‘\au\' we 3.\-
L\‘f} h’-ﬂ F‘li&_i‘

—

~ Get Sewno €799

o Vo danc.
th\\‘. S wasa'T week

Gaeeaet’ 3 1

\

?\\\3 weée onKM we il
ok eanne SNice chatces on AYT w
'Bc.m\fs Peg. W AEWT A To %SH%,Q .

Needs to be done/worked:

{J a..\A Reo D |




/D

Week Eight

Monday

IA
3
&
Tuesday

b

Wednesday

7

Thursday

Friday

Saturday

Tentative
Dress
Rehearsal

4:00 ActOne Warmup

w/ Tech
4:15 Run Act One
5:30 Actor review
5:45 Tech review

4:00 Act Two Warm up

w/ Tech
4:15 Run Act Two .
5:30 Actor review
5:45 Tech Review

4:00 Act Three Warm up

w/ Tech
4:15 Run Act Three
5:30 Actor review
5:45 Tech Review

4:00 Run  Warm up

Entire
4:15 Play Run Act Two
w/ Tech
6:30 Actor review
8:45 Tech Review
q‘l &0
w38~ Dress Actors' Make up Call
" 41 LS Rehearsal
ﬂ;&o ' Technical Crew Call
‘!(:‘45 Make-up check
2 o ° )
: Dress Rehearsal Begins
4:30 Dress Actors' Make up Call
Rehearsal
5:00 Technical Crew Call
5:45 Make-up check

6:30 Dress Rehearsa! Begins

Fev

\

el

A
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All My Sons
Rehearsal Notes
Date: ﬂ(ﬂi&l}._\i _____ gzs&g?xri__c__:_’:_:ié—_\q_
/| Accomplished Not Accomplished

Notes: Aehes wwee rquoeed-
Eilg'_\\'!-» Sound welfe r.uSgQI wpen

1'..\— Y - C(l- ‘}b c_»Lnﬂ £ ou !l S0me \5 - ‘ﬁu.&
" g S\QJN\L Y set \o::K ofange %r\:.-.‘“w_r Yo waewm

@m.\é \i\)n\'ﬁ “p .s\ml Sm \':u-v'{?& were,

a,\ar
NebT - sw\n\\ Crom  Betght Daglyht b

Fuonng: Fones

——

%&-& wee Yoo p"-b

Ack 3T Blues Yo M - Tay lavendars ¥ ]--h:\\\;w\
e Yone,

P{‘o..(.\‘ -"cox.\ T\MN\B N asS og-g. .

Needs to be dong/workedi— Fractcals were ha wlborugd Lack &) by
= Sowaos ﬂ'cﬂe{.s wer b~ Tha ﬂo#ﬂ&)-s'yaknk
— 'Qwﬁ‘f .







Fewer 164

All My Sons
Rehearsal Notes
cMacch o seotions: - At T - Tech
v i Accomplished Not Accomplished

Notes:  OFos ahioioal .

ﬂn&\mlmm‘\‘& Aﬂf\:\slfaffméhf\o\" HAde qumj

Qoo w_g con o - Taawdly

Covesnl abeph v malke Tl -
C-».r{‘rr - QM-"SLJ_ .S\,l S]-ea,\'

L?a‘Hs— Acvessm workk Stanne _

M-SSE& Se,uum\ A—:_\“M\.g cwel é“—'——‘\“ M:S-CM

QM\*L\Q}M g

Needstobe donefworked:  Need t Rlow wp o Aveiod 3.3

M}mew

( mmans i w’ S bage Managus vead),
MnPLove |

AIH\'\R\ M QASth!- are Eéss&q*\cp P‘°\?\M‘

Qo dedones Tomurrow! B




Fewer 165

All My Sons
Rehearsal Notes

pate: Macch T~ Sections: - Ad I - Tech
Accomplished Not Accomplished

Notes: Moitly coeuiong o wedlng ! es!
Caotto lagginring™ gronwp o @om- Founlly

Mﬂsm " PR doann" e dos wﬂ\ Ann,

‘\l
“TF'S Ao fun here onywste!

T"\wls have LL\o\r\cl{é - W l- - Duht

SHh\ Ng\— sa“‘\;C‘te\ :H\ any Coa‘}me leﬂA
o he oMo T sheld \‘\DWt do-n(
Qj}&,w I—(hld. "\ku(’, dmr\-e i H

" C‘lf-“‘ \[mr Cwn Sw-u_L]

Needs to be done/worked:
SM«A./MU\& ¢ sh\\ NC.L(\.E. )N\ae O‘Ay"-ﬁ"-d {ftcord JS

N e Head s.e.h st wNow jl:;{ are Oufju\'\jaw/\
U&’\A) Gﬁqﬁ‘% +-L‘r\cr* "l.S




Fewer 160

All My Sons
Rehearsal Notes

Scheduled __.
Date: ma‘f_‘-\_\_i____ Sections: Teeh Entore plq

\ Accomplished Not Accomplished

NOteS: Enu.\\.., AY»\ Lo¥es her CASM f;;_.& she
‘\ormﬂk¥ Mo dregs C{am her ohro\..\é o this

Qk{) 5{_‘,‘ ,

m.m& Actary cues- CWU"-C{

—Q!Md SUA @.u,t:; Igmkmw%

— msed cues - covered - wead Made, T

Sraroitm |
- ﬂmf\ mi‘:.sc;i. cwe 1A A-c.']’ T -“-&+Eu.\>‘m1 w/

ﬂl: 'Sk”td &\\M ht('- QLF‘Q‘:;_‘%_‘ ]
QI'\HS ¢ -J\ Wwo e

nhs.\:\j M -

Needs to be done/worked; F,.m\\j'. M ™ s Jr', Ne 1 o Moot
".\I'DD Sm\




—w Shewec

‘ l-\:é)_\‘;k CMLL Et -

H-\— krg\-\- —r(,')\()&c_{..o . /%uw,\___w
//@"tm\ﬂﬁ T

QTCU\.\ ohs
Aekicad 20 s S Ao/
_( .

Ceanl Bult s,

Toe Y% @ Dule CronC Lok -
| V’ymﬁf(‘

LO&Q\HQ W% WC& /’ch)%
Nice Hoadh “’l D,‘e.ﬁ_ N

S &V@% DrepL g %

Sue vl %Q_&mguw

Ow‘bkv\ wf CL%J_%&A C"_)/LJM 8__’_“__’}: '
- 7
pD.“r\riﬂQon ﬁ?j-}«k J
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All My Sons
Rehearsal Notes

Scheduled
Date: _@&Eb_ﬂ _____ Sections: Bf‘t’.s.s_ Qe\’\eq__(‘ga\

/1 Accomplished Not Accomplished

. Flmed Dress ‘Q{\'\tql‘Sm\
NOteS. Preshes musie 5-‘“%«31&}-‘31«' 145+Z'5'm‘15 c"”“': - Too \""'-Ff}’

-~ Nervey were QPPMm’f .
- Céé\m w:\‘\r\ Yo ; :
- @h\,m it Quw( b)’\\- ‘fmct al\ beenm

Cos ¢ e 2 weth&)

- Make-wp - LopshiX eed
’ -~ GQreat - eye S\f‘«'lw&s o L. Hle phm_

- Blusheg- oX¥
- Vo SMA lost Stme ankcal \mes M AT
Fosye
Sluebled ovec Vomes
T’.\ﬂ\t: Ac‘\'I S50

Ack I HS
AchTIT : 24

Needs to be done/worked:
C‘\K\“&- - S_\:_Q\_\&vad N -« eV

pro;u,'\'m "lo-& .}_5_ I,"“4'_')-5 "JMN&- Ny Puhlé,‘?ﬂ‘l‘tnv“:i?.
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All My Sons
Rehearsal Notes

Scheduled
Date: _chLf'C:_\'LlQ______ Sections: __D_‘I-S-_-S_.@‘;.lf‘_f_gaﬁc.\

/| Accomplished Not Accomplished

Notes: Fimed Dress Qohearsa)

- AT . peeds some Z.\pf Energy- oA+ halight- F}a'}‘.
pr.\m— o

—Som{ areas were weak ta Aot -
Glel‘qc..i En‘h‘-m.tc

. AS T Frwec b - incrjr Fovnno.

-

All'a 1'\C't:‘[' "ﬁﬂ' 'Fee\4 LY\Q we we "\'fmf\sﬁ’o: "-té H IOHD:;

Laveses Mgt Leoks lea bt k«n\\\f\'}'.
ALT 51
T 43
o : 25
Needs to be done/worked:

Sh%{ A hanio bpene.ql - th.l‘ﬁql &00\\]'\\‘}‘ "Jﬂfma\\nd‘j
CMPshc +5 NQ{_(‘Lc[ .
Speq.\ioj—/ Pm;e v, Cantiered .




Sunday
/
! Tentative
Dress
Rehearsal

Choose one
or both

Waesk Nine

Monday
J'L

Tuesday
)3

14
{ s"-ThUlSday
Il Friday

| r1 Saturday

4:30
5:00
5:45

8:30

11:00
11:30

12:45

11:.00
11:30

12:45

- 5:30

6:00

7.30

Dress
Rehearsal

Actors' Make up Call
Technicai Crew Call
Make-up check

Dress Rehearsal Begins

Actors' Make up Call
Technical Crew Call

Run Matinee

Actors’ Make up Call
Tachnical Crew Call
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Actors' Make up Call
Technical Crew Call

Run Show
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All My Sons
Rehearsal Notes
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All My Sons
Rehearsal Notes
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10th & Ingersoll
Coos Bay, OR 97420 = H H
503.267-1419 Discipline Record
(" Student's Name Date Time Referred By h
3 |
Location Class Period Course Name
\_ XT3 Y,
( Offense AER,
/What has already been done? 2\ .
Conference With Student
Kept Ater Class
Delention Assigned
Referral Sent
Called Parents
_____ Conferenca With Parents
Consulted With Counselor
Previous Discipline Record Tumed in
Student Previously Sent To Office '
— Consutted With Dean : Signature is illegible.
\ Special Behavioral Plan in Effect ) \
N Signature - TBe o
e 5

Optional: Student's Explanation

Please note:

The signatures have been redacted due to security reasons.

Signature is illegible.

Studeni 5ignmture

N

Dean's Action
~_-Documented & Mailed Home . |
~_ Conferred With The Student 4
Called Home
_Detention Assigned
In School Suspension Assigned
Saturday School Assigned
Suspanded
Refermed To:
“Suspended Sentence® Given
Apology or Restitution Required
Work Detail Assigned
\_ Whitten Explanation Required

AU

Signature is illegible.

Eﬁ"t Signature

If checked below, please

N

call the teacher at 267-1405 or 267-1440

call the counselor at 267-1402

/A Note To Parent & Student  The Discipline Record is a communication between the MHS Staff and the Dean Of Students. It
is used to report rule violations or to ask for assistance in dealing with students, A copy is mailed home as a courtesy. Please discuss this
incident as well as how problems like this can be avoided in the future. Please contact the teacher, counselor, or Dean if you have questions.

=
™

call the Dean al 267-1419 )
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I
CENTRAL WASHINGTON UNIVERSITY

Theatre Arts

M.A. Creative Project Analysis

ALL MY SONS by Arthur Miller: Marshfield High School (Coos Bay, Oregon) production by the
Madrala Players, Directed by Jim Fewer, March 15 - 17, 2001. Viewed on March 15.

f never saw Marshfield High School, which was a first for me. Usually when I observe a high
school production [ visit a theatre inside the main high school building. However, in this case, the
Madrala Players (the drama club) have their very own building, which is located “behind” the
school! itself and adjacent to the new football stadium. The building is an old shop which Jim, his
wife, his students, and his predecessor have successfully converied into a wonderful small thrust
theatre. Seating about 100, with a large greenroom/dressing room downstatrs and a classroom on
the main level, and with one bathroom which the audience shares with the company, the space is
appropriate for hundreds of different productions. All My Sons fared very well here.

The evening was an enjoyable onc. As I entered the facility, the students working tickcts and
concessions were all “eostumed” in black slacks and white shirts (with ties). | immediately sensed
that things were under control with this production. The concession stand was cozy and
appealing, with cookies, coffee and other drinks, After a brief tour, 1 took my seat. The printed
program was informative and interesting, with one omission which I’ll point out later. The theatre
was nearly full at curtain time.

No credit was given for the simply but effective setting design. Everything needed was there, and
the set boasted an especially nice floor treatment with a partial brick walk, grass, and porch.
Kristy Fewer, the director’s wife, was credited with the appropriate ¢costumes and very nice hair,
and we must assume that the director and his students were responsible for the set. The lighting,
from few instruments, was sufficient but could not add much to the environment. An cspecially
nice touch was the gelling of the exit lights to an inconspicuous green. [t was a pleasure to see
black walls and cciling in a high school theatre. The focus was on the actors and the stage, as it
should be, and not on the curtains, walls, and ceiling as it often is in these settings.

The lighting crew did manage three effective practicals which added 1o the overall setting, and a
blue wash was used for the night scene. We were also able to look into the kitchen (the overall
setting is the yard and poreh of the Keller home), a nice touch. Music selected was appropriate to
the period and the mood.

I was especially impressed when the setting walls didn’t shake when various doors were slammed,
nor did the picket fence move or shake when either of two gates was closed, sometimes with
force. Everything was well built and looked good. Nice work, construction crew!

4C0 E. 8th Avenue » Ellensburg, WA 98926-7460 » 500-963-*766 » FAX 509-963-1767
LEQHANT FLE X INGTILTION » TUD 5039632323
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[ was most grateful of all for the actors who did not overplay, and this was most of them. The
director taught and directed them beautifully and they played with restraint, if a bit too
sentimentally. But if I had to choose, I’d rather attend a sentimental reading of a play than a loud
and over-acted one. The underplaying and effort for truth made the experience memorabie.

