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FOREWORD 

3 s ~ n7 

This dissertation is the result of my long .. time interest in American Drama. 

Failing to get the very basic primary and secondary materials relating to my research 

in Bangladesh, I applied a number of times 10 the American Cultural Cenler, Dhaka, 

which is now USIS. Dhaka for a research fellowship to collect the necessary materials 

rrom the States, but I was not successful. However. I succeeded over the years to get 

some of the required lexts from SingapOre, England and America wilh the help of my 

friends and relatives. 1 also took advantage of my opportunity of a British Counci l 

Fellowship for a short-term attachment to the Overseas Education Urnt, University of 

leeds. to col1eel some materials relating to my research. After my formal registration 

in the Ph.D. programme of Dhaka University I visi ted ASRC. Hyderabad, India in 

1995 on a Middle Award senior research fe llowship, which contributed a great deal 

towards the completion of my work. At the beginning of this year 1 managed to use the 

facilities available at the M. D. Anderson Library, University of Houston, Houston, 

America, which benefited my research considerably. I sincerely thank a\1 these people 

and organizations without whose help and assistance it would not have been possible 

10 complete the dissertation. My thanks arc also due to the University of Dhaka and 

the University Grants Commission, Bangladesh for fac ilitating my research work wi th 
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the grants of a three-year period Study Leave and a U. G. C. Ph.D. Fellowship, 

respectively. I must acknowledge that my supervisor, Prof. Serajullslam Chowdhury's 

help and guidance, and the love and affection of my entire family gave me the strength 

to go ahead with my research work. I am grateful to God for guiding me through all 

my difficulties and problems and making my long cherished dream of completing the 

research a reality. 

My eldest brother, Mr. Ruhul Amin. who always showed keen interest in my 

academic work and had the eamest desire to see my research completed, unfortunately 

left this world on 15~ December 1998. I dedicate this work to his fond and loving 

memory. 

382327 
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ABSTRACT 

Time. which is a very complex phenomenon, is inseparable from our life. Our 

very ex.istence and all that we do or happens around us are seen in relation to time. 

Time can be both scientific or objective and experiential or subjective. The setting. the 

plot and the characters of a play. the writer's life, and the audience, all relate to time. 

The purpose of this thesis is to first examine the concept of time and then show the 

relevance and importance of the different aspects of time in the published plays of 

Miller. 

Conceptually, time is both objcctive and subjective. The fonner, which 

includes natural realization of time, has been studied in the plays in tenns of mainly 

historical time and plot or fictional time, and the latter. which is experiential time. has 

been studied in tenns of mainly memory of the \\-Titer and his characters. The 

introductory (the fi rst) chapter in the thesis denl s with time as a conce-pl and its 

relevance to the dramatic form . Some of Miller' s plays. as shown in the second 

chapter. have either clear historical settings or refer to historically verifiable characters 

and incidents. The role of Miller' s life Bnd the intrusive author has been ShOWll in the 

third chapter dealing with autobiogmphical time. Miller's characters. like all of US, live 

in time and think in rime. Miller's technique varies from play to play according to the 

different characters' concern with the three phases of time. In their minds. consciously 
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or subconsciously. the characters are either in the present, the pas't or the future. The 

founh and fifth chapters deal with this panicul.r aspect of time. The plot or fictional 

time has been studied in relation to the unity of time in the sixth chapter. 

While discussing the appeal of Miller' s plays to the audience, the playwright's 

beliefand theory on the role of a writer and his attitude towards li fe and mankind have 

been brought to light. The concluding chapter of the thesis, in addition to summing up 

the treatment of rime dealt in the earlier chapters, shows Miller's concern, as 

expressed in the different plays, with the ent ire li fe of mankind. At the end of the 

thesis has been included a bibliography of the works cited and consulted. 
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SHORT TITLES 

The rull titles of the works of Miller, which have been discussed or referred to 
in the dissenation, have been shortened as they appear on the right-hand side. In tbe 
cases of ful l titles being short, tbey are unchanged_ Editions of the works appear in the 
Bibliography section. 
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PREFACE 

A leading figure in American literature and one of the most well kno\VTl living 

playwrights of the world, Arthur Miller's importance in the field of American drama is 

undisputed. In his introduction to The Theater Essays of Arthur Miller Robert A. 

Manin rightly says: 

Along with the plays of Eugene O'Neill and Tennessee 
Williams Anhur Miller' s plays have been responsible in large 
part fo r extending the significance of the American theater 
beyond the horizons of its national origins and for providing a 
standard of dramatic achievement for contemporary playwrights 
everywhere. (xv) 

Miller is one of the very few wri ters in the history of American drama. especially 

modem American drama. to be know" beyond the frontiers of the U.S.A. According to 

critics like James J. Martine. Miller' s "very celebrity has often been a detriment to 

calm. Objective evaluation of his work. However he remains one of the most 

respected. and produced. of American plaY\\Tights abroad., from Sweden to Latin 

America" (xxii). Neil Carson acknowledges thal Arthur Miller is one of the three or 

fow leading playwrights of the Aml!rican theatre. He also says -
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While (Miller's) position in the history of American (and indeed 
world) drama is assured, it may be many years before there is 
general agreement about the nature of his contribution and the 
order in which his plays should be ranked. For not only is the 
playwright sti ll active, but there is at the heart of his work 
something which seems to perplex and divide his critics. ( I) 

The productions of The last Yankee and Broken Glass' in t 993 demonstrate that 

Miller, whose literary career has continued to be active for more than half a centwy 

and who is now an octogenarian, has every possibility to surprise us with a new work 

any time. 

Miller as a playwright is fascinating for both his creative output and theoretical 

fonnul ations. Biographically, too, he creates in his readers a great deal of interesl His 

family background. academic life, dramatic career, marital lives, and his place in the 

context of contemporary political and social scenarios contribute to his becoming an 

unusually interesting person. His autobiography, Ttmebend)-; A Life, gives a detai led 

account of the different aspects of his personal life. His life, as revealed in his plays, 

has been discussed in Chapter Three or this thesis. Emile G. McAnany makes an 

important observation on Miller's critical writings and essays in her aniele, "The 

Tragic Commitment: Some Notes on Anhur Miller"; 

Arthur Miller has created at least three images for the American 
public. To the vast audience of mass communications, he has 
been variously identified with Marxism. Marilyn or misfits. To 
the theater-minded person, his name evokes the memory of a 
play about a salesman. To a much smaller audience of interested 
readers, he is distinguished by a significant body of dramatic 
theory and critical comment on contemporary serious drama. It 
is precisely in this third c.apacity that he has made some of his 
most important contributions to the tradition of the American 
the.ter. ( II ) 

I The lilies oflhe wons. which have bttn menliorwd for the firs! time. are given in full , In $I.Ibs~uent 
discussions ~hort lilies are used 
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Miller is among the few dramatists, who has written a considerable number of drama 

related essays some of which can be classed with the very best in this field. Roben A. 

Martin has justly eulogized the merit of the essays in his introduction to Essays: 

Mjller' s conviction that the theater should be a "serious 
business," one that places serious issues before the public, 
appears in various fonus again and again in rus prefaces and 
essays, which set forth his beliefs against the background of rus 
plays. It is, I believe, through his prefaces and essays that Miller 
speaks most directly of his social and dramatic convictions, and 
of his craftsmanship as a playwright. They comprise a body of 
critical commentary that is both distinguished and significant in 
the history of American drama and culture. Collectively. Arthur 
Miller' s e~ys on drama and theater may well represent the 
single most important statement of critical principles to appear 
in England and America by a major playwright since the 
Prefaces of George Bernard Shaw. (xvi) 

Miller's "Introduction to the Collected Plays", "Tragedy and the Common Man","On 

Social Plays", 'The Family in Modem Drnma", "The Shadows of the Gods", and 

"Morality in Modem Drama", to mention a few of his essays, bear testimony to the 

fact that his theoretical base was solid and sound. 

h is intriguing to note that the famous playwright and theorist of today, who 

received a Hopwood Award in Drama for his very maiden attempt No Vii/am (1936), 

was not a theatre-lover by any defin ition. Neither did he know anything about 

playwriting when he sat to compose his fi rst play for winrung some money in the form 

of an award while he was 3 sophomore in the Department of Journalism. University of 

Michigan. He asked a fellow student how long an act should be, and wrote the play in 

just six days. Encouraged by his success, he got transferred from Journalism into 

English and enrolled in the playwriting course offered by Professor Kenneth Rowe, 

and during 1he first ye~lr won an award of S 1250 from the Theater Guild's Bureau of 

New Plays for They Too Arise (1937). the revised version of No Villain, and ~ 
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second Hopwood Award in Drama for his third play. Honors or Dawn (1937). His 

next play, n ,e Greal Disobedience ( i938), was unsuccessful in winning another 

Hopwood Award. During the next seven years Miller wrote a good number of radio 

plays and scripts and some plays including Thai They May Win (1943) and The Man 

Who Had AI/ lhe L/lck (1944). The laner play. which opened on Broadway on 23 

November 1944, failed to receive any favo urable reviews and c losed just after four 

performances. But the production won a Theater Gui ld Award for the playwright. In 

the meantime he toured army camps to gather the material for a film, The SlOry o/G. I. 