[t’s difficult for young actors not to read a play with sentiment. They haven’t yet the experience
required to find the darker sides of characters, so they tend to lean toward “nice.” The play
moved in a non-sentimental direction when Alex Jones (as George Deever) entered. The ensuing
scenes were the strongest of the evening. But overall, the cast was first rate. Chris Cummins (as
Frank) tended to rush, but Susie Barney {as Frank’s wife) made up for it with considerabie sparkle
and charisma. Matt Brende and Ali Roblan (in the leading roles of Joe and Kate Keller) were
solid and enjoyable, and both possess good stage presence and strong voices. Scan Rucas and
Laicie Olson (the “young lovers” Chris Keller and Ann Deever) were strong and believable,
especially nice casting. Brooks Masiba (as Dr. Bayliss) and Jessical Saint (as his wife) added both
quiet humor and an accent to the marital conflicts of the main plot. Young Wyatt Gieselman (as
Bert) was fine in his important role.

The production seemed to flow smoothly with few if any glitches, thanks probably to excellent
stage managment by Amber Amsbary and her staff,

The directing was tight and honest and the director’s concept for the play was realized. The play
flowed at the correct tempo, pacing was usually rigbt, and the blocking, for the most part, was
clean and efficient. With his next productions, Jim might concentrate on working on removal of
the downward inflections of line readings practiced by many cast members, and some exercises to
identify and remove bad pronoun emphasis which happened in many places. But, as pointed out, I
was so grateful for the efforts at truthful characterization that I forgave these weaknesses!

The administration of Marshficld High School is to be praised for support of a program that is not
music or athletics. So many students found exceptional opportunity for positive accomplishment
in this production that it must point to strengths of the drama program in general, and the
opportunities for hundreds of students to come. Congratulations to everyone who has
participated in those decisions.

Now to the one omission noted earlier. Nowhere in the program does it say who directed the
show! Or who is the director of the drama program! While I find it a beautiful compliment to Jim
Fewer that he wasn’t proof-reading a program to find his own name, and pretty clear testimony to
his gentle humility (what a quality for a high school drama teacher!), I urge him to list himself next
time. The credit is yours, Jim, take it. Remember, you will also have to take the blame some of
the time ...
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You have a fine program. Best of luck with future productions. If I’m ever around Coos Bay
when a show is up, you can be sure I’ll attend. Thank you for a lovely evening (and for the neat
sweatshirt).

Wesley Van Tassel, Ph.D.
Professor and Thesis Advisor

Please note: This signature has been redacted due to security reasons.
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Seif-evaluation

The production process of All My Sons provided many challenges for the actors,
the designers and the director. Throughout the process, several instances that
provided great difficuity occurred. These challenges set the entire team back, and
resulted in some fancy footwork and some simple adjustments to compensate for the
short-falis. Difficulties encountered ranged from veteran actors developing attitudes,
and stagecraft crew hindering the construction process, to individuals simply dropping
from the production team due to the challenges the script provided. However, nothing
was insurmountable as the production progressed, we opened as scheduled, and the
set, costumes and actors were ready and prepared for the audience.

To begin, the concept that appeared in the director's concept statement was met
with nearly ninety-five percent accuracy in the structural, aesthetic and practicality
areas. As the construction crew developed the set, it took on a life of its own.

During the first semester of the class, the construction crew struggled with the
workahility of the design. The original set design for the size and style of the house
changed. Initially an awning style deck had been planned for the back yard in order to
provide a hanging seat outside the stage left window. However, this deck was changed
as expense and lighting became troublesome challenges. The awning style deck
became a fatality and transformed into a railed deck. This fatality actually worked for
the better and provided more appropriate lighting and better stage pictures. Another
fatality occurred as windows that were to be included on the set (namely the second
story bedroom window over the kitchen and an additional basement window) did not
realize fruition for the simple reason the set grew from necessity for actor movement.
Therefore the second story window was imagined and placed by the actors, and the
basement window was only visible to a audience left. Neither situation caused too

much difficulty as the students were able to work with the set from the first rehearsal.
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A further challenge in construction of the All My Sons stage occurred from the
gazebo/arbor on the stage right. This particular construction no matter how well it was
designed, and no matter how many people collaborated the structure would not stablize
nor achieve the desired aesthetics. This construction underwent a minimum of three
structural variations in order to secure and make the structure practical as well as
aesthetically complementary to the house itself. Despite the gazebo construction team
arguing and all of us nearing the abandonment of the gazebo idea for the stage,
everyone trudged on wielding hammers, drills and lumber. Finally the gazeho, a central
point of action on stage took shape and added to the appeal of the stage.

Yard furniture, on the other hand, was much more simple to acquire. After
several attempts at locating inexpensive patterns for Adirondack furniture, and
preparing cost estimates, we all settled on trying to borrow the fumiture we needed.
Thankfully a middle school librarian answered our appeal for furniture and within two
days the students were working with the furniture that adorned the stage.

Now the yard itseif was a treat. A happy accident occurred in the building of the
stage. When the house and the gazebo had been built and nearly completed, a brick
walkway came to the surface. In fact the actor who played Joe said, lets borrow or
purchase real bricks from a local masonry company to which he had connections.
However, his connections proved axpensive and instead of abandoning the idea, we
started gathering all the scrap one by two lumber and three-quarter plywood we had in
the shop area. With a ingenuity and a great deal of patience, five individuals cut lumber
into brick shapes and painted the lumber to look like actual bricks (deceiving the
trained and the untrained eyes). The student brick team had even stated by the time
the bricks had be placed “If we see another brick, it will be too soon.” Despite their
grumbling, their good humor lasted and over three hundred brick pieces later and

fifteen gallons of sand, the walkway was completed.
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Overall the set met my personal expectations and provided the background for
the actors to create their characters before. As the concept statement emphasized-- the
set should not detract, but be an integral portion of the play--the set was constructed
and met that expectation. The screen door, the windows overicoking the backyard, the
enclosed porch, and even the gazebo added to the effect of the production and allowed
the characters to play upon a stage much as a real family would play within the
confines of their own backyard.

As the production got underway during the latter portion of the first semester, the
praduction crew was selected through an application process. These students were
given duties that ranged from production assistant to stage manager, and house
manager to program manager. Each of these duties had been stressed as to their
importance to the overall production. However, as with many students in the high
school level, their staying power for a project that takes longer than three weeks to
accomplish is lacking. They aiso were told that if a job is not completed according to
deadlines they would be removed from their title. The production crew underwent few
changes and the complex agenda of changing the duties frequently disrupted the
production team schedule.

Of all the production crew members, the biggest set-back was the costuming
team. With the first production meeting, the team was given the guidelines and the
concept statement to read and use. This proved difficult as they set their deadlines and
own guidelines, but as the deadlines arrived, the projects didn’t. Consequently, as the
crew had been told, these individuals received notice that they were relieved of their
duties much to their shock and dismay. The costuming detail then fell upon my wife,
who graciously began struggling to locate costumes and within a few hours she had
many mens costumes located and fitted. Within a couple of days, she had the women
costumed. With the assistance of Salvation Army and their gracious donations, all the

cast had been clothed.
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As the actors began to wear the clothing in the rehearsals so as to make the
clothing as natural to them as possible, some negative attitudes began to develop. One
particular actor did not particularly enjoy the original costuming choice and complained
to many of the cast and literally voiced her opinion to everyone but the costumer. This
caused some problems as she knew there had to be better costumes that did not make
her look “frumpy” and “fat”. So she took it upon herself to costume her own character.
This caused great frustration and frequent confrontations as the actor felt that she
could over-ride the costumer. Indeed, she was toid to “make another choice.” However,
as two weeks of grumbiing and whining came to a close, the costumer and | said, “if
you can do better, please do it" and removed her costumes from the green room and let
her know that she needed to find costumes or go without. Low and behold, she came in
with costumes the next morning, and a happy medium had been discovered between
the actor's choice and the character's choice of clothing. Costuming finally came to a
close with only a few days to spare before dress rehearsals began.

The costuming concept, while a challenge for the production team and my wife,
came to reality. The colors placed the appropriate emphasis on the characters and did
not detract from the production itseif. Natural hues on the men, and brighter bolder
colors on most of the women established the 1940’s quite well. Color symbolism carried
throughout the costuming and the styles detailed the economic status and or economic
desires for each character. Overali, the costuming was quite effective.

As for the venue itself, limitations though few were effectively overcome. As the
crew constructed to the set, the parameters of fire lanes and safety factors were
continually discussed. Since All My Sons did not have to follow a previous show (it was
the first show of the season due to scheduling conflicts and a birth in the director's
family), the set was built from the foundation and not a transformation from another set
as previously indicated. The set realization maintained the thirty-six inch margins for

the exits and any passing areas, complete with the new installation of exit signs (which
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illuminate the stage during blackouts) that guide the audience to the appropriate exits.
The exit margins provided some challenges as the exits and entrances for the actors
needed to be the same as the passages to the doors, so as a compromise, the
maskings which usually attach to walls had to become self-supported and moved. As a
result, the cyclorama of the original plan disappeared and the black maskings became
the backdrop. This did not allow the lighting concept reach full realization, but for every
compromise there is a sacrifice.

The lighting faced many sacrifices from the original design. As according to the
concept statement “realistic sunlight in conjunctions with many cool color medias” were
employed. However, since the porch design changed and the arbor/gazebo design
changed, the lighting concept to create the vertical shadows representative of prison
bars did not fully reach reality. While there were some vertical shadows, they were not
as evident as originally conceived. The practical lights of the gazebo, the interior and
the porch light added the necessary mood lighting in order to emphasize the scenes
and give a sense of true realism to the stage.

Lighting that never really met up to expectations appearred during Act lll. The
blue lights (stereotypical of nighttime lighting) appeared even in this production. | want
to see the actors’ faces unless there is a reason to keep them in shadows (seldom on
the stage). Throughout the third act, the blue light cast a deepening sense of doom,
and a cool color across the stage. In order to achieve the effect of a full moon, and a
sense of darkness, blue and lavendar gels had been utilized. Though they apparently
worked, | was not fully satisfied with the coloring.

The production was a learning experience for me, my wife, my production team,
and the cast. Throughout the production, | believe that the learning goals and
objectives were met for the most part.

Several objectives were not thoroughty met throughout the cast. While these

were established as goals, they did not hinder the overall effectiveness of the show, but
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could have enhanced the actor's discipline. The actors did not develop their actor’s
journals throughout the production as | had intended. Instead the actors detailed their
notes and troubles within their script as constant reminders. Their discoveries were
quickly incorporated on the stage since many of the actors experienced “AH HA"
moments and some experienced “Whoa” moments. When these happened we qujckly
built that into the scene and reminded them about them as the rehearsal progressed.

Developing body rhythms and tempos was difficuit for many of the actors. The
principals (Joe, Kate, Chris, Ann) developed the rhythms very effectively. Despite some
of the annoying “isms” that some of the actors possessed, they incorporated them into
their roles rather than attempt an ineffective neutralization. Likewise, the actor who
portrayed George dug deeper into his character than | had expected from a young
freshman to do. He discovered physical rhythms and worked to bring them to life
consistantly. He even practiced these rhythms wailking down the hallway from class to
class, just to get it engrained.

Whiie body rhythms and tempos were developed, the aurally strong character
bypassed a couple of actors. The soft spoken Ann, and the speedy Frank, did not
consistantly meet this objective. Ann at times, under-played the moments, while Frank
(at times) raced through his lines in order to "get them done.” Despite frequent direction
to rectify these issues, these problems still continued through to opening night.

Overall, this production met my expectations. | believe that such a difficult play
was a tribute to the students who actually puiled off the difficult characters. Throughout
the rehearsal process the students constantly kept previous reviews in front of them in
order to remind themselves that this production is not a screaming match or a
sentimental bore, They also strove to create believable characters in a world that
existed (for some) forty years prior to their births, which was a difficult undertaking for
them and for me to guide them into and through a world that existed twenty years prior

to my birth as well.
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PRODUCTION CREW -

Congratulations you have selected to work in the difficult area of production
preparation. These jobs take countless hours and organization and will add numerous
hours toward your thespian membership card. Remember this in the BIG project for Mr.
Fewer and all of you will be helping ease the stress for him and

First Production Crew Meeting will be held November 7, 2000 at 3:15 pm in the Drama
Lab Green Room.

If you accept this position please come in and sign the roster in the classroom.

Production Asst Rebecca Hinrichs
& Publicity Asst
Stage Manager Amber Amsbary
Asst Stage Manager Sarah Bishop
Properties Manager Julie Corliss
House Manager Sumar Esteves
Asst House Manager Lisa Browning
Lighting Technician/Designer Jeanne Hart
& Ass’t Sound Designer
Ass’t Lighting Technician Alisha Wiison
Sound Technician/Designer Dyllan Webb
Ass’t Sound Technician Matt Beckner
Program Manager Teresa Hoffman
Publicity Manager Melissa Koopman
& Asst to the Mrs.
Costume Manager Chelsea Griffith
Costuming Researcher
Asst Costume Manager Andrea Corliss
House Crew Bryande Mendoza  Nina Lee
Publicity Miguel Cordiero Evelyn Kelly
Promotions Britanny Lewis Michelle Hosie

Janna Gouley
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AUDITION SCENES
ALL MY SONS

FRANK, LYDIA, KELLER,
SUE, JIM

BERT, KELLER, CHRIS

MOTHER monologue
S ""‘“‘:/V?jk

MOTHER, KELLER, BERT

KELLER
(coming home monologue)

ANN, CHRIS

SUE , ANN

GEORGE, CHRIS, MOTHER
KELLER, ANN, FRANK,
LYDIA

HRIS, KELLER
JM, MOTHER
ANN (Monologue)

MOTHER, ANN
CHRIS (letter monologue)

pages 9 - 10
pages 11 —-12

page 18
(may be memorized)

pages 19-20

page 26
(may be memorized)

pages 29 — 30
(the kiss)

pages 36 — 38

pages 53-56
pages 58-5
pages 60-61

page 64
(may be memorized)

pages 64-65

page 68
(may be memorized)
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all ry somrns

call racks

Barney, Susie

Bishop, Sarah

Brende, Matt The Call Backs
Cordiero, Miguel Are Scheduled for
Cummins, Chris 6:15 pm this evening
Gouley, Janna please be here.
Griffith, Chelsea (Alex I know you
Hart, Jeanne have a game....)
Jones, Alex

Lewis, Brittany Bring yourself and
Masiba, Brooks come ready for an
Olson, Laicie acting work out.
Rucas, Sean

Roblan, Ali

Saint, Jessica
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Congratulations!
You have been selected to poriray characters in All My Sons.

Please come to the Drama Lab to sign your acceptance of your role and pick up your
script and production

In order of appearance.

Joe Keller Matt Brende
Kate Keller Ali Roblan
Chris Keller Sean Rucas
Ann Deever Laicie Olson
George Deever Alex Jones

Dr. Jim Bayliss Brooks Masiba

Sue Bayliss Jessica Saint
Frank Lubey Chris Cummins
Lydia Lubey Susie Barney
Bert Wryatt Gieselman



Office Of The Dean Of Students Marshfield H|gh School

10th & Ingersoll

Coos Bay, OR 97420 < - "

503.267-1419 Discipline Record

( Student's Name Date : Time Referred By N
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CODE OF ETHICS

Part of the great tradition of the theatre is a code of ethics which belongs to every worker on the legitimate
stage. This code, while tacit, has been observed throughout the centuries and wifl continae long after us, It is
neither superstition, nor dogma, nor a statute enforced by law. It is an artitude toward crafismanship, a
respect for associates and a dedication toward the audience, This code outlines a self-disciple which, far from
robbing one of individuality, increases personal esteem and dignity through cooperation and common
purpose. The result is perfection which encompasses all that is meant by "Good Theatre.”

The Show Must Go On! I will never miss a performance,

I shall play every performance io the best of nty ability. regardless of how small my role or large my personat
problems.

I will respect my audience regardless of size or station.

i shall never miss an entrance or cause a curtain to be late by my failure to be ready.

I shall forego all social activities which interfere with rehearsals and will always be on time.

I shall never leave the theatre building or stage area until I have completed my performance.

I shall remember that my aim is to create illusion; therefore, I wifl not destroy that illusien by appearing in
costume and make-up off stage or outside the theatre.

I will aot allow the commenis of friends, relatives, or critics to change any phase of my work without proper
authorization. T will not alter lines. business, lights, properties, settings, costumes, or any phase of the
production without consultation with and permission from the director.

I shall accept the director's advice in the spirit in which it is given for he sees the production as a whole and
my role as a portion thereof.

[ shall look upon the production as a collective effort demanding my utmost cooperation; hence, I will forege
the gratification of ego for the demands of the play.

I will be patient and avoid temperamental outbursts, for they create temsion and serve no useful purpose.

I shall respect the play and the playwright, remembering that " A work of art is not a work of art until it is
finished."”

I shall never blame my co-workers for my own failure.

T will never engage in caustie criticism of another artist's work from jealousy or an urge to increase my own
prestige.

I shall inspire tbe public to respect me and my craft through graciousness in accepting both praise and
constructive criticism,

I will use stage properties and costumes with care. knowing they are tools of my craft and a vital part of the
production,

I will observe backstage courtesy and shall comport mysell in strict compliance with rules of the theatre in
which T work,

I shall never lose my enthusiasm for the theatre because of disappointment or lailure for they are the lessons
by which I learn.

I shall direct my efforts in such a manner that when I leave the theatre it will siand as a greater institution for
my having labored there.

I shall embody these ethics within my heart, my mind and my soul
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James Fewer !Marshfield!

From: Sandy Reiber (Marshfield)

Sent: Monday, March 19, 2001 7:36 AM

To: James Fewer (Marshfietd)

Subject: RE: Stage Craft/ ALL MY SONS/ BATHROOM HUMOR Set Strike - Construction

Great job on the play!

-—0nginal Message--~--

From: Jarnes Fewer (Marshfield)
Sent: Monday, March 19, 2001 7:01 AM
Tao: #Marshfield - ALL

Subject: Stage Craft/ ALL MY SONS/ BATHROOM HUMOR. Set Strike - Construction

Due to the nature of the shows this year, the cast and crews of ALL MY SONS and BATHROOM HUMOR will be in
the drama lab today striking one set and setting the second during the day today. This is part of the education of a
repentory-styie theatre company where one set is struck another is going into place. Therefore, | am letting you know
who should be here all day today...

<< Fite: SetStrike.xls >> Thanks

| will et you know who appeared and who didn't tomorrow.

Jim
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James Fewer (Marshfield)

From:
Sent:
To:
Subject:

Gael Berhow (Bunker)

Monday, March 19, 2001 7:50 AM
James Fewer (Marshfield)

RE: ALL MY SONS

The play was absolely supeib' The kids did a wonderful job of acting...best i've seen. even better than some |'ve seen
at LTOB! The set was great, as well. I can tell lois of work went inlo Lhts, as well a8 hours of practice. 1 don't think
anyone dropped a line! Tell the kids for me that they were truly wonderful, and { can't wait to see the next presentation!
p.s. this comes from sgmenne who's spent hours an the stage, but almost all of it was melodrama | co-authored two
plays, ane of which is being presented aqgain this year at the Sawdusi Theater!

----- Original Message-----

From:

Sent:
To:

Subject:

James Fewer (Marshfleld}
Thursday, March 15, 2001 2:32 PM
Gaet Berhow (Bunker)

RE: ALl MY SONS

Fwill reserve two seals for you on Saturday jusl in case. If you need to change led me know.

Jim

~---0riginal Message---—
From: Gael Berhow (Bunker)
Sent:  Thursday, March 15, 2001 2:06 PM

To:

James Fewer (Marshfield)

Subject: RE: ALL MY SONS

Season lickets: | think 2 {or each production. | am thinking Sat, evening...but need 1o check with my spouse.

--—-0Original Message-—

From: James Fewer (Marshfield)

Sant: Thursday, March 15, 2001 1:33 PM
To: Gael Barhow (Bunker)

Subject: RE: ALL MY SONS

Let me know as soon as possible what day you would like to come... How many season tickets did you pay
for. | am lost today and that infermation is in my den at home?

Jim
----- Original Message-----
From: Gael Berhow (Bunker)
Sent: Thursday, March 15, 2001 12:45 PM
To: James Fewer (Marshfield)
Subject: RE: ALL MY SONS

| made and paid for season tickets, [ast fall or whenever | want to be sure my name is on the list. |
haven't decided whether te go Fri or Sat. evening .40 1 have to let you know now?

| havern't been to the theater befare, bud | did visit the radio station once 1S the parking up behind the
high school for this?

-----Original Message-----
From: James Fewer (Marshfield)
Sent: Thursday, March 15, 2001 11:25 AM
Ta: ‘Everyone
Subject: ALl MY SONS

| know you are all getting tired of me sending you emails, but this is definitely worth letting everyone
know. There are seats remaining for 50 people at both Thursday and Friday evening shows. We
1



would like you to attend. There are approximately {few reservations pending) 70 sesats remaining for
Saturday's performance. If would like to attend and have already purchased your ticket email me to
let me know you are coming. VWe are attempting to keep closa tabs on Seating so as not to pack the
house like sardines..

Friday night (March 16) you may wish to arrive earlier than 7:00 as the guest speaker in the
auditorium begins around 7:00 pm. Park down the slope by the drama lab for cleser parking fo the
Drama Leb Theatre or even in the lower lot behind the radio station.

Thanks for ail your supponl.
Jim

THE DRAMA LAB WISHES THE BEST OF LUCK TO THE UPBEATS AT STATE!!!!
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Pasd Swark, Asriatart Priscipal
M@m—h,.&‘fz.m.m

March 23, 2001

To Whom It May Concern:

I am happy to write you concerning James Fewer. I have known Jim for 6 years and have
been his evaluator these last three years. I have observed him both in and out of the
classroom and consider him, not only an excellent teacher, but also a fine human being,.

Jim has been running our theatre department at Marshfield High School for 3 years. He
has done a wonderful job in growing the program and improving the facility. The theatre
students seem to like him and Jim proves his effectiveness with them with each
production. Jim also is very good at working with the community. He has been able to
get many things for his theatre which would not have been possible without the generous
support he has built out in the community.

Jim is a fine teacher. Jim has developed and taught different theatre classes and has
increased the number of theatre classes and the school’s participation in this program.
Jim also does an excellent job of teaching English. Jim has also taught the speaking
assessment to all the district staff.

Jim is a natural leader and works well with the Fine Arts Department and the English
Department. He exerts this leadership in both departments.

Jim’s recent production of Arthur Miller’s, “All My Sons”, was a fine example to his
dedication, talent and energy. This production was well done and well received by
students, staff and community.

Jim is a wonderful part of our staff. We are very happy he teaches here.

Sincerely,

Paul Swank, Assistant Principal

Please note:
This signature has been redacted due to security reasons.
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(1) ON THE RISE: It is early Sunday morning. Joe Keller JIM. (1) Where’s your tobacco? =
is sitting in reading the want ads of the Sunday paper, the >
other sections of which lie neatly on the ground beside him. Dr. Jirr KELLER. I think I left it on the table. Gonna rain tonight. @)
Bayliss is standing staring at the broken tree. B
JIM. Paper says so? E

=

CELLER. Yeah, right here. g

. . )

JIM. Then it can’t rain, g

AN\ AN o

KELLER. Hello, Frank. What’s doin’?

FRANK, Nothin’. Walking off my breakd hat beautiful? Not a
cloud.

KELLER. Yeah, nice.
FRANK. Every Sunday ought to be like this.
KELLER. Want the paper?

FRANK. What’s the difference, its all bad nev "hat’s today’s
catamity?

KELLER. Idon’t know, I don't read the news part any mg
more interesting in the want ads.

LYC 1am3]

FRANK. Why, you trying to buy something?






KELLER. No, I'm just interested. To see what people want
y’know? For instance, here’s a guy is lookin’ for two Newfoundland
dogs. Now what’s he want with two Newfoundland dogs?

FRANK. That is funny.

KELLEFT ™ ye’s another one. Wanted—OIld Dictionaries. High
prices pa aw what’s a man going to do with an old dictionary?

FRANK. Why not? Probably a book collector.

KELLER. You mean he’ll make a living out of that?

FRANK. Sure, there’s a lot of them,

KELLER. All the kind of business goin’ on. In my day, either you
were a lawyer, or a doctor, or you worked in a shop.

Now , ..

FRANK. Well, I was going to be a forester once.

KE] " ¥R, Well, that shows you; in my day, there was no such
thin  ‘ou look at a page like this you realize how ignorant you
are. rsss!

FRANK. Hey, what happened to your tree?

{ELLER. Ain’t that awful? The wind must’ve got it last night. You
neard the wind didn’t you?

FRANK. Yeah, I got a mess in my yard, too. What a pity. What’d
GIVEN CIR. Kate say?






KELLER. They’re all asleep 'm just waiting for her to see it,
FRANK. Youknow? —It’s funny.
KELLER. What?

FRANK. Larry was born in August. He’d been twenty-seven this
month. And his tree blows down.

KELLER. I’'m surprised you remember his birthday, Frank That’s
nice.

FRANK. Well, I’'m working on his horoscope.

KELLER. How can you make him a horoscop  1at’s for the
future ain’t it?

FRANK. Well, what I’'m doing is this, see. Larry was reported
missing on November 25“’, right?

KELLER. Yesh

TRANK. Well, then, we assume that if he was killed it was on
November 25", Now, what Kate wants . . .

{ELLER. Oh, Kate asked you to make a horoscope?

FRANK. Yeah, what she wants to find out is whether November
25 was a favorable day for Larry.

KELLER. What is that, favorable day?






FRANK. Well, a favorable day for a person is a fortunate day,
according to his stars, In other words it would be practically
impossible for him to have died on his favorable day.

KELLER. Well, was that his favorable day? - November 25ths

FRANK, That’s what I'm working on to find out. It tekes tirme
See the point is, if November 25M was his favorable *- then it .
completely possible he’s alive somewhere, because . mean it’s
possible. I didn’t even see you.

KELLER. Is he talkin’ sense?

JIM. Him? He’s all right. He’s just completely out of his mind,
that’s all.

FRANK. The trouble with you is, you don’t believe in anything.

JIM. And your trouble is that you believe in anythi e didn’t
see my kid this moming, did you?

1 e ITH's ALl & SO0AT Hhe
FRANK. No. Ko s

JIM. What a problem. One look at a girl and he takes her

/\ \/ KELLER. Imagine? He walked off with his thermometer. Rigl it
f his bag.
AN\ \/\/\/ \ \ ’
i .

temperature.

SuE!
F M_;;H,_ c FRANK. That boy’s going to be a real doctor; he’s smart.

JIM. Over my dead body he’ll be a doctor. A good beginning, too.






FRANK. Why? It’s an honorable profession.
JIM. Frank, will you stop talking like a civics book?

FRANK. Why, [ saw & movie a couple weeks ago, reminded me of
you. There was a doctor in that picture . . .

KELLER. Don Ameche!

FRANK. I think * --as, yeah. And he worked in his basement
discovering thing  1at’s what you ought to do; you could help
humanity, insteac .. . ..

iIM. I would love to help humanity on a Warner Brothers salary.
KELLER. That’s very good, Jim.

JIM. Well, where’s the beautiful girl was supposed to be here?
FRANK. Annie came?

KELLER. Sure, sleepin” upstei + picked her up on the one
o’clock train last night, Wonder.... ..ng. Girl leaves here, a scrawny
kid. Couple of years go by, she’s a regular woman. Hardly
recognized her, and she was running in and out of this yard all her
life. That was a very happy family used to live in your house, Jim.
JIM. Like to meet her, The block can use a pretty girl. "™ “he whole
neighborhood there’s not a damrned thing to look at. .. ixcept my

wife, of course.

SUE. Mrs. Adams is on the phone, you dog,






JIM. Such s the condition which prevails, my love, my light . . ..

SUE. Don’t sniff around me. And give her a nasty answer. I can
smell her perfume over the phone.

JIM. What’s the matter with her now?

SUE. 1don’t know, dear. She sounds like she’s in terrible
pain—unless her mouth is full of candy.