Joe (1944). and published a book of reportage. Silualion Normal (1944). A novel . 

FOCJLf. came out in 1945. By this time Miller's frustration as a playwright reached its 

peak. He call s the plays wrinen till 1945 desk drawer plays. None of his plays other 

than l.uck \ ... Titten during the period mentioned was produced in the professional 

theatre. Not at all happy with the very limited success of these plays, he tells us about 

his disappointment as a playwright in Introduction: 

I was turning thirty then. the author of perhaps a dozen plays, 
none of which ( could truly bel ieve were finished . ( had written 
many scenes, but not a play. A play. I saw then, was an 
organism of which I bad fin ished only certain pans. The 
decision formed to write one more, and if again it turned out to 
be unrealizable , l would go into anOther line orworl .... ( 16) 

Miller did nOt have to change his .... ocation and go into another line of work. Quite by 

chance he heard a story about a famil y rrom an elderly lady visitor and soon he sl:m ed 

working on it to materialize his decision of ",Til ing one more play. The finished play 

called All A-Iy Sons, premiered on 29 January 1947 at the Coronet Theatre in New 

Yo rk. and since then like his protagonist in Luck he staned having all the lucl ... A box· 

office success, the play ran for 328 performances. It earned for him New York Drama 
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Critics' Circle Award, and. of course, his much longed for professional recognition 

and satisfaction. Two years later, the production and publication of Death of a 

Salesman (1949) placed Miller at the pinnacle of his success. The play premiered at 

the Morosco Theatre in New York and Tan for 742 performances. It earned for Miller 

the Pulitzer Prize, New York Drama Critics' Award, Antoinette Perry Award. Theater 

Club Award, Donaldson Award. and a number of other 3\vards. His next original play, 

The Crucible (1953), received the Antoinene Perry Award. During the next four 

decades or so Miller has regularly contributed in the fie ld of theatre with the writing 

and production of about one and a half dozen plays. His latest publisbed works in the 

present de<:ade include three plays - The Ride Down MI. Morgan (1991 ), The 1..0.11 

Yankee (1993), Broken Glass (1993), and a novelene, Plain Girl (1992). 

Most of Miller's plays are meant for a "prophetic theater", which, according to 

him signifies "a theater, a play, which is mennt to become part of the lives of its 

audience - a play seriously meant for people of common sense, and relevant 10 both 

their domestic lives and their daily work'" (Introduction 16.17). Time in its varied 

manifestations. as mentioned by Mi ller in Introductioll, is integral to these plays and 

his concept oflragedy as a whole: 

Time. characterizalions. and other elements Ilre treated 
diffe rently from play to play, but all to the end that that moment 
of commitment be brought forth, that moment when, in my 
eyes, a man difTerentiates himself from every other man, that 
moment when out of a sky full of stars he fixes on one star. ( 
take it., as well , that the less capable a man is of walking away 
from the central conflict of the play, the closer he approaches a 
tragic e;~istence . In tum, this implies that the closer a man 
approaches tragedy the more inh:nse is his concentrat ion of 
emotion upon the fixed point of his commitment. which is to 
say the closer he approaches what in life we call fanaticism. (7) 
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Miller is aware of the changes that took place 10 the society around him as well 

as his own changing responses to it. According to him, in one sense the plays included 

in the volume of the Collected Plays are a response to what was in the air: 

Eaeh of these plays, in varying degrees, was begun in the belief 
that it was unveiling a truth already kno\~ll but unrecognized as 
such. My con<:ept of the audience is a public each member of 
which is carrying about with him what be thinks is an anxiety, 
or a hope, or a preoccupation which is his alone and isolates 
him from mankind~ and in this respect at least the function of a 
play is to reveal him to himself so that he may touch others by 
virtue of the revelation of his mutuality with them. If only for 
this reason I regard the theater as a serious business, one that 
makes or should make man more human, which is to say, less 
alone. (Introduction 11 ) 

Miller points out in the same essay that one of the decisive influences upon style is the 

conception and manipulation of lime in a play: 

Broadly speaking where it is conceived and used so as to 
convey a natural passage of hours, days, or months, the style it 
enforces is pressed toward realism, Where action is quite openly 
freed so that things mature in a moment, for instance, which 
would take a year in life, a true license for nonrealistic styles is 
thereby won. (5-6) 

Miller think.s that "the destruction of temporal necessity occurs in c ... ery play", and so 

realism is a matter of degree bcc.ause every playwright collapses time "destroying 

realism, by fastening only on those actions gennan\:! to the construction of his 

symbol:· 

Unlike the plays of many dramatists, we find in Miller's plays a great deal of 

autobiographical time fused with the fictional time Harold Clurman writes in an 

articl~ . "Arthur Miller's Lat~r Plays": uWhen recently asked in what way his plays 

were rdated to the e .... ents of his life Miller replied. ' In a sense all my plays are 
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autobiographical" ( 143). The following words of Miller about Sale.,man in one of his 

letters written in t 949 demonstrate to what extent his characters reneet what he saw 

and experienced in his own life: 

However, it is obvious that 1 write out of life as 1 know it rather 
than construct plays out of a theatrical imaginalion. os it were. 
The remembered thing about "Salesman" is really the basic 
si tuation in which these people find themselves - 8 situation 
which I have seen repeated throughout my life. (Weiland. AM 
60) 

Miller writes in "The Shadows of the Gods" that while in college he read Ibsen. and 

through him and Dostoyevsky he came to an idea of what a writer is supposed to be: 

These two issued the license, SO to speak. the only legitimate 
one I could conceive, for presuming to write at a1l . One had the 
right to WTite because other people needed news of the inner 
world, and if they went too long without such news they would 
go mad with the cha.os of their lives. With the greatest of 
preswnption I conceived that the great writer was the destroyer 
of chaos, and a man privy to the councils of the hidden gods 
who administer the hidden laws that bind us all and destroy us if 
we do not know them. And chaos, for one thing was life lived 
oblivious of history. (180) 

As far as Miller is concerned a writer should not write disinterestedly without paying 

any attcnlion to what goes on around him. To achieve greatness a writer should try to 

have a social role by showing what defines humanit),. According to him, another 

important function of a \vrlter is to make us 3ware of what we are, and he feel s that. 

this is only poss ib1e if \\c arc aware of OUI history. So naturally, \\c find that history 

and historical references have a great deal to do \,.ith almost all plays of Miller. By 

emphasizing thl! character and inner nature of man. Miller also spc!uks for the 

universal appeal of a writer. Although the staging, the! setting, the characters and the 

plot of a play and even the playwright 's links to such characters and plot, and the 
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audience's reactions to what they watch involve the elements of time, Miller is 

possibly the only playwright who has stated in emphatic lenns the importance of time 

in his plays. That his autobiography has been entitled Timebends, is another proof of 

Millers special interest in time. 

It is interesting to note how Miller connects the different aspects of time to his 

plays: Most of his plays have topical settings. For example - Lucl<, Sons, Salesman. 