JIM. Why don’t you just tell her to lay down?

SUE. She enjays it more when you tell her to lay dov =~ nd when
are you going to see Mr. Hubbard?

JIM. My dear; Mt. Hubbard is not sick, and I have better things to
do than to sit there and hold his hand.

SUE. It seems to me that for ten dollars you could hold his hand.

JIM. If your son wants to play golf tell him I'm ready. Or if he’d
like to take a trip around the world for about thirty years.

KELLER. Why do you needle him? He’s a doctor, women are
suppose to call him up.

SUE. Ali I said was Mrs. Adams is on the pho an I have some
of your parsley?

KELLER. Yeah, sure. You were a nurse too fong, Sus o’re
too. . . too . . . realisfic,

SUE. Now you said it!






LYDIA. Frank, the toaster . . . Hya

KELLER. Hello!

LYDIA. The toaster is off again.

FRANK. Well, plug it in, I just fixed it.

LYDIA. Please, dear, fix it back like it was before.

FRANK. I don’t know why you can’t learn to turn on a simple thing
like a toaster!

SUE. Thomas Edison.
LYDIA. He’s really very handy. Oh, did the wind get your tree?
KELLER. Yeah, last night,

XYDIA. Oh, what a pity. Annie get in?

KELLER. She’ll be down soon. Wait’ll you meet her, Sue, she’s a
knockout.

SUE. 1 should’ve been a man. People are always introducing me to
beautiful women. Tell her to come over later; I imagine she'd like
to see what we did with her house. And thanks.

LYDIA, Is she still unhappy, Joe?

KELLER. Annie? I don’t suppose she goes around dancing on her
toes, but she seems to be over it.

LYDIA. She going to get married? Is there anybody . . .?
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KELLER. 1 suppose. .. say, it’s a couple years already. She can’t
mourn a boy forever.

LYDIA It’s so strange . . . Annie’s here and not even married. And
I’ve got three babies. | always thought it’d be the other way around.

KELLER. Well, that’s what a war does. I had two sons, now I got
one. It changed alt the tallies. In my day when you had sons it was
an honor. Today a doctor could make a million dollars if he could
figure out a way to bring a boy into the world without a trigger
finger.

LYDIA. You know, I was just reading . . . Hya, Chris.

FRANK. Lydia, come in here! If you want the toaster to work
don’t plug in the malted mixer.

LYDIA DidI.. .7

FRANK. And the next time I fix something don’t tell me I’m crazy!
Now come in here!

LYDIA. I'll never hear the end of this one.
KELLER. So what’s the difference? Instead of toast have a malted.

LYDIA. Sh! Shi

ra 1.3
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KELLER. You want the paper? £ Secven

CHRIS. That’s all right, just the book section.






heoT  KELLER. You're always reading the book section and you never
buy a book.

Atuag CHRIS. 1 like to keep abreast of my ignorance.
fuwsec KELLER, What is that, every week a new book comes out?
Ferwi<  CHRIS. Lot of new books.
gcasp  KELLER. All different.
T w0 CHRIS. All different,
N~erT  KELLER. Psss! Annie up yet?
&relan CHRIS. Mother’s giving her breakfast in the dining room.
Ml KELLER. See what happened to the tree?
aqice.  CHRIS, Yeah,

_r “zzle  KELLER. What’s mother going to say?

I Prisones
gr«e}  BERT. You're finally up. rriene -sz‘;fw

#aaewn . KELLER. Ha!l Bert’s here! Where's Tommy? He's got his father’s
thermometer again.

/\/ \/\ / \ / \/\/ \/ \/ Tateze\ BERT. He's taking a reading.

regrere CHRIS. What!

Protest” BERT. Butit’s only oral.
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KELLER. Oh, well, there’s no harm in or 2> what’s new this
moming, Bert?

BERT. Nothin’.
CELLER. Then you couldn’t’ve made a complete inspection of the
plock. In the beginning, when I first made you a policeman you used

to come in every morning with something new. Now, nothin’s ever
new.

BERT. Except some kids from Thirteenth Street. They started
kicking a can down the block, and I made them go away because
you were sleeping.

KELLER. Now you're talkin', Bert. Now you’re on the ball. First
thing you know I’m liable to make you a detective,

BERT. Can I sec the jail now?
KELLER. Seen’ the jail ain’t allowed, Bert. You know that.

BERT. Aw, I betcha there isn’t even a jail. I don’t see any bars on
the cellar windows.

KELLER. Bert, on my word of honor, there’s a jail in the
basement. I showed you my gun, didn’t 17

BERT. But that’s a hunting gun.
KELLER. That’s an arresting gun!
BERT. Then why don’t you ever arrest anybody? Tommy said

another dirty word to Doris yesterday, and you didn’t even demote
him.
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Jive KELLER. Yeah, that’s & dangerous character, that Tommy. What
word does he say?

Aseio BERT. Oh,Ican’t say that.
Ufqe  KELLER. Well, gimme a idea.
elade  BERT. Ican’t. It’s not a nice word.

entxe KELLER. Just whisper it in my ear. I'll close my eyes. Maybe I Q_‘l__ -~
won’t even hear it.

checK.  BERT. Ican’t Mr. Keller.
holb  CHRIS. Don’t make him do that.

relearg  KELLER. Okay, Bert. I take your word. Now go out, and keep
both eyes peeled.

cbuui‘ﬂrﬂ, BERT. For what?

KELLER. For what! Bert, the whole neighborhood is depending on
you. A policeman don’t ask questions. Now peel them eyes!

‘C-:n—ld’f:_k‘
prod BERT. Okay.
dcew basl KELLER. And mum’s the word, Bert.
weDed. BERT. About what?
Tease.  KELLER Just in general. Be v-e-r-y careful.

QA et BERT. Ckay.






12
okt KELLER. I got all the kids crazy!

Asse-r CHRIS. One of these days, they’ll all come in here and beat your
brains out.

. 5 whar About *aotrner
Do w KELLER., What's she going to say? Maybe we ought to tell her
before she sees it.

§ by CHRIS. She saw it.

Dcn.ql KELLER. How could she see it? I was the first one up. She was
. /\ still in bed.
\/\ \ Prov CHRIS. She was out here when it broke.

gendes  KELLER. When?

Shoes
"eeall CHRIS. About four this morning. I heard it cracking and 1 woke up
and looked out. She was standing right here when it cracked.
(language break down) ProteT  KELLER. What was she doing out here four in the morning?

woeoe . CHRIS. Idon’t know. When it cracked she ran back into the house
and cried in the kitchen.

andestuno KELLER. Did you talk to her?
Fveie CHRIS. No,!... I figured the best thing was to leave her alone.
4rpnd KELLER. She cried hard?

CHRIS. 1 could hear her right through the floor of my room.

toun '}’.'n e
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Brqer KELLER. What was she doing out here at that hour? She’s
dreaming about him again. She’s walking around at night.

Agree  CHRIS. 1 guess she is.

AFFem  KELLER. She’s getting just kke after he died. What’s the meaning
of that?

carm CHRIS. Idon't know the meaning of it. But I know one thing,
Dad. We’ve made a temble mistake with Mother.

Tess oFF KEITER What?

prad CHRIS. Being dishonest with her. That kind of thing always pays
off, and now it’s paying off.

provole  KELLER. What do you mean, dishonest?

Stand CHRIS. You know Larry’s not coming back and I know it. Why do
we allow her to go on thinking that we believe with her?

MecX.  KELLER. What do you want to do, argue with her?

CHRIS. Idon’t want to argue with her, but it’s time she realized
that nobody believes Larry is alive any more. Why shouldn’t she
dream of him, walk the nights waiting for him? Do we contradict
her? Do we say straight out that we have no hope any more? That
we haven’t had any hope for years now?

'—!D:_“,aul'a](

st (3\( KELLER. You can’t say that to her.
faconrage CHRIS. We've got to say if te her.

“remp¥ KELLER. How’re you going to prove it? Can you prove it?
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CHRIS, For God’s sake, three years! Nobody comes back afier
three years. It’s insane.

Aacee KELLER. To you it is, and to me. But not to her. You can talk
yourself blue in the face, but there’s no body and there’s no grave,
so where are you?
Calm CHRIS. Sit down, Dad. I want to talk to you. (t.5a
Red:tect  KELLER. The trouble is the Geddam newspapers. Every month
some boy tums up from nowhere, so the next one is going to be
Larry, so . . .
Sauthe CHRIS. All right, all right, listen to me] You know why I asked The ]
l. e Annie here, don’t you? PropesiTa
F ooy KELLER. Why?
T CHRIS. You know,
Leben KELLER. Well, I got an idea, but . . . What’s the story?
LGN o CHRIS. I’'m going to ask her to marty me.
D>vceqas KELLER. Well, that’s only your business, Chris,
i“e~an®  CHRIS. You know it’s not only my business.
Towereqar( KELLER. What do you want me to do? You're old enough to
know your own mind.
X CHRIS. Thenit’s all right, I'll go ahead with it?
Red rect— KELLER. Well, you want to be sure Mother isn’t going to . . .
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CHRIS. Then it isn’t just my business.

KELLER. I'm just sayin’. .

"HRIS. Sometimes you infuriate me, you know that? Isn’t it your
business, too, if | tell this to Mother and she throws a fit about it?
You have such a talent for ignoring things.

CELLER. Iignore what I gotta ignore. The girl is Larry’s girl . .
CHRIS. She’s not Larry’s gil.
KELLER. From Mother’s point of view he is not dead and you
have no right to take his girl. Now you can go on from there if you
know where to go, but I’'m tellin” you I don’t know where to go.
See? I don’t know. Now what can | do for you?
CHRIS. Idon’t know why it is, but every time I reach out for
something I want, I have to pull back because other people will
suffer. My whole bloody life, time after time after time.
KELLER. You’re a considerate fella, there’s nothing wrong in that.
CHRIS. To hell with that.
KELLER. Did you ask Annie yet?
CHRIS. I wanted to get this settled first.

KELLER. How do you know she’ll marry you? Maybe she feels the
same way Mother does?
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CHRIS. Well, if she does, then that's the end of it. From her letters
I think she’s forgotten him. Ul find out. And then we’ll thrash it out
with Mother? Right? Dad, don’t avoid me.

KELLER. The trouble is, you don’t see enough women. You never
did.

CHRIS. So what? I’m not fast with women.
KELLER. Idon’t see why it has to be Annie. . . .
CHRIS. Because it 1s.

KELLER. That’s a good answer, but it don’t answer anything. You
haven’t seen her since you went to war. It’s five years,

CHRIS. 1can’t help it. [ know her best. I was brought up next door
to her. These years when I think of someone for my wife, [ think of
Annie. What do you want, a diagram?

KELLER. ldon’t want a diagram .. . I.. . FPm ... She thinks he’s
coming back, Chns. You marry that girl and you’re pronouncing

Sgelvm him dead /Now what’s going to happen to Mother? Do you know? I

don’t!

PushdACHRIS. All right, then, Dad.

Q?‘ft v

w"q.(’_

P emtony

KELLER. Give it some more thought,

CHRIS. I've given it three years of thought. I’d hoped that if [
waited, Mother would forget Larry and then we’d have a regular
wedding and everything happy. But if that can’t happen here, then
I'll have to get out.

Jl
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KELLER. What the heli is rhis?

CHRIS. I’ll get out. I'll get married and live some place else.
Maybe in New York.

(ELLER. Areyou crazy?

'HRIS. I've been a good son too long, a good sucker. I’m through
.t it

KELLER. You’ve got a business here, what the hell is this?
CHRIS, The business! The business doesn’t inspire me.

KELLER. Must you be inspired?

CHRIS. Yes. I like it an hour a day. If T have to grub for money all
day long at least at evening I want it beautiful. T want a family, I
want some kids, I want to build something I can give myselfto.

Annie is in the middle of that. Now . . . where do I find it?

ELLER. You mean . .. Tell me something, you mean you’d leave
the business?

CHRIS. Yes. On this I would.

KELLER. Well . . . you don’t want to think like that.

CHRIS. Then help me stay here.

KELLER. Aliright, but . . . but don’t think like that. Because

what the heil did T work for? That’s only for you, Chris, the whole
shootin’-match is for you!
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CHRIS. 1know that, Dad. Just you help me stay here.
KELLER. But don’t think that way, you hear me?
CHRIS. I am thinking that way.
KELLER. Tdon’t understand you, do I?
~HRIS. No, you don’t. I’m a pretty tough guy.

{ELLER. Yeah. I can see that.

MOTHER. Joc? Mothers TathoT g
. Joey

HRIS. Hello, Mom.
MOTHER. Did you take a bag from under the sink?

KELLER. Yeah, I put it in the pail.

MOTHER. Well, get it out of the pail. That’s my potatoes.

A/ \/ / \ /\/\ / /\ / \/\ /\ (ELLER. T thought it was garbage.
wm\

AOTHER. Will you do me a favor, Joe? Don’t be helpful.

1NN QUSC.S {}\ ARG KELLER I can afford another bag of potatoes.

MOTHER. Minnie scoured that pail in boiling water last night. It’s
cleaner than your teeth.

KELLER. And I don’t understand why, after I worked forty years
and T got a maid, why I have to take out the garbage.
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MOTHER. If you would make up your mind that every bag in the
kitchen isn’t full of garbage you wouldn’t be throwing out my
vegetables. Last time it was the onions.

KELLER. Idon’t like garbage in the house.

MOTHER. Then don’t eat.

CHRIS. That settles you for today.

KELLER. Yeah, I'm in last place again. I don’t know, once upon a
time I used to think that when I got money again I would have a
matd and my wife would take it easy. Now I got money, and I got a
maid, and my wife’s workin’ for the maid.

MOTHER. It’s her day off, what are you crabbing about?

CHRIS. Isn’t Annie finished eating?

MOTHER. She’ll be right out. That wind did some job on this
place. So much for that, thank God.

KELLER. Sit down, take it easy.

MOTHER. I've got such a funny pain on the top of my head.
CHRIS. Can I get you an aspirin?