Bridge, Fall, Price. Ceiling. Clock, Love SlOry. MI. Iv/organ. and Yankee. Creation has 

a biblical setting. Crucible. Vrchy. Time, and Glass have settings in lhe past. In a 

number of plays there 8re autobiographical allusions and references. For example -

Salesman. Cm cible. Fall. Mondays, Ceilll/g, and Clock. The plays which have pasl 

and topical settings, relate directly or indirectly to past and topical history. Although in 

aJ l the plays the COncern is mainly wi th the present, the past is delved into or referred 

to in a number of plays, like - Sons. Salesman, Fall. Enemy. CrUCible. Bridge. Price, 

MI .. Morgan and Glass; the future expectations are focussed along with the other 

phases of time in Salesman. Crucible. Mondays, Bndge. r rme. Creation. The action is 

unfolded in a linear manner in Luck. Price, Enemy, Creation. Vichy, Ce;/ing. Elegy. 

l.fJ),,'e Story. Yankee, and Glass. The chronological rime is violated, and the past and 

the present and in some cases even the future are shown to exist simultaneously in 

plays like Slrl.:smtUl, Cluck. Can 'I Remumber, C{lml, and Mt, AI/urgan, There is the 

un ity of time in plays li ke SOfLf, Sa/t!.~man. FaJl, Price, VJchy. ('e iling, I.ady, Can '( 

Remember, and ('lam, whereas, there is no unity of time in such plays as Luck. 

Crucible, Bridge, t'vlml( /a),s. Enemy. Cr l!tJ l ion, Time. Cluck. 1\,/1. J\tforgun , and Gloss. In 

plays wh ich maintain this unity, the action is confined to a limi ted time in the fic tional 

present. but in the latter group the fictional present is stretched to a considerable 

p.;:riod of time. 
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Although hundreds of articles and a good number of critical books have been 

written on Miller and his works, and .... Iime" is an integral element of his plays, no 

detailed study of "time" in his plays has been made so far. "Time" in my thesis stands 

for both objective and subjective time. The fonner includes natural realization of time 

in terms of mainly historical. autobiographical. chronological and pial-time. and the 

latter experiential time in terms of memory and technique. Time, as we find in the 

development and unfolding of a plot, is part of the technique. Since Miller has more 

than twenty published plays and all of them are not equally important with regard to 

the different aspects of time, I have dealt with mainly some selected plays based on 

the realizations of time and made passing references to the otbers i.n different chapters 

of my thesis. (n my selection of the particular plays I have also taken into 

consideration the importance of the plays in relation to their subject maner, Miller's 

fame and creative phase. 

The research has been carried out with the specific objectives of examjning the 

relevant plays of Miller in relation to broadly speaking scientific or objective time and 

experiential Of subjective time as follows : 

a, How can we see the setting, plot and characters ofMiller"s plays in relation 

to historically and autobiographically verifiable time? 

b. What is the impact of lime on Miller's characters? Do they dwell on the 

present only or do they dig the past or think about the future? 

c. How does Miller unfold the plot of his plays? Does he follo,I,' the linear 

progression of tim!! or explode the watch and the calendar as in 

expressionistic and stream of consciousness technique or show the 
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simultaneity of time as in the mind/memory or reveal the phase and lapse 

of time with complete detachment in the convenlion of the Epic Theatre? 

d. To what extent does Miller adhere to or deviate from the unity of time, and 

what does he gain or lose by it? 

e. How are the scientific or clock time and experiential time synthesized in 

his plays and what is Miller' s main concern with time? 

The melhodology of my research depended on Ihe following plan of action and 

its timely execution: 

a. After reading some readily available plays of Miller I prepo.red a tentative 

bibliography of the plays, books, essays. articles, and interviews relating to 

my research. 

b. In consultation with my research guide I fixed the priorities to study as 

much as possible the primary and secondary materials. The primary 

materials include the published works and interviews of Miller and the 

secondary materials include the writings on Miller and his works in the 

different books and periodicals, and the relevant \vritings on drama and 

time in general. 

c. I was always on the lookout for the new publications relating to my 

research, explored all possible sources to collect them and, as required, 

made the necessary changes in the thesis and the bibl iography. 

d. In addit ion to a preface and a bibliography the thesis has been di\'ided into 

seven chapters. The first chapter gives an introduction to the concept and 

stud .. of time, the second chapter deals with Miller' s plays in relation to 

historical time, the third chaptt!r with the autobiographical time, the fourth 
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chapter with the conscious recall of past time and future expectations, the 

fifth chapter with time and memory. the sixth chapter with the unity of 

time, and the seventh chapter, which is the concluding chapter, deals with 

the synthesis Miller makes of all the elements of time as dealt v ... ith in the 

carlier chapters. 

e, On the basis of my reading and discussion with the research supervisor 1 

prepared the first draft of my thesis, and based on the comments and 

suggestions of my supervisor T made the necessary corrections, added the 

required fillers and prepared the second drnft. 

f. After thorough discussion with my supervisor 1 made the final changes in 

my work to bring it to its present form. 

g. For citing sources in the text and preparing the Bibliography of the works 

cited and consulted I have followed mainly the principles of documentation 

given in ",,(LA fian(lbook , 1995. 

The research has benefited me immensely because it required of me to go 

through all the ava ilable works by Miller and on Mi1ler. Personally I found my 

research "Time in the Plays Of Arthur Miller," challenging. The difficulties arose in 

collecting the relevant primary and secondary materials, deal ing with the flu id concept 

of time and establishing its tangible link to the good number of plays written by 

Millt:r. Although the task was arduous. I now have the satisfaction that I have 

completed my work on an unexplored albeit very important aspect of Miller's plays. 
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CHAPTER ONE 

Introduction 

Time can be neither seen nor fell, neither heard nor tested or smelt But the 

physicist measures time. and in Our day to day life even the laymen talk about the 

quantity of time. When we think about the measurement of time the obvious question 

that may arise is that how can something be measured that is not perceptible to the 

senses. Although time is not perceptible, for our convenience \vc associate lime with 

some observable sequences of nature and divide it into arbitrary units which for the 

sake of un ifonnity I1rc accepted as the stondard sequences of time for nil practical 

purposes. 

Time is an indispensable element of our lift! Modem world cannot function 

without making constant references to time as indicated by the sta.ndardized units of 

calendars and clocks. Although objective time is linear and forward moving, calendars 

and clocks represent lime as linear as well as cyclical. In a calendar in "the symbolic 

now or the newr-reluming years are incorporated the symbolic units or months, 

"ceks and days that recur at particular intervals" (Elias 16) 
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"Time" and "space" afe interrelated concepts In our day to day activities. 

Norben Elias says: 

'Time ' and 'space' are conceptual symbols of specific types of 
social activities and institutions; they enable people to orient 
themselves with reference to positions or intervals between such 
positions which events of all kinds occupy in relation both to 
each other within the same sequence of events and to 
homologous positions within another standardized sequence of 
evenlS. (98) 

According to him "'every change in 'space' is a change in ' time'; every change in 

' time ' a change in ·space ... • He says that one should not be misled by the assumption 

thai one can sit still in space while lime is passing because there are constant changes 

in the organic system of our body although such changes may be very slow. Though 

inorganic substances are not susceptible to such changes. they also may change in the 

course of time, Besides, the earth in constant motion makes the substances which are 

apparently lying still change their posi tion in relation to the solar system, But ' time' 

and 'space' are not one and the same thing: 

AS the universe in which human beings live and of which they 
ronn part is continuously moving and changing. one way of 
accounting for the conceptualization of 'space" and ' time' as 
different, ore"'en as separatc:, is to So1y that what we cal l ' space' 
rerers to positional relationships of moving events which one 
tries to determine by abstracting from the facI that they are 
moving and changing; by contrast , ' time" refers to the relations 
of positions within a changc<onlinuum v. hich one tries to 
detennine " i thout abstracting from its continuous movement 
and change. ( 100)' 

I In Ihe cue ofcot\S«ulive refertrKtS 10 a panicular sout~ where I new source dot~ not come in 
between, only Ihe page numbers Ite clled to order to avoid repetitions oflhe aUlhor' s name or the 
~ ork " 5Iitle , 
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22 

Hans Meyerhoff gives a detailed account of time in TIme m Ureratl.lri. He 

Time, as Kant and others have observed. is the most 
characteristic mode of our existence. It is more general than 
space, because it applies to the inner world of impressions. 
emotions. and ideas for which no spatial order can be given. It 
is also more directly and immediately given than space or any 
other general concept such as causality or substance •... There is 
no experience, as it were, which does not have a temporal index 
attached to it. ( I) 

He further adds: 

Time is panicularly significant to man because it is inseparable 
from the concept of the self. We are conscious of our organic 
and psychological growth in time. What we call the self, person, 
or individual is experienced and known only against the 
background of the succession of temporal moments and changes 
constituting his biography. But how can that which constantly 
changes be called the same person or an identical self'! How can 
man be "for himself' if he always experiences himself as 
different and ifhe is always known 3S difTerent from moment to 
moment in time? What is man, if he is nothing but a victim of 
temporal succession of change? What, if anything, endures 
throughout the constan rJy changing Stream of consciousness of 
the individual? The question of, what is man, therefore 
invariably refers to the question of what is time. ( 1·2) 

According to Ernst Cassier. "organic life exists only in afar as il evolves in 

time .... We cannot describe the momentary state of an organism without laking its 

history inlo consideration and without refening it to a future state for which this state 

is merely a point of passage," MeyerhofT says thnt "Cassier's words onJy re-<.."Cho what 

wns the major thesis of the historical, evolution3ry~ and oq,oanic theories developed 

during Ihe nineteenth century. From Hegel to Marx, from Comte to Darwin. from 

: In lIDS chapter thert an~ conSl8m references 10 Ihis panicular book 10 which I am deeply indebled for 
explaining Inc COncepl of timt. 
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Bergson to Whitehead. these theories selected the temporal element as a basic 

methodological or met.physical principle."(2) 

Modem mind is deeply conscious of time as a universal condition of life and as 

an ineradicable factor in our knowledge of man and society. "This emergence of time 

into the fragment of modem consciousness is al so reflected in literature. Literature -

like music - is a temporal art; for time is the medium of narration, as it is the medium 

of life" (Mann 541 ). "Once upon a time" is the timeless beginning of many stories told 

from the ancient to the modem time. To be engaged in literature, quite naturally leads 

to Questions about the meaning of time for the an fonn itself "Moreover, if art holds a 

mirror up to hwnan nature. and if man is more conscious than be was of the pervasive 

and precarious nature of time, then this consciousness will be reflected increasingly in 

literary works" (Meyerhoff)). Ti me has become an over-all and predominant theme in 

recent literature. But, Meyerhoff observes: "lime has ah\!ays been in and on men's 

minds. What has happened in our age is only a difference in the degree to which this 

preoccupation \vjth time has become explicit and articulate - especially in conjunction 

with the problem of man .... (3). He says that there is hardly a major figure in recent 

literature who has not raised the problem of time and its relation to man, and that the 

theme recurs so frequently in popular literature that the titles alone referring to time 

must, he presumes, run into hundreds or thousands. Time in literature mostly refers to 

elements of time as given in experience: 

Time in literature is II.! temps Jwmam, the consciousness of time 
as it is part of the vague backb'TOund of expcrieno: or as it enlers 
into the tc:<ture of human lives. Its meaning. therefore, is to be 
sought only within the context of this world of experience or 
\,,·ithin the contc.xl of a human life as the sum lotal of these 
experiences. Time so defined is private. personal, subjective or, 
as is otten said. psychological. These lerms mean that we arc 
thinking of time as directly and immediately experienced. (4-5) 
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There is of course another way of looking at time with which we are all 

familiar. It is the clock or conceptual time, which is the time relationship among 

objects and is unaffected by man 's perception. This time is used for sublunary 

convenience, and is a highly artificial and arbitrary convention used to regulate and 

coordinate our day to day activities. It gives us the concept of time "which is not 

private, subjecti ve, or defined in teons of experience, but which is public, objective, or 

defined in lenns of the objective structure of the time relat ion in nature" (5). This is 

the scientific concept of time expressed by the symbol "t" in mathematical equations. 

It is also what Meyerhoff caIls our "public" time, which we may also caU earthly time, 

the time that we use with the help of watches, calendars, etc. "in order to synchronize 

our private experiences of time for the pwpose of social action and communication," 

that is, for our earthly existence. We keep an appointment, reach a place or perform 

other actions by clock-time. whereas, our experiences and thoughts proceed at a 

different or personal rate. "Our sense of the speed or the duration of experience can 

only be assessed in tenns of values and measured by our personal time, though for 

purposes of comparison we may project it against the fi xed point of conceptual time" 

(Mendilow 54-65). The characteristic-s of this concept of time are independent of "how 

we personalty experil!nce time" which has " intersubjective validity." h refers to an 

objective structure in nature rather than to a subjecti ve background of human 

experience. Though this time is measured in a cyclical process, the units always 

starting afresh come back to a stnrting point as is the case , .... ith the seconds. minutes, 

hours. days. months and years. etc., This time is cumulative, because it always goes 

forward making clear distinctions of the P:lSt , the present and the future . 

MeyerhotT rightly points out that the notion of time '"given as an immediate 

datum of our consciousness" by Bergson "apparently a simple and indubit..1ble fact of 
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everybody's experience, turns out 10 be highly ambiguous and unreliable when used 

for the purpose of constructing a scientific concept of time applicable to an objective 

structure in nature." On the other hand the scientlfic analysis "objectively valid as it is, 

turns out to be quite estranged from the subjective experience of lime. Thus what is 

logically clear and valid seems to be psychologically fa lse and meaningless" 

(MeyerhofT 5-6). Both these notions of time seem to be quite irrelevant to each other 

a1though the scientist is not unfamiliar with the subjective experience oftime and we 

are all familiar with and dependent upon the objective concept of time constructed by 

the scientist for our day to day life. For any attempt to give a philosophical analysis of 

lime we arc confronted with an apparent paradox between .. time as an immediate 

datum of consciousness and time as a logical construct claiming objective validity," 

Different writers have often emphasized the difficulty faced by the \Witers on the 

subject of time in making the transition from what is psychologically simple and 

immediately given to what is logically clear and objectively valid in nature: 

This is what St. Augustine had in mind in the most famous and 
most quoted formulat ion of the dilemma: ' What, then, is time? 
(f no one asks me, I know; if I wish to explain to him who asks, 
1 know not. ' Or as a writer in the seventeenth century expressed 
it: ' { lose thee whi le I seek to find thee OU1.' 'A few questions 
[about time]: Russell WTote [recently], 'can reduce [us] to 
hopeless confusion.' As an illustration he adds a brief dialogue 
by which a clever diakctician can induce this state of confusion 
in the minds of thosc orus who approach the problem of time in 
tenns of experience or common sense. ' Does the past exist? No. 
Does the future exist? No, Then only the present exists. Yes. 
But within the present there is no lapse of time? Quite so. Then 
time does not exist? Oh. , wish you wouldn '( be so tiresome.' 
This is of course, only a restatement of the ancient puzzle which 
Zeno. a clever elealic dialectician. propounded in order 10 prove 
that time was unreal. Whatever happens. happens now; but 
' now' does not include change, motion or lapse of time. Thus 
the arrow, in its night through space and time. is, at any given 
moment or ' now,' always standing still - which seems to make 
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mockery of our' common-sense notions of flying through space 
IllId lime. (McyerhoIT6-7) 

The difficulties faced in arriving at a logically sound theory of time based on time in 

experience "arc so perplexing and overwhelming that many thinkers. from Zena to 

Bradley, concluded that the \,thole subject of time was riddled \'¥; th contradictions 

which could never be resolved~ hence, that time was not 8 rntional concept. And since 

it was believed that <reality' must be rational , it followed that time was declared to be 

unreal and illusory. that is, not an objective part of reality whatsoever. Reality. 

according to tills view, was without or beyond time, timeless and unchanging" (7). 

S1. Augustine \vas the first thinker to advance an ingenious philosophical 

theory of lime "based entirely upon the momentary experience oftjme combined with 

the psychological categories of memory and expectation" (8). He was concerned with 

time as experienced in the present. According to him whatever happens, happens now, 

in the present - that is, it is always an experience, idea, or thing which is ··present." 

We can, nevenheless. construct a temporal series accounting for past and future in 

terms of memory and expectation. The " past" means the present memory experience 

of a thing past. and the "future", the present expectation or anticipation of a future 

thing. This theory of time in temlS of experience was reechoed in the seventeenth and 

eighteenth centuries by Hobbes, Locke. Condillac, Berkeley and Hume, "Th\! strength 

of the theory lies in its roots wi thin human experience; its weakness. in the openly 

subj~tive nature of the theory" (8), The " past" as we recollect cannot oc exactly the 

same as we experienced. Recollections cannot be the only justification for ordering 

events in time. If we think of the paSt as applied to nature in general, we See that the 

origin and evolut ion of the universl!, the lStronomic31 3nd geological time beyond the 

reach of any human experience, or the pasl of miln 's OW11 evolution and history, all 
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these exhibit characteristics of succession. change, order, and direction which are 

objective and independent of our experience of time. ,; 

The dilemma posed by the apparent irreconcilability of time in experience and 

time in nature makes it difficult to construct a theory of time that will include both. 