MOTHER. No more¢ roses. It’s so funny . . . everything decides to
happen at the same time. This month is his birthday; his tree blows
down, Annie comes. Everything that happened seems to be coming

back. [ was just down the cellar, and what do I stumble over? His
baseball glove. I haven’t seen it in a century.
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CHRIS. Don’t you think Annie looks well?

MOTHER. Fine. There’s no question about it. She’s a beauty . . . [
still don’t know what brought her here. Not that I'm not glad to see
her, but . . .

CHRIS. I just thought we’d all like to see each other again. And I
wanted to see her myself.

MOTHER. The only thing is I think her nose got longer. But I’ll
always love that girl. She’s one that didn’t jump into bed with
somebody else as soon as it happened with her fella.

KELLER. Oh, what’re you . . . ?

MOTHER. Never mind. Most of them didn’t wait till the telegrams
were opened. I'm just glad she came, s0 you can see I’m not

completely out of my mind.

CHRIS. Just because she isn’t married doesn’t mean she’s been

mourning Larry.
MOTHER. Why then isn’t she?

CHRIS. Well . . .it could’ve been any number of things.
MOTHER. Like what, for instance?
HRIS. I don’t know. Whatever it is. Can I get you an aspirin?

[OTHER. It’s not like a headache.
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KELLER. You don’t sleep, that’s why. She wearing out more
bedroom slippers than shoes.

MOTHER. I had a terrible night. [ never had a night like that.
CHRIS. What was it, Mom? Did you dream?

MOTHER. More, more than a dream.

CHRIS, About Larry?

MOTHER 1 was fast asleep, and . . . Remember the way he used to
fly low past the house when he was in training? When we used to
see his face in the cockpit going by? That’s the way I saw him. Only
high up. Way, way up, where the clouds are. He was so real I could
reach out and touch him. And suddenly he started to fall. And
crying, crying to me . . . Mom, Mom! I could hear him like he was in
the room. Mom! . . . it was his voice! If I could touch him I knew 1
could stop him, if I could only . . . I woke up and it was so funny . . .
The wind . . . it was ltke the roaring of his engine. 1 came out here .
. I must’ve still been half asleep. I could hear that roaring like he was
going by. The tree snapped right in front of me . . . and I like . . .
came awake. See? We should never have planted that tree. i said so
in the first place; It was too soon to plant a tree for him.

CHRIS. Too soon!

MOTHER. We rushed into it. Everybody was in such a hurry to
bury him. 1 said not to plant it yet. I fold youto . . . |

CHRIS, Mother, Mother! The wind blew it down. What
significance has that got? What are you talking about? Mother,
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please . Don’t go through it all again, will you? It’s no good, it
doesn’t accomplish anything. I've been thinking, y’know?—maybe
we ought to put our minds to forgetting him?

MOTHER. That’s the third time you said that this week.

CHRIS. Because it’s not right; we never took up our lives again.
We’re like at a railroad station waiting for a train that never comes
in.

MOTHER. Get me an aspirin, heh?

CHRIS. Sure, and let’s break out of this, heh, Mom? I thought the
four of us might go out to dinner a couple of nights, maybe go
dancing out at the shore.

MOTHER. Fine. We can do it tonight.

KELLER. Swell with me!

CHRIS. Sure, let’s have some fun. You’ll start with this aspidn. ()

. o L ﬂ'ﬁ.'ﬂ.‘\{:S & r\
MOTHER. Why did he invite her here?

KELLER. Why does that bother you?

MOTHER. She’s been in New York three and a half years, why all
ofasudden...?

KELLER. Well, maybe . . . maybe he just wanted to see her . . .

MOTHER. Nobody comes seven hundred miles “just to see.”
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KELLER. What do you mean? He lived next door to the girl all his
life, why shouldn’t he want to see her again? Don’t look at me like
that, he didn’t tell me any more than he told you,
MOTHER. He’s not going to marry her.
KELLER. How do you know he’s even thinking of it?
MOTHER. 1t’s got that about it.
KELLER. Well? So what?
MOTHER. What’s going on here, Joe?

KELLER. Now listen, kad . .

debezm.ne MOTHER. She’s not his girl, Joe; she knows she’s not.

duwu’\\/
engoft(

KELLER. You can’t read her mind.

MOTHER. Then why is she still single? New York is full of men,
why isn’t she married? Probably a hundred people told her she’s
foolish, but she’s waited.

n
NUNKELLER. How do you kniow why she waited?

heq *wiie MOTHER. She knows what I know, that’s why. She’s faithful as a

‘C_‘ MNery

Qeleat

rock. In my worst moments, I think of her waiting, and I know again
that I’m right.

KELLER. Look, it’s a nice day. What are we arguing for?

MOTHER. Nobody in this house dast take her faith away, Joe.
Strangers might. But not his father, not hus brother.
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KELLER, What do you want me to do? What do you wam?
MOTHER. I want you to act like he’s coming back. Both of you.
Don’t think 1 haven’t noticed you since Chris invited her. I won’t
stand for any nonsense.

KELLER. But, Kate . ..

MOTHER Because if he’s not coming back, then I’ll kill myself!
Laugh. Laugh at me. But why did that happen the very night she
came back? Laugh, but there are meanings in such things She goes
to sleep in his room and his memorial breaks to pieces. Look at it;
look. Joe . . .

KELLER. Calm yourself.

MOTHER. Believe with me, Joe. I can’t stand all alone.
KELLER. Calm yourself.

MOTHER. Only last week a man turned up in Detroit, missing
longer than Larry. You read it yourself.

KELLER. All right, al! right, calm yourself.
MOTHER. You above all have got to believe, you . . .
KELLER. Why me above all?

MOTHER. ... Just don’t stop believing . . .

KELLER. What does that mean, me above all?
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BERT. Mr_ Keller! Say, Mr. Keller .. . Tommy just said it again*
KELLER. Said what?... Who?. ..

BERT. The dirty word.

KELLER. Ch. Well. ...

BERT. Gee, aren’t you going to arrest him? I warned him.
MOTHER. Stop that, Bert. Go home. There’s no jail here.
KELLER. Kate . ..

MOTHER. There’s no jail here! I want you to stop that jail
business!

BERT. He’s night across the street . . .

MOTHER. Go home, Bert. 1 want you to stop that, Joe. That
Whole jail business!

KELLER. Look at you, iook at you shaking,
MOTHER. Ican’t help it.

KELLER. What have I got to hide? What the hell is the matter
with you, Kate?

MOTHER. 1 didn’t say you had anything to hide, I’m just telling
you to stop it! Now stop it!

ANN. llya, Joe!
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CHRIS. Take a breath of that air, kid. You never get air like that in
New York.

MOTHER. Annie, where did you get that dress!

ANN. I couldn’t resist. I’'m taking it right off before I ruin it. How’s
that for three weeks satary?

MOTHER. Isn’t she the most ..? It’s gorgeous, simply gor . .
.CI-IRIS‘ No kidding, now, isn’t she the prettiest gal you ever saw?
MOTHER. You gained a little weight, didn’t you, darling?

ANN. It comes and goes.

KELLER. Look how nice her legs turned out!

ANN. Boy, the poplars got thick, didn’t they?

KELLER, Well, it’s three years, Annie. We’re getting’ old, kid.
MOTHER. How does Mom like New York?

ANN. Why’d they take our hammock away?

KELLER. Oh, no, it broke. Couple of years ago.

MOTHER. What broke? He had one of his light lunches and
fopped into it.

ANN. Oh, excuse me!

JIM. How do you do. She looks very intelligent!
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(1.%.27)
Talred wee CHRIS. Ann, this is Jim . . . Doctor Bayiiss.
Lemesdoer  ANN. Oh sure, he writes a lot about you.
Pre ¢ JIM. Don’t believe it. He likes everybody. In the Battalion he was

known as Mother McKetler.

femvnmze  ANN. Icanbelieveit . .. You know ~---? It’s so strange seeing him
come out of that yard. | guess I never grew up. It almost seems that
Mom and Pop are in there now. And you and my brother doing
Algebra, and Larry trying to copy my homework, Gosh, those dear
dead days beyond recall.

Fander JIM. Well, I hope that doesn’t mean you want me to move out?
SeeX  SUE. Jim, come in here! Mr. Hubbard is on the phone!
Hde JIM. [told you I don’t want . . .

Demas ©  QUE  Please, dear! Please!!

e JIM. All right, Susie, all right, all right . . . I’ve only met you, Ann,
"N but if T may offer you a piece of advice - When you marry, never —
never in your mind — never count your husband’s money.
CommAND

SUE. Jim?!
depary JIM. At once! At once.

MOTHER. Itold her to take up the guitar. it’d be 2 common

Tease . : .
interest for them. Well, he loves the guitar!
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ANN. Let’s eat at the shore tonight! Raise some hell around here,
like we used to before Larry went!

MOTHER. You think of him! You see? She thirnks of him!
ANN. What do you mean, Kate?

MOTHER. Nothing. Just that you . . . remember him, he’s in your
thoughts.

ANN. That’s a funny thing to say; how could I help remembering
him?

MOTHER. Did you hang up your things?

ANN. Yeah . .. Say you've sure gone in for clothes. T could hardly
find room in the closet.

MOTHER. No, don’t you remember? That’s Larry’s room.
ANN. You mean. .. they’re Larry’s?
MOTHER. Didn’t you recognize them?

ANN. Well, it never occurred to me that you'd . . . I mean the
shoes are all shined.

MOTHER. Yes, dear. For 50 long I've been aching for a nice
conversation with you, Annie. Tell me something.

ANN. What?
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MOTHER. 1don’t know. Something nice.

CHRIS. She means do you get out much?

MOTHER. Oh, shut up.

KELLER. And are any of them serious?

MOTHER. Why don’t you both choke?

KELLER. Annie, you can’t go into a restaurant with that womsn
any more. In five minutes thirty-nine strange people are sitting at the
table telling her their life story.

MOTHER. If1can’t ask Annie 2 personal question . . .

KELLER. Askin’ is all right, but don’t beat her over the head.
You’re beatin’ her, you’re beatin her.

ANN. Don’t let them bulidoze you. Ask me anything you like.
What do you want to know, Kate? Come on, let’s gossip.

MOTHER. She’s the only one is got any sense. Your mother . . .
she’s not getting & divorce, heh?

ANN. No, she’s calmed down about it now. 1 think when he gets
out they'll probably live together. In New York, of course.

MOTHER. That’s fine. Because your father is stili . . . I mean he’s
a decent man afier all is said and done.

ANN. Idon’t care. She can take him back if she likes.

MOTHER. And you? You . . . go out much?
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ANN. You mean am I still waiting for him?
MOTHER. Well, no, I don’t expect you to wait for him but . . .
ANN. But that’s what you mean, isn’t it?
MOTHER. ... Well.. . yes.
ANN. Well, I'm not, Kate.
MOTHER. You’re not?
ANN. Isn’t it ndiculous? You don’t really imagine he's . . .7
MOTHER. 1 know, dear, but don’t say it’s ridiculous, because the
papers were full of it; I don’t know about New York, but there was
half a page about a man missing even longer than Larry, and he
turned up from Burma.
CHRIS. He couldn’t have wanted to come home very badly, Mom.
MOTHER. Don’t be so smart.
CHRIS. You can have & helluva a time in Burma.

ANN. So I've heard,

CHRIS. Mother, I’ll bet you money that you’re the only wotnan in
the country who after three years is still . .

MOTHER. You're sure?

CHRIS. Yes, I am.
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MOTHER. Well, if you’re sure then you’re sure. They don’t say it
on the radio but I'm sure that in the dark at night they’re stil!
waiting for their sons.

CHRIS. Mother, you’re absolutely --.-

MOTHER. Don’t be so damned smart! Now stop it! There are just
a few things you don 't know, All of you. And I'll tell you one of
them, Annie. Deep, deep in your heart you've always been waiting
for him.

ANN. No, Kate.
MOTHER. But deep in your heart, Annie!
CHRIS. She ought to know, shouldn’t she?

MOTHER. Don’t let them tefl you what to think. Listen to your
heart. Only to your heart.

ANN. Why does your heart tell you he’s alive?
MOTHER: Because he has to be.
ANN. But why, Kate?

MOTHER. Because certain things bave to be, and certain things
can never be. Like the sun has to rise, it has to be. That’s why
there’s Gad. Otherwise anything could happen. But there’s God, so
certain things can never happen. | would know, Annie — Just like I
knew the day he went into that terrible battle. Did he write me? Was
it in the papers? No, but that moming I couldn’t raise my head off
the pillow. Ask Joe. Suddenly, I knew. | knew! And he was nearly
killed that day. Ann, you &row I'm right!
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ANN. No, Kate.

MOTHER. I have to have some tea.

~
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FRANK. Annie! How are you, gee whiz!

ANN. Why, Frank, you're losing your hair.
KELLER. He’s got responsibility.
FRANK. Gee whiz!

KELLER. Without Frank the stars wouldn’t know when to come
out.

FRANK. You look more womanly. You've matured. You. . .
{ELLER. Take it easy, Frank, you're a married man.
ANN. You still haberdashering?

FRANK. Why not? Maybe I to can get to be president. How’s your
brother? (ot his degree, I hear.

ANN. Oh, George has his own office now!

FRANK. Don’t say! And your dad? Ishe . . ?

ANN. Fine. T'll be in to see Lydia.

FRANK. How about it, does Dad expect parole soon?

ANN_ 1really don’t know, | . ..
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FRANK. I mean because I feel, y’know, that if an intelligent man
like your father is put in prison, there ought to be a law that says
either you execute him, or let him go after a year.

CHRIS. Want a hand with that ladder, Frank?

FRANK. That’s all cight, I’l . . . I’ll finish the horoscope tonight,
Kate. See you later, Ann, you look wonclerful.

ANN. Haven’t they stopped talking about Dad?
CHRIS. Nobody talks about him any more.
KELLER. Gone and forgotten, kid.

ANN. Tell me. Because I don’t want to meet anybody on the block
if they’re going to . . .

CHRIS. 1don’t want you to worry about it.

ANN. Do they still remember the case, Joe? Do they talk about
you?

KELLER. The only one still talks about it is my wife.

MOTHER. That’s because you keep on playing policeman with the
kids. All their parents hear out of you is jatl, jail, jail.

KELLER. Actually what happened was that when I got home from
the penitentiary the kids got very interested in me. You know kids. I
was like the expert on the jail situation. And as time passed they got
it confused and . . . I ended up a detective.
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MOTHER. Except they didn’t get it confused. He hands out
police badges from the Post Toasties boxes.

ANN. Gosh, it’s wonderful to hear you laughing about it.
CHRIS. Why, what’d you expect?

ANN. The last thing I remember on this block was one word
“Murderers!” Remember that, Kate? . . . Mrs. Hammond standing [
front of our house and yelling that word . . . She’s sill around, I
suppose?

MOTHER. They’re all still around.

KELLER. Don't listen to her. Every Saturday night the whole gang
is playin’ poker in this arbor. All the ones who yelled murderer
takin’ my money now.

MOTHER. Don’t, Joe, she’s a sensitive girl, don’t fool her. They
still remember about Dad. It’s different with him—he was
exonerated, your father’s still there. That’s why I wasn’t so
enthusiastic about your coming, Honestly, I know how sensitive you
are, and I told Chns, I said . . .

KELLER. Listen, you do like I did and you’ll be ali nght. The day 1
come home, 1 got out of my car; --but not in front of the house . . .
on the corner. You should’ve been here, Annie, and you too, Chris;
you'd-a seen something. Everybody knew I was getting out that
day; the porches were loaded. Picture it now; none of them believed
I was innocent. The story was, [ pulled a fast one getting myseif
exonerated. So I get out my car, and [ walk down the street. But
very slow. And with a smile. The beast! [ was the beast; the guy
who made twenty-one P-40’s crash in Austrahia. Kid, walkin’ down
the street that day I was guilty as hell. Except |
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wasn’t, and there was a court paper I my pocket to prove I wasn’t,
and [ walked . . . past . . . the porches. Result? Fourteen months
later I had one of the best shops in the state again, a respected man
again, bigger than ever.

CHRIS. Joe McGuts.

KELLER. That’s the only way you lick “emn is guts! The worst
thing you did was to move away from here, You made it tough for
your father when he gets out. That’s why 1 tell you, 1 like to see him
move back right on this block.

MOTHER. How could they move back.

KELLER. It ain’t gonna end %/ they move back! Till people play
cards with him again, and talk with him, and smile with him - you
play cards with a man you know he can’t be a murderer. And the
next time you write him I like you to tell him just what 1 said. You
hear me?

I
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ANN. Don’t you hold anything against him?
KELLER. Annie, I never believed in crucifying people.
ANN, But he was your partner, he dragged you through the mud . .

KELLER. Well, he ain’t my sweetheart, but you gotta forgive,
don’t you?

%”“-‘T”‘\ANN. You, either, Kate? Don’t you feel any . . .7

STAE KELLER. The next time you write Dad . . .
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ANN. I don’t write him.
KELLER. Well every now and then you. . .

ANN. No, I’ve never written to him. Neither has my brother. Say,
do you feel this way, too?

CHRIS. He murdered twenty-one pilots.

ELLER. What the hell kinda talk is that?
JAOTHER. That’s not a thing to say about a man.
ANN. What else can you say? When they took him away 1
foliowed him, went to him every visiting day. I was crying all the
time, Until the news came about Lasry. Then I realized. It’s wrong
to pity a man like that. Father or no father, there’s only one way to
look at him. He knowingly shipped out parts that would crash an
airplane. And how do you know Larry wasn’t one of them?

MOTHER. I was waiting for that. As long as you’re here, Annie, I
want to ask you never to say that again.

ANN. You surpnise me. I thought you’d be mad at him.

MOTHER. What your father did had nothing to do with Larry.
Nothing.

ANN. But we can’t know that.
AOTHER. Aslong as you’re here!

\NN. But, Kate . . .
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MOTHER. Put that out of your head!
KELLER. Because . . .

MOTHER. That’s all, that’s enough. Come inside now, and have
some tea with me.

KELLER. The one thing you . . .

MOTHER. He’s not dead, so there’s no argument! Now come!
KELLER. Ina minute! Now look, Annie . . .

CHRIS. All nght, Dad, forget it.

KELLER. Now, she dasn’t feei that way. Annie . . .

CHRIS. I'm sick of the whole subject, now cut it out,

KELLER. You want her to go on like this? Those cylinder heads
went into P-40°s only, What’s the matter with you? You know Larry
never flew a P40.

CHRIS. So who flew those P-40’s, pigs?

KELLER. The man was a fool, but don’t make 2 murderer out of
him. You got no sense? Look what it does to her! Listen, you gotta
appreciate what was doin” in that shop in the war. The both of you!
It was a madhouse. Every half hour the Major callin’ for cylinder
heads, they were whippin’ us with the telephone. The trucks were
hauling them away hot, damn near. I mean just iry to see it luman,
see it human, All of a sudden a batch comes out with a crack. That
happens, that’s the business. A fine, hairdine crack. All right, s0 . . .
s0 he’s a tittle man, your father, always
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scared of loud voices. What’ll the Major say?>—Half a day’s
production shot. . . . What'll [ say? You know what I mean?
Human. So he takes out his tools and he . . .covers over the cracks.
All right . . that’s bad, it’s wrong, but that’s what a little man does.
If 1 could have gone in that day I'd a told him — junk ‘em, Steve, we
can afford it. But alone he was afraid. But I know he meant no
harm. He believed they’d hold up a hundred percent. That’s a
mistake, but it ain’t murder. You mustn’t fee! that way about him.
You understand me? It ain’t right.

NN. Joe, let’s forget it.

KELLER. Annie, the day the news came about Larry he was in the
next cell to mine . . . Dad. And he cried, Annie . . . he cried half the

night.

ANN. He shoulda cried afl night.

KELLER. Annie, I do not understand why you . . . 1
CHRIS. Are you going to stop it?!

ANN. Don’t yell at him. He just wants everybody happy.
KELLER. That’s my sentiments. Can you stand steak?
CHRIS. And champagne!

KELLER. Now you’re operatin’! T’ll call Swanson’s for a table!
Big time tonight, Annie!

ANN. Can’t scare me.
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KELLER. I like that girl. Wrap her up. You got nice legs, Annie!. .
_ I want to see everybody drunk tonight. Look at him, he’s blushin’!

CHRIS. Drink your tea, Casanova. Isn’t he a great guy?

Alme war LAcT
ANN. You're the only one I know who loves his parents!

CHRIS. I know. It went out of style, didn’t it?

ANN. It’s all right. It's a good thing. You know? It’s lovely here.
The air is sweet.

CHRJIS. You’re not sorry you came?

ANN. Not somry, no. But, I'm . . . not going to stay . . .

CHRIS. Why?

ANN. In the first place, your mother as much as told me to go.
CHRIS. Well .. ..

ANN. You saw that . . . and then you . . . you’ve been kind of . . .
CHRIS. What?

ANN. Well . .. kind of embarrassed ever since I got here.

CHRIS. The trouble is I planned on kind of sneaking up on you
over a period of a week or so. But they take it for granted that

we’re all set.

ANN. I knew they would Your mother anyway.






%“‘1 CHRIS. How did you know?
oY  ANN. From her point of view, why else would I come?

sokmari CHRIS, Well . . . would you want to? I guess you know this is
why I asked you to come.

hmT  ANN. I guess this is why I came.

glacT  CHRIS. Ann,Ilove you. I love you a great deal. I love you. I

have no imagination . . . that’s all I know to tell you. I'm

embarrassing you. I didn’t want to tell it to you here, [ wanted some

place we’d never been; a place where we’d be brand new to each

other. ... You feel it’s wrong here, don’t you? This yard, this

€] ane  chair? I want you to be ready for me. | don’t want to win you away
from anything.

E'f;"n)é e

Calea  ANN. Oh, Chris, I've been ready a long, long time!
‘L“‘"’\"‘QCI{RJS. Then he’s gone forever. You're sure.
ATILST” ANN. T almost got married two years ago.
uadeshaCHRIS. . . . why didn’t you?
Fecas  ANN. You started to write tome . . .
reclam CHRIS, You felt something that far back?
@uwrsx® ANN. Every day since!

Swld CHRIS. Ann, why didn’t you let me know?






4]
ANN. I was waiting for you, Chris. Tilt then you never wrote. And
when you did, what did you say? You sure can be ambiguous, you
know.
CHRIS. Give me a kiss, Ann, Give me a . . . God, I kissed you,
Annie, I kissed Annie. How long, how long I’ve been waiting to kiss

you!

ANN. I'll never forgive you. Why did you wait all these years? All
F’ve done is sit and wonder if | was crazy for thinking of you.

CHRIS. Annie, we’re going 10 live now! I’m going to make you so
happy.

ANN. Not like that you’re not.

CHRIS. Ikissed you . . .

ANN. Like Larry’s brother. Do it like you, Chris. What is it, Chris?
"HRIS. Let’s drive some place . . . [ want to be alone with you.
ANN. No .. .what is it, Chris, your mother?

CHRIS. No . .. nothing like that . . .

ANN. Then what’s wrong? . . . Even in your letters, there was
something ashamed.

CHRIS. Yes. I suppose I have been. But it’s going from me.

ANN. You’ve got to tell me -
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CHRIS. I don’t know how to start.
ANN. It wouldn’t work this way,

CHRIS. It’s all mixed up with so many other things. . . . You
remember, overseas, | was in command of a company?

ANN. Yeah, sure.
CHRIS. Well, I lost them.
ANN. How many?
CHRIS. Just about all,
ANN. Oh, gee!

CHRIS. It takes a little time to toss that off. Because they weren’t
just men. For instance, one time it’d been raining several days and
this kid came to me, and gave me his tast pair of dry socks. Put them
in my pocket. That’s only a little thing . . . but . . . that’s the kind of
guys 1 had. They didn’t die; they killed themselves for each other. 1
mean that exactly; a little more selfish and they’d’ve been here
today. And I got an idea —watching them go down. Everything was
being destroyed, see, but it seemed to me that one new thing was
made. A kind of . . . responsibility. Man for man. You understand
me? —To show that, to bring that on to the earth again like some
kind of a monument and everyone would feel it standing there,
behind him, and it would make a difference to him. . . . . And then |
came home and it was incredible. I . . _ . there was no meaning in it
here; the whole thing to them was a kind of a —bus accident. I went
to work with Dad, and that rat-race again. I felt . . . what you said . .
. ashamed somehow. Because nobody was changed at all, 1t seemed
to make suckers out of a lot of guys.
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I felt wrong to be alive, to open the bank-book, to drive the new
car, to see the new refrigerator. I mean you can take those things
out of a war, but when you drive that car you’ve got to be a little
better because of that. Otherwise what you have is really loot, and
there’s blood on it. I didn’t want to take any of it. And I guess that
included you.

ANN. And you still feel that way?
CHRIS. 1 want you, Annie,

ANN. Because you mustn’t feel that way any more. Because you
1ave z right to whatever you have. Everything, Chnis, understand
hat? To me, too . . . And the money, there’s nothing wrong in your
money. Your father put hundreds of planes in the air, you should be
proud. A man should be paid for that. . . .

CHRIS. Oh Annie, Annie . . . I’'m going to make a fortune for you!

AAAMAAN
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KELLER. Hello. . . Yes. Sure. The Messenqen 3
m.:\cs.

ANN. What'll I do with a fortune . . .?

KELLER. Hey, Ann, your brother . .. What is this Labor Day?

CHRIS. All nght, all right, . .

ANN. You shouldn’t burst out like that.

KELLER. Well, nobody told me it was Labor Day. Where’s the
hot dogs?

CHRIS. Allright. You said it once.
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KELLER. Well, as long as I know it’s Labor Day from now on, T'll
wear a bell around my neck.

ANN. He’s so subtle!
CHRIS. George Bernard Shaw as an elephant.

KELLER. George! -hey, you kissed it out of my head — your
brother’s on the phone.

ANN. My brother?
KELLER. Yeah, George. Long distance.
ANN. What’s the matter, is anything wrong?

KELLER. Idon’t know, Kate’s talking to him. Hurry up, she’ll
cost him five dollars.

ANN., I wonder if we ought to tell your mother yet? I mean I'm
not very good in argument.

CHRIS. We’lt wait till tonight. After dinner. Now don’t get tense,
just leave it to me.

KELLER. What're you telling her?

CHRIS. Go shead, Ann. We're getting marmied, Dad. Well, don’t
you say anything?

KELLER. I'm glad, Chris, I'm just ... George is calling from
Columbus.

CHRIS. Columbus!

/{
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KELLER. Did Annie tell you he was going to see his father today?
CHRIS. No, I don’t think she knew anything about it.
KELLER. Chris! You . . . you think you know her pretty good?
CHRIS. What kind of question. . .7

KELLER. FI'm just wondering. All these years George don’t go to
see his father. Suddenly he goes . . .and she comes here.

CHRIS. Well, what about it?

KELLER, It’s crazy, but it comes to my mind. She don’t hold
nothin’ against me, does she?

CHRIS. 1don’t know what you’re talking about.

KELLER. T'm just talkin’. To his last day in court the man blamed
it all on me; and this is his daughter. I mean if she was sent here to
find out something?

“HRIS., Why? What is there to find out?

ANN. Why are you so excited, George? What happened there?

ELLER. 1 mean if they want to open up the case again, for the
nuisance vatue, to hurt us?

'HRIS. Dad . . . How could you think that of her? ()

ANN, But what did he say to you, for God’s sake?
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KELLER. 1t couldn’t be, heh. You know.
CHRIS. Dad, you amaze me . . .
KELLER. Allright, forget it, forget it, I wamt a clean start for you,
Chns. I want a new sign over the plant —Christopher Keller,
Incorporated.
CHRIS. J.O. Keller is good enough.
KELLER. We'll talk about it. I’'m going to build you a house,
stone, with a driveway from the road. T want you to spread out,
Chris, T want you to use what [ made for you. . . . I mean, with joy,
Chris, without shame . . . with joy.
CHRIS. [ will, Dad.
KELLER. ... Sayitto me.
CHRIS. Why?