The objective of a scientific theory is to eliminate the ambiguities and perplexities of 

subjective experience. But unfonunately. the process of constructing an 3;<iomaric 

system of time believed to be objectively valid in nature eliminates certain qualities of 

time which are of significance in human experience. The divergent philosophical 

interpretations of time are invariably conditioned by the fact that they deal either with 

time in experience or with time in nature. Meyerhoff feels that the literary treatment of 

time "has always been ' Bergsonian' in the sense of analyzing time as an immediate 

datum of consciousness and as it enters into human lives and actions ratber than 'into 

mechanics and physics" (10). 8ergsonian lime is subjective time. But it does not mean 

that literature eschew'S time in nature which is tangible a.nd measurable in association 

\\~th the natural phenomenon. The characters in a play as well as the writer are very 

much conscious of this time and its role in our life, 

The elements of time treated in literary works " invariably refer to certain 

qualif ies which are significant in experience and in the lives of human beings and 

which are inadequately rendered by or altogether omined from a scientific 

theory"( to). But this concept of experiential time which is purely subjective is strictly 

limited to the individual ' s response or handl ing of time. Whenever the relationship 

amongst the individuals has to Ix taken into c.onsideration, the time that concems them 

becomes no longer the concern of the individual only. it becomes interpersonal and 

gains a social dimension. 
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An axiomatic study oft ;me in nature involves the clarification of at least three 

major concepts: (3) measurement or metric; (b) orde r; and (c) direction. An objective 

criterion has to be worked out for all of them so that "we are able to say that they are 

valid for a time series in nature independently of the subjective experiences of human 

beings. These criteria must coordinate a set of definitions with processes in nature 

rather than with processes inside hurnan beings" (11-1 2). The objective metric. order. 

and di rection of lime in nature raJ l within the domain of scientists. scientific 

philosophers, and logicians. OUT experiences are an unreliable basis for measuring 

time objectively. In our mind 's repository at times time may pass fast or slowly - we 

may be conscious of every second or we may be completely oblivious or unconscious 

of the passage of time. The objective metric of time is inseparable from and 

indispensable to human li fe. Howsoever fluid time may be experienced subjectively 

the units of measurement of time became objective since the time they were 

coordinated with certain objects in nature for which a measurable uniform standard of 

motion could be determined. We are familiar with "Iunar time"' and "solar time:" [n 

the fi rst, the objects are the earth and the moon, and in the second. the earth and the 

sun. Another basis for the objective metric of time given by the astronomer is the 

rotation of the earth with reference to the system of fixed stars This is "sidereal time" 

and it is the most unifonn standard of measurement by which we set our clocks and 

calendars, Although the kinds ormotion involving some panicular objects may be said 

10 be arbitral)' or conv~ntional , the motions themselves are nOl They are all pans of 

nature, observed by man but independent orman 

The scientific concept of time, which is b.'\sed on objective relativity, is 

indispensable for the practical purposes of action and communication. This " time" 

which we call clock or conceptual time is object ive time and is unaffected by man's 
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perception. Such concept of time is used for sublunary convenience. It is a highly 

artificial and arbitrary convention used to regulate and c(H)rdinate OUT day to day 

activities. In our day to day life we are all part of an objective time order which is 

measured quantitatively and unifonnly according to the behaviour of objects in naturc. 

We keep an appointment, reach a place or perfonn other actions by clock-time, but our 

experiences and thoughts proceed at a different or personal rate. Mendilow rightly 

observes: "Our sense of the speed or the duration of experience can only be assessed 

in lenns of values and measured by our personal time, by psychological time, though 

for purposes of comparison we may project it against the [!.Xed points of conceptual 

time" (64~5). Time, as experienced, "exhibits the quality of subjective relativity, or is 

characterized by some sort ofunequa1 distribution, irregularity, and nonunjformity in 

the pe<>onal metric of time" (Meyerhoff \3). The regular, unifonn and quantitative 

aspects of time characteristic ofan objective metric have been often questioned by the 

psychologists and (he writers writing about the subjective response of their characters 

to time. The psychologlst argues: "When it seems long to you, then it is long; when it 

seems short, why. then, it is short. But how long, or bow short it actually is. tbat 

nobody knows" (13. 14). Thomas Mann says: "To be susceptible ofbcing measured, 

time must flow evenly, but who ever said it did that? As far as our consciousness is 

concerned, it doesn't, we only assume it does for the sake of convenience; and our 

un its of measurement are purely arbitrary, shlXr conventions" (66). According to 

Andre Maurois Proust, "The tiOle that is ours to use each day is elastic ; the passions 

" e feel di late it, thoSl! that \\'e inspire contract it, and habi t fill s it" (58). Virginia 

Woolfs attitude towards time as cited by Madeline B. Sterne is similar: "The mind of 

man works 'With strangeness upon the body of time. An hour, once it lodges in the 

queer element of the human spirit, may be stretched to fifty or a hundred limes its 
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clock length; on the other hand an hour may be accurately represented by the 

timepiece of the mind by one second" (Sterne 351). These examples from some of the 

contemporary works clarify the quality of the subjective relativity in the personal 

metric of time. 

The aspect of duration of time in experience is much more significant than its 

metric. Duration and metric are directly related in scientific, objective or what we may 

call natural time. Duration of time in nature consists of the successive moments. So, 

strictly speaking ri me cannot have any duration in the present because what passes in 

the present no longer remains present. Again in nature what passes becomes the past, 

measured tin a cenain point of time to give US the duration. But this duration does not 

include the present . The duration of time with regard to the future though may be 

calculated objectively. from the scientific point of view is unreal , The duration of time 

in experience has to take into consideration the fact that we experience time as a 

continuous flow, Experiential time is characterized not only by successive moments 

and mulliple changes but also by something which endures within succession and 

change. It was Bergson's contention that "this quaJity of continuous now or duration 

does not find an adequate correlate in the physical concept of time" (14-15), The 

moments of time in nature are "distinct, measurable quantities which always remain 

separate, disparate, and unrelated. like points in space or marks on a chronometer" 

(15), It is this contrast or the neglect of durat ion which caused Bergson to speak of 

physical time "as a distonion or fa lsification" of the essential nature of time, 

Mcyerhoff rightly poi ms oul that the quality of continuous flow or duration has been 

an 3gdess theme in litem£)' works from Ecclesiastes and Heraclitus to Joyce, Eliot and 

Thomas Wolfe, Thl! most-usl!d litcrary notation for making this qual ity explicit is the 
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symbolism of the "river" and the "sea" or the images of "'fli ght"" and "flowing." He 

quotes from Heraclitus. Omar Khayam and Thomas Wolfe respectively as follows: 

"" n the same river, we both slep and do not step, we are and we 

are not." 

"One thing at least is certain - this li fe nies." 

"Time is like a ri ver: ' "Of lime and river." "And lime still 
passing ... like a leaf ... fading like a flower ... rime passing like a 
river flowing." 'T he river is within us, the sea is all about us." 
"Every man on earth holds in the little tenement of his flesh and 
spirit lhe whole ocean of human life and rime" ( 16). 

The Slfeam associated with the consciousness of the mind is a popular literary 

lechoique employed by James Joyce, Dorothy Richardson, Vi rginia Woolf. William 

Faulkner and olhers. " 'Stream of consciousness' signifies whal the symbolism time 

and the river has always meant to convey, namely, that time as experienced has the 

quali ty of ' nowing, ' and that this quality is an enduring clement within the constantly 

changing and successive moments of time. The quality of duration is superimposed, as 

it were, upon continuous change'" (16). 

From a psychological point of view the continuous flow and durat ion of 

experiential lime may be called specious present This gives us a contrast to the single 

abstract moment which in real ity is the present in physical time. The flow of rime as 

understood in the psychological present contains the elements of some kind of order 

and direction poiming towards past and future. The present, as mentioned by Will iam 

James in Principle,\' of P~ych()/Qgy, chapter 17. has "a certain breadth of its 0\\11 on 

which we sit perched and from whkh we look in two directions into time" (MeyerhofT 
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17.18). wnat he means is that the '~emporal stretch enduring throughout the present 

includes elements from memory and expectation." All the remembered and anticipated 

elements coalescing in the ex~rience of the specious present suggest to us some 

vague notions of "before" and "after," "earlier" and " later," "past" and " future" -

terms which refer to the order and direction of lime. If we accept the concept of the 

specious present, the basis of the stream of consciousness, we may say that time 

cannot have any fixed direction and order because in the present, the future and 

especially the past merge with no sense of order and direction. Time in nature is a 

forward moving element, and so naturally in this case we can clearly talk about what 

is over and what is to come in terms of the past and the future. Time, in the 

experiential sense too, can have the elements of the past and the future in tenns of 

conscious memory and expectations. 