KELLER. Because sometimes I think you’re . . . ashamed of the
money.

CHRIS. No, don’t feel that.

KELLER. Because it’s good money, there’s nothing wrong with
that money.

CHRIS. Dad, you don’t have to tell me this.

KELLER. Look, Chrs, I’ll go to work on Mother for you. We’ll
get her so drunk tonight we’ll all get married! There’s gonna be a
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wedding, kid, like there never was seen! Champagne, tuxedoes . . .
{

ANN. Simply because when you get excited you don’t control
yourself. . . . . Well, what did he tell you for God’s sake? All right,
come then. Yes, they’ll all be here. Nobody’s running away from
you. And try to get hold of yourself, will you? All right, all right.
Goodbye,

CHRIS. Something happen?

KELLER. He’s coming here?

ANN. On the seven o’clock. He’s in Columbus. I told him it would
be all right.

KELLER. Sure, fine! Your father tock sick?

ANN. No, George didn’t say he was sick. I . . . I don’t know, 1
suppose it’s something stupid, you know my brother. . . Let’s go for
a drive, or something.

CHRIS. Sure. Give me the keys Dad.

MOTHER. Drive through the park. It’s beautiful now.

"HRIS. Come on, Ann. Be back right away.

ANN. See you.

KELLER. Take your time. What does George want?

MOTHER. He’s been in Columbus since this morning with Steve.
He’s gotta see Annie right away, he says.
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KELLER. What for?

MOTHER. 1don’t know. He’s a lawyer now, Joe. George is a
lawyer. All these years he never even sent a post-card to Steve.
Since he got back from the war, not a post-card.

KELLER. So what?

MOTHER. Suddenly he takes an airpiane from New York to see
him. An airplane!

KELLER. Well? So?
MOTHER. Why?
KELLER. Idon’t read minds. Do you?

MOTHER. Why, Joe? What has Steve suddenly got to tel} him that
he takes an airplane to see him?

KELLER What do I care what Steve’s got to tell him?
MOTHER. You're sure, foe?

KELLER Yes, ’'m sure.

MOTHER. Be smart now, Joe. The boy is coming. Be smart.

KELLER. Once and for alt, did you hear what 1 said? 1 said I'm
sure.

{OTHER. Al night, Joe. Just . . . be smart.

END OF ACT ONE






Fewer 295

Appendix B: Stage Manager’s Working Script
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ANN. How does Chris?

SUE. Chris makes people want to be better than it’s possible to be.
He does that to people.

ANN. [s that bad?

SUE. My husband has a family, dear. Every time he has a session
with Chris he feels as though he’s sompromising by not giving
everything for research. As though Chris or anybody else isn’t

comprorising. It happens with Jim every couple of years Hc ts
a man and makes a statue out of him. .

ANN. Maybe he’s right. [ don’t mean Chris is a statue, but . . .
SUE. Now darling, you know he’s not right.’

SR,
ANN. I don’t agree with you. Chris. . . .

- Cor T
SUE. Let’s face it dear. Chris is working with Tis father, isn’t he?
He’s taking money out of that business every week in the year.
ANN. What of it?
SUE. You ask me what of it?

ANN. 1 certainly do ask you. You oughtn t cast aspersjons like
that, I’'m surprised at you. - % .-

SUE.. Yop’re surprised at me!

e five cents out of that plant if there was









o —— p— et

p\th‘.uu_ -

A«rvtcyu__'.

57

ANN. Gee, Chris. . .

CHRIS. Wﬁat happened here?

ANN. You never. .. Why didn’t you tell me?

CHRIS. Tell you whai?

ANN. She says they all think Joe is guilty. o
CHRIS. What difference does it make what I‘.heyC gmk‘?

ANN. I don’t care what they think, I just don’t understand why
took the trouble to deny it. You said it was forgotten.

CHRIS. Ididn’t want you ieel there was arvthing wrong in you

coming here, that’s all. I know g lot of people think n1y father was

guilty, and I assumed there might be sorne question in your mind.
ANN. But I never once said I suspected him.. '
CHRIS. Nobody says it.

N A0
ANN. Chris, [ know how much you love but it could never. . .
CHRIS. Do you think I could forgive him if he’d done that thing?

ANN. I’'m not here out of the blue sky, Chris. I tumed my back on
my father, if there’s anything wrong here now . . .

CHRIS. [know thl, Ann.



















































ANN. You hardly got here; give yourself a chance to get
acquainted again.

CHRIS. Sure, you don’t even know us any more.
MOTHER. Well, Chris, if they can’t stay, don’t. ..

CHRIS. No, it’s just a question of George, Mother, he planned on .
|

GEORGE. Now wait a minute, Chris . . .

s -

CHRIS. If you want to go, I'll drive you to the station now, but if
you’re staying no arguments while you’re here.

MOTHER. Why sho}i\llégé?rgue? Georgie and us have no
argument. How could we have an argument, Georgie? We all got hit
by the same lightning, how can you . . .? Did you see what happened
t¢ Larry’s tree, Georgie? Imagine? While I was dreaming of him in
the middle of the igand. ..

LYDIA. HeyG. __, .. . ____,,.,Georgiﬁ Geqlgie! LAAD

GEORGE. Hello, Laughy. What'd you do, grow? -

LYDIA. I’'m a big girl now.
MOTHER. Look what she can do to

ANN. Did yoym
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JIM. Such is the condition which prevails, my love, my light . . ..

SUE. Don’t sniff around me. And give her a nasty answe

-

SUE. Tdon't know, dear She soninds like she’s in terrible pain—
unless her mouth is fu To il S be o~

JIM. Why don’t you just tell her to lay down?

SUE. She enjoys it more when m‘rell her to lay dovnyaAnd
when are you going to se '

JIM. My dear nd I have better things to
do than to sit there and hold his hand.

SUE. k seems to me tha £

IIM. If your son w » play golf tell him I'm ready. Or if he’d
like to take a trip arvuuu the world for about thirty years.

KELLER. Why do you needle him? He's a doctor, women are
suppose to call him up.

SUE. All I said was Mrs. Adams is on the phone. Can I ha
your parsley?

KELLER. [ re
t00. . . 100

SUE. Now you said it!
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... DIA. Frank, the toaster . . . Hya

KELLER. Hello!

LYDIA. The toast ;o ogar
FRANK. Wel 1st fixed it.
LYDIA. Plea ick like H w )

FRANK. [ don’t know why you can’t learn to turn on a simple
thing like a toaster!

SUE. Thomas Edison.

LYDIA. He’s really very handy. Oh, did the wind get your tree?
KELLER. Yeah, last night.

LYDIA. Oh, what a pity. Annie get in?

CELLER. She’ll be down soon. Wait’ll you meet her, Sue, she’s
a knockout.

SUE. I should’ve been a man. Peopl ¢ it

t ea nen. Tell her to come over later; I imagine she’d
like to see what we did with h And thanks.

LYDIA. Is she still unhappy, Joe?

KELLER. Annie? [ don’t suppose she goes around dancing on
her toes, but she seems to be over it.

LYDIA. She going to get mari s there anybody . . .7












KELLER. Yeah, that’s a dangerous character, that Tommy. What
won" * "

BERT. Oh, I can’t say that.
KELLER. Well, gimme a idea.
BERT. Ican’t. It’s not a nice word.

KELLER. Just whisper it in my ear. Il close my eyes. Maybe I
won’t even hear it

BERT. Ican’t Mr. Keller.

CHRIS. Don’t make him d
{ELLER. Okay, Bert. 1 take your word. Now go out, and keep
oth eyes peeled.
\ERT. For what?

KELLER. For what! Bert, the whole neighb 1od 1s depending
on you. A policeman don’t ask questions. Now peel them eyes!

BERT. Okay.

KELLER. And mum’s the word, Bert.
BERT. About what?

KELLER. Just in general. Be v-e-r-y careful,
BERT. Okay.

KELLER. | got all the kids crazy!












Afyuc
/eJﬂT”L

Ao

7 rndan

o
t?

KELLER. You’re a considerate fella, there’s nothing wrong in
that.

CHRIS. To hell with that.
KELLER. Did vou ask Annic yet?
CHRIS. I wanted to get this settled first.

KELLER. How do you know she’ll marry you? Maybe she feels
the same way Mother does?



gov

CHRIS. Well, if she does, then that’s the end of it. From her
letters I think she’s forgotten him. I'll find out. And then we’ll

thrash 1t out with Mother? Right? Dad, don’t avoid me.

Geos ™
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KELLER. The trouble is, you don’t see enough women. You
never did.

CHRIS. So what? I’'m not fast with women.

KELLER. Idon’t see why it has to be Annie. . . .

CHRIS. Because it is.

KELLER That’s a good answer, but it don’t answer anything.

“ou!  n’tseen hersince you went to war. Rt’s five years.
™ -

CHRIS. T can’t help it. 1 know her best. I was brought up next
door to her. These years when [ think of someone for my wife, |
think of Annie. What do you want, a diagram?

KELLER. [don’t want a‘d/iagram ...1...m .. She thinks
he’s coming back, Chris. You marry that girl and you're
pronouncing him dead. Now what’s going to happen to Mother?
Do you know? [ don’t!

CHRIS. All night, then, Dad.
KELLER. Give it some more thought.
Bt it 1
v Larry and then we u nave o revsnay

~—uuing ana everyunng nappy. But if that can’t happen h 1en
have to get out.



KELLER. What the hell is this? Ts = c=*5x

CHRIS. I’il get out. ['l] get marrted and live some place else.
Maybe in New York.

KELLER. Are you crazy?

CHRIS. I've been a good son too long, a good sucker. I'm

through with it. .
Easmeaaac Lo N it
—

KELLER. You’ve got a business here, what the hell is this?
CHRIS. The business! The business doesn’t inspire me.
KELLER. Must you be inspired?

CHRIS. Yes. Ilike it an hour a day. If [ have to grub for money
all day long at least at evening I want it beautiful. I want a family,
I want some kids, I want to build something I can give myself to.

Annie is in the middle of that. Now . . . where do 1 find it?

KELLER. You mean. .. Tell me something, you mean you’d
leave the business?

CHRIS. Yes. On this I would.
KELLER. Well . .. you don’t want to think iike that.
CHRIS. Then help me stay here.
mmETmoosm ottt o but don’t think like that, Be
r? That’s only for you, Chris, the whole

SNOOTIN -ITAcH 15 10T you!



























— CHRIS. Take a breath of that air, kid. You never get air like that
in New York.
(OTHER. Annie, where did you get that dress!

NN [¢ ' e e e a e e
ow’s th

MOTHER. Isn’t she the most . . .? It’s gorgeous, simply gor .

.~ — CHRIS. No kidding, now, isn’t she t| ou ever saw?
v“},] {5{ —
éhﬁ‘) MOTHER. You gained a little weight, didn’t you, darling?

ANN, It comes and goes.

KELLER. Look how nice her legs turned out!

ANN. Boy, | in’t they?

KELLER. Well, it’s three years, Annie. We're getting” old, kid.
MOTHER. How does Mom lik

ANN. Why’d they take ¢

KELLER. Oh, no, it broke. Couple of years ago.

MOTHER. What broke
Ao it

ANN. Oh, excuse me!

JIM. How do you do. She looks very intelligent!






ANN. Let’s eat at the shore tonight! Raise some hell around here,
like we used to before Larry went!

MOTHER. You think of him'! You see? She thinks of him!
NN. What do you mean, Kate?

MOTHER. Nothing. Just that you . . . remember him, he’s in your
thoughte

ANN funny thing to say; how could [ help remembering
him?

MOTHER. Did you hang up your things?

ANN. Yeah . ..
hardly find roo:

MOTHER. No,

ANN. You mean . . . they're Larry’s?

.. | mean the

<0 * MOTHER. Yes, dear. For so long I've been aching for a nice
l_ﬂ;‘conversation with you, Annie. Tell me something,
ANN. What?

MOTHER. I don’t know. Something nice,



CHRIS. She means do yc th?
MOTHER. Oh, shut up.

KELLER. And are any of them serious?
{OTHER. Why don’t you both choke?

KELLE yman
any mo: 12 at
the tabl

MOTHER. IfI can’t ask Annie a personal question . . .

KELLER. Askin’ is all right, but don’t beat her over the head.
You're beatin’ her, you’re beatin her. =7 e 7

ANN. Don't let them bulldoze you. Ask me anything you like.

ANN T dnn’t rara She can take him back if she likes.
MOTHER. And you? You . .. go out much?

ANN. You mean am ! still waiting for him?



*{OTHER. Well, no, [ don’t expect you to wait for him but . . .
NN. But that’s what you mean, isn’t it?

MOTHER. ... Well. . . yes.

ANN. Well, I'm not, Kate.

MOTHER. You're not?

ANN. Isn’tit ndiculous”"" °~ *~ =~ * 7

MOTHER. 1 know, dear, but don’t say it’s ridiculous, because the

papers were full of it; I don’t know ab - »7-— /-t s sbome
e v "3sing |

MOTHER. Don’t be so smart. — Y~ +p Jpa +< L\fx i C'la.?f;}
AL L1
Lan sV
CHRIS. You can have a helluva a time in Burma. ‘(F“-'g\
ANN. So I’ve heard.

CHRIS. Mother, I'll bet you money that you’re the only woman
in the country who after thee years is stifl . . .

MOTHER. You're sure?

CHRIS. Yes, I am.



MOTHER. Well, if you’re sure then you're su hey don’t say
it on the radio but I'm sure that in the dark at r...... .hey’re still
waiting for their sons.

CHRIS. Mother, you're absolutely ----

MOTHER. Don’t be so damned smart! Now stop it! There are
just a few things you don 't know. All of you. And I’ll tell you one
of them, Annie. Deep, deep in your heart you’ve always been
waiting for him. '

ANN. No, Kate.
MOTHER. But deep in your heart, Annie!
'HRIS. She ought to know, shouldn’t sbe?

MOTHER. Don'tle - N ) "7 7 Listen to your
heart. Only to your L......

\NN. Why does your heart tell you he’s alive?

ﬂﬁER. Because certain things have to be, and certain things
an never be. Like the sun has to nise, it has to be_That’s why
here’s God. Otherwise anything could happen. But there’s Go~
o certain things can never happen. I would know, Annie — Ju
tke I knew the day he went into that terrible battle. Did he wrif
ne? Was it in the papers? No, but that morning I couldn't raise
ny head off the pillow. Ask Joe. Suddenly, [ knew. I knew! Ar
ie was nearly killed that da)/Ann, you know I'm right!

\NN. No, Kate.

MOTHER. I have to have some tea.

i
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KELLER. He’s got responsibility.
‘RANK. !

KELLER. Without Frank the stars wouldn’t know when to come

out.

FRANK. You look more womanly. You’ve matured. You. . .

KELLER. Take it easy, Frank, you’re a married man.

ANN, (

FRANK. Don’t say! And your dad? Is he . . .7
ANN. Fine. I'll be in to see Lydia.

FRANK. How about it, dc

ANN. Ireally don’t know, 1 ..
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T = CHRIS. Why, what'd you expect?

Remmizc e

To @emarse e

Haswie
murderer (akin' my money now.

St.f\g MOTHER. Don't, Joe, she's a sensitive girl, don’t fool her. They
still remember about Dad. It’s different with him—he was
exonerated, your father’s still there. That’s why I wasn’t so
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ANN Neither has my brother.
Say, -, . .

—? -

CHRIS. He murdered twenty-one pilots.

KELLER. What the hell kinda talk is that?

MOTHER. That’s not a thing to say about a man.

ANN. What else can you say? When they tock him away [
followed him, went to him every visiting day. I was crying ail the

time. Until the news came about Larry. Then 1 realized. It’s wrong
to pity a man like that. Father or no father. there’s onlv one way to

look at hin sh an
airplane. A B} .

MOTHER. /aiting for that. As long as you're here, Annie,
Iwanttoas sver to say that again,

ANN. You surprise me. I thought you'd be mad at him.

MOTHER. What your father did had nothing to do with Larry.
Nothing.

ANN. But we can’t know that.
MIOTHER. As long as you're here!
ANN. But, Kate , . .

MOTHER. Put that out of your head!

KELLER. Because...



MOTHER. That’s all, that’s enough. Come inside now, and have
some tea with me.

KELLER. The one thing you . . .

MOTHER. He’s not dead, so there’s no argument! Now come!
KELLER. Ina minute! Now look, Annie . ..

CHRIS. All right, Dad, forget it.

- /__._T_H‘“-
KELLER. Now, she'dasd’'t feﬁthzft way. Annie. ..
S

CHRIS. I'm sick of the whole subject, now cut it out.
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ANN. uretheo on
CHRIS. 1know. It went out of style, didu’t it?
\NN. It’s all right. It’s a good thing. You know? It’s lovely here.
rhe air is sweet,
CHRIS you came?
ANN. Not sorry, no. But, 'm . . . not going to stay . . .
CHRIS. Why?
ANN. In the first place, your mother as much as told me to go.
CHRIS. Well.. .
ANN. - -~ "~ _and then you . .. you've been kind of . . .
CHRIS. What?

ANN. Well . kind of emharrassed éver since T eat here

WE € dll 3¢1.

ANN. I knew they would. Your mother anyway.
CHRIS., - -~ *--

ANN. 1

CHRIS. Well . . . would you want to? I guess you know this is
why I asked you to come.



ANN. I guess this 1s why I came.

CHRIS. Ann, I love you. I love you a great dea!,fl love you, I
, have no imagination . . . that’s all I know to tell you. I'm
v, embarrassing you. I didn’t want to tell it to you here. I wanted
X
- meama nlasa wa’d naver heen; a place where we’d be brand new to
7ou fee! it’s wrong here, don’t you? This yard,
- you to be ready for me. I don’t want to win you
away from anything.

ANl. Ok, Chris, Pveb

“HRIS. Then ha’c onna fareuer ¥Yrii’re cura
ANN. 1

“HRIS. ... why didn’t you?

ANN. You



ANN. I'll never forgive you. Why did you wait all these years?
All I've done is sit and wonder if [ was crazy for thinking of you.
ARIS. Annie, we're going to live now! I'm going to make you

so happy.
ANN. Not like that you’re not.

CHRIS. T kissed you . . .

ANN. Like Larry’s brother. Do it like you, Chris. What is it,
Chris?

CHRIS. Let’s drive some place . . . 1 want to be alone with you.
ANN. No .. .what is it, Chris, your mother?
CHRIS. No ... nothing like that . . .

AT TLo- - —-—---9  Evenin yo

CHRIS. Yes. I suppose I have been. But it’s going from me.
ANN. You’ve got to tell me -

CHRIS. I don’t know how to start.

ANN. Tt

CHRIS.
remembe

ANN. Yeah, sute.



@}: & !qu
Aom

2

CHRIS. Well, I lost them
ANN. How many?
CHRIS. Just about all.
ANN.

CHRI a8 that off. Because they weren’t
just men. For instance, one time it’d beer ~rinine cavraval davee
and this kid came to me, and gave me his

ket. That's onlv a little v . . vue . . wiac 8

ad. Th

hat €Xuciis, w cncer e w wersacns sarim s vy ow e
v over sewnv vy - - 10 1 gOt an idea —~watching them go down.
Everything was being destroyed, see, but it seemed to me that one
new thing was made. A kind of . . . responsibility. Man for man.
You understand me? —To show that, to bring that on to the earth
again like some kind of a monument and everyone would feel it
~¢-=i-there, bel © * him, and it would make a difference to him.

dthen 1 ¢z home and it was incredible. I . . . . there
..—- —- meaning i1 .. __zre; the whole thing to them was a kind of a
S e e e Ty e e e i e e e e
< see the new refngerat:
Q awar,butwhenyoud . . ., _ . ___ _ __ _ ...

better because of that. Otherwise what you have is really loot, and
there’s blood on it. [ didn’t want to take any of it. And I guess that
included you.

ANN. And you still feel that way?






brother’s on the phene.

guestr.  ANN. My brother?

A, KELLER. Yeah, George. Long distance.
W rf\\S ANN. What’s the matter, is anything wreng?
Hurr KELLER. 1don’t know, Kate’s talking to him. Hurry up, she’ll
h) cost him five dollars.

ANN. I wonder if we ought to tell your mother yet? I mean ['m

L Ma'a 1C i~ .
not very good in argument.

1 wait till tonight. After dinner. Now don’t get tense,
' e,

hat’re you telling her?

ahead, Ann. We're getting married, Dad. Well,
anything?

n glad, Chris, I'm just .

1mbus!

id Annie tell y as going to see - <+~

[ don’t think she knew anything about it.

hris! You . . . you think you know he
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CHRIS. What kind of question. . .7

KELLER. 1’m just wondering. All these years George dorn’t go
to see his father. Suddenly he goes . . .and she comes here.

CHRIS. Well, what about it?

KELLER. Wt's crazy, but it comes to my min ¢ don’t hold
nothin’ against me, does she?

CHRIS. Idon’t know what you’re talking about.

ANN. Why are you so excited, George? What happened there?

KELLER. Imeanif*- - **- -—-— -~ *-- case again, for the
nutsance value, to hu

"HR . Ho "her?

AND tdid v o) v vy 2ve e o SBKE?

KELLex. 1t couldn’t be, heh. You know.
CHRIS. Dad, you amaze me . . .
KELLER Al Llbs Fmend la Cmmnd 22 T i .-J.-:an Start for

you, Chri; topher Keller,
Incorpora
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CHRIS. 1.0O. Keller is good encugh.

KELLER. We'll talk about it. I'm going to build you a house,
stone, with a driveway from the road. I want you to spread out,
Chris, I want you to use what T made for you. . . . [ mean, with
joy, Chris, without shame . . . with joy.

CHRIS. 1 will Dad.
KEL.LER. ... Sayittome.
CHRIS. Why”?

KELLER. Because sometimes I think you’re . . . ashamed of the
money.

CHRIS. No, don’t feel that.

KELLER. Because it’s good money, there’s nothing wrong with
that money.

CHRIS. Dad, you don’t have to tell me this.

KELLER. Look, Chris, I'll go to work on Mother for you. We'll
get her so drunk tonight we’ll all get married! There’s gonna be a
wedding, kid, like there never was seen! Champagne, tuxedoes . .
'
ANN. Simply because when you get excited you don’t control
yourself. . . . . Well, what did he tell you for God’s sake? All right,
come then. Yes, they’il all be here. Nobody’s running away from
you. And try to get hold of yourself, will you? All right, all right.
Goodbye.

CHRIS. Something happen?
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KELLER.

ANN. On1 a’s in Columbus. I told him it
wouid be al

KELLER. Sure, fine! Your father took sick?

ANN. No, George didn’t say he was sick. I .. . I don’t know, I
suppose it’s something stupid, you know my brother. . . Let’s go
for a drive, or something.

CHRIS. Sure. Give me the keys Dad.

MOTHER. Drive through the park. It’s beautiful now.

CHRIS. Come on, Ann. Be back right away.

ANN. 5See you.

KELLER. Take your time. What does George want?

MANATUER, He's been i
2’8 BOtA 588 Alles . .pens woreyy sam ey o

KELLER. What for?

KELLER. So what?



KELLER. Well? So?
MOTHER. Why?
KELLER 1 don’t read minds. Do you?

MOTHER. Why, Joe? What has Steve suddenly got to tell him
that he takes an awrplane to see him?

KELLER. What do 1 care what Steve’s got to tell him?
MOTHER. You're sure, Joe? |

KELLER. Yes, I’'m sure.

MOTHER. Be smart now, Joe. The boy is coming. Be smart.

KELLER. Once and for all, did you hear what I said? I said 'm
sure,

MOTHER. All right, Joe. Just . . . be smart.
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MOTHER. Did you have to put on good pants to do that? You
notice there’s more light with that thing gone?

CHRIS. Why aren’t you dressing?

i

MOTHER. It's suffocating upstairs. I made a grape dnnk for
Georgie. He always liked grape. Come and have some.

CHRIS. Well, come on, get dressed. And what’s Dad sleeping so
much for?

MOTHER. He's wormie ®
dumb, Chris. Dad and T a1 SLUPIL POUPIC. ¥WE UUEE L RIUW
anything. You’ve got to protect us.

CHRIS. You’re silly; what’s there 10 be afraid of?

CHRIS her. How can you take
him serousiy

MOTHER. viaybe even Annie. . . .
CHRIS. Oh, now, Mother. . .

MOTHER. You think just because you like ev@dy they like
you!



CHRIS. All right, stop working yourseif up. Just leave everything
to me,

MOTHER. When George goes home tell her to go with him.
CHRIS. Do

MOTHER.

CHRIS. Are you going to cut it out? Now, come,

. N L T E
MOTHER. Youdon’t realize! _ ople can hate, Chnw
e/

hate so much they’ll tear the world to pieces. . . .

CHRIS. Look! She’s dressed already. I’ve just got to puton a
shart.

ANN. Are you feeling well, Kate?

'

MOTHER. Wt ifference, dear. There ure certain people, — "'“_fj'“'fq =

y’know, the sic| { the longer they live. o
CHRIS. Youlook mce. YOL

ANN. We’re going to tell her tonight.

CHRIS. Absolutely, don’t worry about it.

ANN. 1 wish we could tell her no

CHRIS. It’s not scheming, we’ll just get her in a better mood.






ANN. Yeah, they ought to be here any minute now. Will you
have a cold drink?

QTTE T wuaAll thanle Adxr hachand Tan hnd tn Arvive ma ta ths

ANN PonwlsBlneg do things for the Kellers. Been that way
SinCe . __..._ ..ol

SUE. It's amazing. I guess your brother’s coming to give you
away, heh? “ )

ANN. ldon’t know. I suppose.
SUE. You must be all nerved up?
ANN. It’s always a problem getting yourself married, isn’t it?

SUE. That depends on your shape, of course. I don’t see why you
should have a problem.

ANN. I've had chances—

SUE. Tl t’s romantic. . it’s very unusual to me, marrying
the broth.. .. your sweetheart.

ANN. I don’t know. 1think it’s mostly that whenever I need
somebody to tell me the truth I've always thought of Chris. V™
elaxes me.

SUE. And he’s got money. That’s important, you know.

ANN. It wouldn’t matter to me.
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ANN, Underneath, I think the doctor is very devoted.

SUE. Oh, certainly. But it's -~ -vhen a man alway: -~ "
n. Jim thinks he’ 1l ali the time.

ANN. Oh...

SUE. That’s why I’ve been intending to ask you a small favor,
Ann . . . it’s something very important to me.

ANN. Certainly, if I can do it.

SUE. You can. When you take up housekeeping, try to find a
place away from here.

ANN. Are you fooling?

SUE. I'm very serious. My husband is unhappy with Chris
around.

ANN. How is that?

SUE. Jim’s a successful doctor. But he’s got an idea he’d like to
do medical research. Discover things. You see?

ANN. Well, isn’t that good?

paysa £ - i - -1 * 1 N

?
OU'VE e ve v w mope g woms semm m v see o



ANN. How does Chris?

Su

be. ;v wons tian w PR

ANN. Is that bad?

QFTE  AAxr hachand hac a rum;ly dea

BB S Gl vivnciagy vy v s ey p

v vvn g sus avemas v o oo wa:OUEH Chris or anybody else isn’t
compromising. It happens with Jim every couple of years. He
meets a man and makes a statue out of him.

ANN. Maybe he’s right. 1 don’t mean Chnis is a statue, but . . .
SUE. Now darling, you know he’s not right.

ANN. Tden’t agree with you. Chris. . . .

ANN. What of it?
SUE. You ask me what of it?

ANN. I certainly do ask you. You oughtn’t cast acrercinne Jike
that, I’m surprised at you.

SUE. You're surpnised at me!

e