"Time" as a concept cannot be at the mercy of or dependent on memory alone 

which is a subjective phenomenon and a constant source of error and deception 

because of a number of psychological variables - such as, forgening. repressing, 

di stoning, or projecting. The principle of causality at times helps us to detennine what 

precedes or what comes later. But it is not always possible to establish causal links 

between two things in experience. Time when linked \\~th the objects of nature gi .. es 

us thl! order of the past, the present and what is to come, that is, the future. In the same 

way experiential time, too, considering the causal links, can give us a sense of 

directi on and order 

It is a fact that c..1use and effect derine the serial of time in the world. if they 

did not we would nOt be in a position to give the empirical , objective interpretations 10 

the notions of earlier and later or to the concept of past and future, The use and 

acceptability of the causal principle in the objective order of time can be seen most 
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clearly in the irreversible process of nature as stated by Hans Reichenbach with the 

examples of running a film backward or unscrambling eggs (Reichenbach 148-149). 

The irreversible process of cause and effect not only defines the ord~r but aJso the 

direction of time. The order of the sequence of time - "earlier" and "'ater: · "past" and 

"future" proceeds in one direction on ly, 

One empirical criterion which may be used for past and future is that in the 

world, including our own mind, the past leaves traces, imprints, or records. whereas, 

the future does not. Thus we may say that an event look place or something was done 

earlier ifitleft a trace or record, but the events which have not yet left a record belong 

to the future. By past we then mean "the entire collection of recorded history -

whether of the universe or of man; by future which does not have a history" 

(Meyerhoff 20). Such traces and records of the past may be natural or man-made. 

With such records we orient ourselves ".jth regard to an objective order of time which 

is different from the vague and fallible order of events in memory. 

Like the geological records in the eanh, which are the products of natural 

phenomenon, and the archaeological records, which arc left by man with the help of 

tools and instruments, human mind is al so a recording instrument. The traces and 

records of the past evenls preserved in memory, as observed by Marcel Proust, arc 

analogous to the records presc l'\'ed in geological strata (M. Proust 143). By virtue of 

this empirical basis, memory, which is a subjective phenomenon, may serve as an 

obj{."Ctivc basis for the past as experienced. If the memory of human beings remained 

infallible like the memory of a computer which con be called back exactly as it was, 

then the records in tht! mt:mory could also be treated like the objective records in 

nature. In both the cases, the records in memory and in nature. we arc ,,'ery much 

,~ithin the causal theory of an objective time order, Wherever we find traces we can 
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infer that these were caused by the events preceding them and are not the result of 

events yet to come. For all practical purposes in our life we recognize an objective 

time order as understood by the principle of causality, just as, we recognize an 

objective standard of measurement in terms of sidereal time. Time in nature, as 

realized by us, consists of not only quant itative. uniform units of measurement but also 

of a uniform series or linear order in terms of cause and effect. 

AIthough the causal principle of time can be considered as an empirical fact of 

the physical order and may also in certain cases hold good for our memory. the 

records stored in our memory for its very nature pose special questions and 

difficulties. Compared to nature memory is a much more complicated and confusing 

recording instrument. The records in nature whether geological, archaeological or 

historical demonstrate a simple. linear progression, Instead of a unifonn serial order. 

memory relations exhibit a non·uniform and more dynamic order of events where past, 

present and future are fused and associated with each other, Things remembered in the 

present are often fused and confused ,\oith things feared and hoped for: "Wishes and 

fantasies may not only be remembered as facts, but the facts remembered are 

constantly modified, reinterpreted. and relived in the light of prescnt exigencies, past 

fear.; , .nd future hopes" (Meyerhoff 22), The objective order of temporal sequences 

fomls only a panial aspect of our memory structure. Causality pre .... ail s in the inner 

world as much as in the outer, "but the causal connections (or associations) between 

events wi thin memory do not constitute an objecti\oc, unifonn , consecutive order of 

'earlier. and 'later" as they do for events of nature. Instead they exhibit. as Ber~son 

said. :l quality of 'dynamic interpenetration,' it is this qual ity which is part icularly 

significant for the relationship betwcen tim!! and Lh(: self " (MeycrhofT22). 
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The dynamic interpenetration of events in memory which have a causal basis, 

however much distorted they may seem when viewed from an objective natural order, 

follow each other in an orderly manner because onc event follows or gives rise to 

another. This peculiar order of the mind appears as a fonn of disorder when it is 

compared with an objective temporal sequence. The "logic of images" in literature 

stands for this peculiar characteristic order - or disorder. The method of " free 

association and interior monologue" is based on this logic. The desultol)' illogical 

causal connections in memory, when contrasted with the logic of objective sequences 

and connections in the external world, by their very uniform characteristics make us 

accept the logic of free association. So far as the sequences of events wit.hin the inner 

world of memory are concerned, "we must employ symbols of disorder that violate 

the strictly logical order and progression of events to which \\'e have become 

accustomed by science and common sense" (23). The inner world of experience and 

memory exhibits a uni rorm structure which is causally determined by significant 

associations rather than by objecti\o'e causal connections as noticed in the world 

outside. This peculiar structure normally takes the help of symbolism and imagery to 

show that "the different modalities of time - past, present, and future - are not serially. 

progressively, and uniformly ordered but are always inextricably and dynamically 

associated and mixc:d up \\~th each other" (23-24). 

An imponant element of time in literature COncerns with the presence of the 

intrusive author and the biogf3phical time. Goethe called his autobiography, which 

was completed in 1831 , Dischfllng w,d lVarheit (Poetry lImi Truth). It was a selection 

of experiences which had mOst influenced the author's development. The title 

indicates, as Meyerhoff rightly observes: "the literary reconstruction of one's life 

invariably involves Iwo dimensions: a subjective pattern of significant associations 
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(poetry) and an objective structure of veri fiable biographical and historical events 

(truth). Both dimensions are present not only in biographical and autobiographical 

ronns of literature, but in any literary portrait whatsoever" (27). The particular work 

takes the Conn according to what is more dominant in proport ion. If the verifiable 

biographical and historical events related to the author's life control or dominate the 

work. then the work is clearly autobiographical. 

Time is significant for man because his quest for identity, i.e., "what J am," is 

connected with "what I was and what J have become," thus giving the biography of 

the self in terms of significant associations. tn existential ism hwnan existence is 

underslOod to be what is directly and immediately experienced by the individual 

himself and not the objective StruClUrt of his life as it appears to an outside observer. 

Literature, ace,ording to Meyerhoff, "has always been 'existentia)', for it has dealt only 

with those aspectS of time believed to be significant in the lives of human beings" 

(28). 

Experience for Hume consists of "perceptions which succeed each other with 

an inconceivable rapidity, and are in perpetual flux and movement" and the self is 

"nothing but a bundle or collection of different perceptions" (252). Like Shakespeare. 

he compared the mind with the theatre "where several perceptions successively make 

their appt:arance; pass, re-pass, glide away. and mingle in an infinite variety of 

postures and situations" (253), 

According to Bergson both time and the self are characterized by the fact that 

they are "unities of intef"JXnetr:ltion: ' "Time and the self mutually condition one 

another by ' integrating' the separate moments of experience into some sort of unity" 

(Meyerhoff 36), The mental "now" even the "mental time" 3S a whole is a unity. 

Whatever may consti tute '·now·' constitutes one significanl pattern relati ng 10 the self. 
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The same is true for the entire gamut of experie-nce. The self is a unity within 

multiplicity. The experiences recorded in the mind are integrated into what consti tutes 

the self. The unifying of the experience of the moment according to Sherrington is an 

aspect of the unity of the "I" (Sherrington 222). This explains why in the stream-of­

consciousness technique despite the most perplexing and chaotic manifold of 

immediate experience the unity of the self is not negated The scattered fragments of 

free association make sense only if we presuppose that they belong to the same person. 

A whole day constitutes the specious present in Joyce's Ulysse., and Woolrs 

Mrs_ /)al/oway. "The fragments of life in each are gathered together by a unitary, 

symbolic frame of reference, which also constitutes the unity of the narrative itself" 

(Meyerhoff 39-40). Ultimately all the three unities - time, self, and namtive are 

integrated in the form of significant associations. Meyerhoff gives other examples also 

to prove the point. Joyce in Finnegan's Wake attempts to render these unities within 

the prolonged present of one night. The book hegins and ends in the middle of • 

sentence - a symbol for the cyclical theory of time. It shows "how the beginning and 

end of the rivers of time and life form a unity within the most bewildering 

multiplicity." Eliot said. " 'n the beginning is my end ... ; in the end is my beginning:' 

Goethe said, '-Le t beginning and end be fused into one ..... (Meyerhoff 40), 

Ir\\'e consider the volume oCliterary \\'ork we find that the interdependence or 

the two unities or time and the self with regard to the past is more important than the 

preoccupation with the momenta!), stream of consciousne:ss. St. Augustine mentions in 

the r(}"fl!s.~ullu the importance of memory in one' s life. The experiences stored in the 

memory are very much part of an indiv idual and define him. E"'en " when the mind 

doth not feel, the memory retaineth" and "whatsoever is in the memory is also in the 
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mind" (Meyerhoff 42~)}. The memory as a whole functions in the reconstruction of 

one's life. 

In the literary portraits the principle of "unity within multiplicity" is nonnally 

extended beyond the present to the entire past of an individual in order to exhibit "the 

distinctive characteristic pattern of responses and associations wh ich we call his 

character." Proust's Remembrance 0/ Things Past reveals how the reconstruction of 

the self corresponds to the recapture of time in experience. In such cases, memory 

becomes "a symbol for the active, creative, regulative functions of the self. And this 

creative aspect of memory (in art) discloses a unified, coherent structure of tbe self, 

which cannot be otherwise recovered in experience" (Meyerhoff 44). Meyerhoff cites 

a passage from Thomas Wolfe's The Story of a Novel in which he describes the 

infinite complexity and intensity of his memories, as a clue to his being a writer: "My 

memory was at work night and day, in a way that I could at flfSt neither cbeck nor 

control and that swanned unbidden in a stream of blazing pageantry across my mind, 

with the million forms and substances of life that 1 had left. \."hich was my own 

America" (44). 

The story of Sophocles's Oedipus "may also be read as the tragedy of a man 

who is suddenly and brutally destroyed because lhe continuity of time in his life is 

irremediably disrupted" (52). A terrible gap is opened up regarding his past life - his 

past as lived and remembered since he defeated the sphinx and the past of his 

childhood and youth - forgotten and represst!d and subsequently brought to light. [n 

terms of his experience he may be considered two different persons but in reality he is 

on~ and the same person. Sim ilarly, in Tlte GrecH G(I(sby. Gatsby is engaged in a quest 

to find his true self through a recovery of the past. The narrator says of Gatsby that he 

wanted Daisy to tell Tom that she ne\'er loved him. "After she had obliterated four 
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years ""ith that sentence they could decide upon the more practjcal measures to be 

taken". (FilZerald 95). After she was free they were to go back to Louisville and be 

married - "just as if it were five years ago," The narrator and Gatsby talk of Daisy as 

Gatsby is about to meet Daisy again for the first time in five years: 

"I wouldn' t ask too much orher,'" ventured. " You can' t repeat 
the past." 

"Can' t repeat the past?" he cried incredulously. "Wby of course 
you can!"' 

He looked around him wildly. as if the past were lurking here in 
the shadow of his house. just out of reach of his hand. 

"I' m going to fix everything just the way it was before," he said 
nodding detenminedly. "She' ll see." 

He talked a lot about tbe past, and I gathered that he wanted to 
recover something. some idea of himself perhaps, that had gone 
inlo loving Daisy. His life had been confused and disordered 
since then. but ifhe could once return to a certain starting place 
and go over it slowly, he could find out what that thing "'3.5 .... 

(96) 

The aspect of time in experie rlce as understood by Proust, for which there is no 

correlate in the objective time structure of nature, is what Meyerhoff calls "eternity.'" 

For him eternity means timelessness, not infinite time - " 3 quality of experience which 

is beyond and outside time" (54). The recolhx:tion of events in the mind takes place 

under the aspect of eternity in two ways: 

(a) The act of recollection itselr is timeless in that it seems to 
have no datI! or temporal index attachoo to it . It is a pennanent 
or timeless possibility. The recollection may burst into 
consciousness at any time or place, which gives it the quality of 
\xing beyond time and place - though aOer it has hap~ned we 
can fix the date ,'lithin the sequence or physical time and say 
when it happened. Only the fact that it may happen at any time 
seems to put the recollection into a timeless dimension. (b) 
What is remembered, the content orthe recollection, belongs in 
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the same dimension.... The thing remembered seems to be 
independent of the date when it happened; it acquires tbe 
quality of an 'eternal essence.' (54-55) 

E~periential time, no doubt, has no proper correlate with time in nature or 

objective time. The fact that "recollection may burst into any time or place" and the 

"thing remembered is independent of the date when it happened" does not necessarily 

give this time the quality of eternity, or timelessness, neither the infinite time. 

Hov.i'soever fluid this time may be, the recollection takes place at a particular point of 

time and ends at a panicuJar point of time and is very much limited to the person 

concerned Timelessness or the quality of eternity may be attributed to an as compared 

to our earthly life. Keats said in the concluding part of his poem, "Ode on a Grecian 

Urn" : 

When old age shall this generation waste, 
Thou shah remain, in midst of other woe 
Than ours, a friend to man, to wbom thou say'st 
"beauty is truth, truth beauty:' that is all 
Ye know on earth, and all ye need to know, 

What Keats says is that li fe in this world is short and temporal but art is eternal, which 

will live for ever. Time has the quality of etemity when it can neither be measured nor 

will it come 10 an end, 10 science this eternity is indicated by the symbol a:: , which 

stands for infinity. Eternal time: has direction~ it is forward moving and has a st3rting 

point but no end. For some believers the SQullea"es for an eternal stage after death. 

A. E. Menditow says, "Time, according to the theory of relativity assume~ 

differ!!nt meanings in different systems and \-aries from one frame of reference to 

another" (63), He quotes Mac Traggan to express the muitir.'lnous real izations of time: 

''There are as many time-senes as there are selves \I,'ho perceive th ings as in time ... 

Strictly speaking, no time can be common to two selves" (63). All the techniques and 
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devices of fictional work, especially drama, reduce themselves to the treatment ortime 

in relation to the plot and the different characters as conceived by the writer and the 

reader. The writer, his wO'Tk, and the reader together fall within a complex time-

scheme. The shift orthe reader from his OMl present to the fictional past and a reverse 

shift to a fictive present are a very common, though complicated, amalgam of time 

shift in the readers' or audiences' response to all plays. 

Drama. mOTe than any other literary ronn, is dependent on, and makes use of, 

the diverse aspects of time. Every element or aspect of drama, whether the 

composition, plot or characterization, language or production, involves the elements of 

time and space. T . Ungvari says that -

it is possible to enumerate some valid definitions of lyric and 
epic poetry that simply leave out the time aspect., whereas there 
is no definition of dramatic art which refrains from making a 
refe rence to time. The study of the famous Goethe-Schiller 
correspondence clearly shows us that the time aspect of epic 
poetry eme rges only in an opposite JX>sition to that of tragedy. 
Epic poetry relates past events, in contrast to tragedy, which 
introduces us into the world of action, to the world of the now, 
Ihe becoming, the present (470) 

Ungvari adds in the following paragraph that ''there is a ti me-preference in ellery 

definition of drama," because drama is preoccupied with ti me. By drawing a parallel 

with phys ics he says. ''' time seems to be as much an attribute of drama in the li terary 

field as it is of motion in the natural sciences" (470). 

A drama is an imitation of action. which is a fonn of motion. And thi s motion 

has implied in it the elt':ment of time. Time, as enunciated in Aristotle's Physu:.\'. "is 

the quantity referring to mot ion from the point of view of earlier or later" (Gret:n",,'ilY 

41 ). This obviously puts emphasis on now. i.e .• the present, which Aristotll! identifies 

as the: li nk of time. Aristotle's concept of the now in Phy,'~ ics and his definition of 
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tragedy in Poelics are interconnected: "For that coherent unity of action which is the 

chief postulate of tragedy bears a close relationship to the definition of the now, the 

present. The unity of action is nothing else than the now mentioned in the Physic.)' as 

the point which links past and future" (Ungvari 471 ). 

Drama, more than any other form of literature, is a direct imitation and 

representation of life. Time affet-IS every aspect of a play - its plot. the form and the 

medium of expression, i.e., language. The plot of a play, like that of a novel , norma1ly 

deals with the behaviour of human beings who "act, feel and think in time and aTe 

subject to all ilS vagaries, varieties and variations" (Mendilow 31). All the characters 

in a play can be placed in relation to chronological time. They interact according to 

their reactions to the past. present and futwe-time happenings and expectations, 

A play, which is an image of human nature. has to be composed within a 

limiting frame that detennines its fonn. The playwright must devise techniques to 

shape and modulate his plot to give it the form that will most adequately and 

effectively convey hi s intentions to the reader or the audience. The rime-conslraint 

imposed directly or indirectly in the staging of a play leaves no scope to the 

plaYV,Tight for composing his play without any plan, Mendilow's words regarding a 

novelist is true for a drnmalisl 8S well: 

A novel , even at its longest must come to an end: the writer 
must plan his beginning and ending, and his whole work must 
provide v.ith;" itself the reason why these should fall where 
they do and not elsc, ... 'here , He must exploit difTerent devices to 
urge the reader's artention forv.'ard and prompt his unposed 
question: ' and next? ' ~ ' what then'!' He must consider how to 
relate or link one part 10 another. He will experiment with 
sllspc: n~ and tempo, with rhythm and climax and plotting, And 
time is a centra l fi gure of th~m all (32) 
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A play, unlike a novel or an epic, deals with only a small segment of life. But 

this small segment. unlike most other literary foons, represents a complete action, 

Aristotle's definition of lTagedy in Chapter 6 of rus Poetics puts emphasis on this 

complete action: "A tragedy then j,s the imitation of an action that is serious and also, 

as having magnitude, complete in itself; ... .. (Aristotle 35). The focal point in drama is 

the present that joins only those parts of past and future extensions which are relevant 

to the plot. George Lukacs's observation that drama "has to transfonn everything into 

a present, otherwise it has no bearing on the mythos. the story, the plot" is pertinent 

(Ungvari 473), This element of the present in drama is direcdy linked to the concept of 

imitation, which implies selection, rearrangement and readjustment in view of the 

course of events. Goethe rightly says about epic poetry that it has "a certain 

Apollonjan sense of distance. conceiving of a story-teller sining on the dividing link of 

the chain looking back on past events in a reflective mood of nostalgia," The 

narrator's sense of the now thus becomes the dividing, rather than the linking point. 

"Drama on the other hand uses the linking quality of this now, sewing the threads of 

past events into the prescnt action" (473). The emphasis of the now in drama is «time-

redeeming.·· We are freed from our time for a couple of hours and released from its 

grasp just by enteri ng into another fic titious \I,'orld. No attempt need be made of 

suspending our disbelidwillingly. We simply accept whatever we see in front of us. 

Whatc\'cr changes the tragedy has undergone during the past centuries the time 

aspect of this panicular literary form. as observed by Ung-.'ari, has remained basically 

the salTle: 

It was a Conn that I!xpl orcd the field of action, .. connecting past 
and future in a sense that gave sense to sutTering by ultimately 
linking a set of rather horrifying deeds and actions into an 
intell igible comprehensible lime-scale succession .... {Tragedy 
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focuses onl the point which we call the linking present where 
every sacrifice is justified because its time-scale has a higher 
meaning than the mere repetition of the before and after. fn 
other words: tragedy as a form finds a transcendental image of 
time, peculia rly relating all the aspects of it to one or more 
coherent action 10 one or more character with identity and 
personal integrity. (474-475) 

Tragedy since the days of the Dionysiac rituals in ancient Greece out of which it 

developed, in most cases has not simply dealt with the vicissitude of the protagonist 

from past prosperity to present adversity mostly ending in death as an indicator of 

persistent di sorder and chaos. The death. on the other hand, restores equilibrium in the 

present with the hope of future regeneration. In some of the post-Second-World-War 

plays like, Beckett 's Wailing for GodOl, Endgame, and Happy Days, the gloom 

persists till the end with no hope of salvation. Ungvari observes: "If in the former 

structure or trngedy the hero perished and the world survived, today the hero perishes 

only along with the whole world" (477). 

According to Miller "the essential difference, and the precise difference, 

between tragedy and pathOS is that tragedy brings us not only sadness, sympathy. 

identification and even fear. it also. unlike pathOS, brings us knowledge or 

enliglltenmenC' (Essay.'! 9). For him the knowledge that tragedy entails is the right 

way of living in this world. He says that tragedy i5 the mOSt accurately balanced 

port rayal of the human being in his strugg.le for happiness. '''That is \\l1y we re .... e re Qur 

tragedies in the highest. because they most truly portray us. And that is why tragedy 

must not \x diminishi!d th rough confus ion with other modes, for it is the most perfect 

means \\e hove of sho\\;ng us who and what we arc, and what we must be - or should 

stri \ e to become" ([:.\'soY.'i 11 ). 

Miller says in "The Family in Modern Drama": 
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The playwright is not a reporter, but in a serious work of art he 
cannot set up an image of man 's condition SO distant from 
reality as to violate the common sense of what reality is. But a 
serious work, to say nothing of a tragic one, cannot hope to 
achieve truly high excellence shan of an investigation into tbe 
whole gamut of causality of which society is a manifest and 
crucial part. (£<suys 82) 

In this sense Miller's concern is not with the prescnt only although it is the present, 

which he considers important in a play: 

As people, as a society, we thirst for clues to the past and the 
future; least of all , perhaps, do we know about the present, 
about what is, It is the present that is always most evasive and 
slippery, for the present always threatens most directly our 
defenses against seeing what we are, and it is the present, 
always tbe present, to which the dramatic form must apply or it 
is without interest or a dead thing. and forms do dje when they 
lose their capacity to open up the present. (Essay .• 85) 

So, it is quite obv;ous that a play being an imitation of li fe. cannot be written without 

reference to any or all of the three periods of time - the present, the past and the 

future. 

Time is also re lated to the structure ofa play. The trcaltnent or time is specially 

important in the organization of dramatic action. A playwright mayor may not devise 

the- g~neral background of his play, but he is the one who organizes the sequence of 

events in the plot structure. The dramatist specifies the plot time as a point in some 

historical or fictional time in Ih~ prescnt, the past or the future having a certain 

duration by the clock. The plot being the product of imagination, thl! plot lime with 

regard to the setting is al\\'aYs different from the lime in real life. Besides, the plot 

time in many cases exceeds the duration of the performance time. Making the time of 

the plot in a proper selting reasonably represented within the limited performance time 

has been a constant problem for the play\vnght. and has been an important factor in 
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the play's aesthetic appeal. Frederick J. Hunter rightly says. "Because human action 

occurs in time, plots have traditionally been organized in time, either explicitly as in 

modem reaJism or implicitly as in ancient tragedy and comedy" (194). 

In the dramatic structure we fi nd two distinct treatment of time. The fi rst is 

usually employed to achieve vividness or intensity by compressing the action and 

confining it to events of shan duration. In the second kind, the plot time is stretched to 

tell a richer and more extensive story by skipping long intervals between episodes or 

by using retrospective techrtiques, To increase the intensity or extensity of the plot a 

playwright has 10 either concentrate or extend the time structure. 

A play, whatever action or segment of life it imitates, must be set in the context 

of a panicu1ar time. The characters live in time, interact in time and in many cases 

make constant references to time. The playwright, too, cannot be conceived of outside 

lime. The action represented in the play covers some time either objective or 

experiential or both. The staging obviously covers some period of time in teons of 

objective ti me. Time, whether objective or experiential, is indispensable to the 

composition of a play. its structure, characteri zation and production. There is not a 

single aspect of a play which can be thought of without any reference to time. 
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Historical Time 

A play unfolds its action through tbe plot, which cannot be conceived in a 

vacuum divested of a setting with regard to time and place. Time. whether mythical or 

historical past, or contemporary is an important component of the sett ing of a play. 

AJmost all the extant tragedies of the ancient Greek and Roman dramatists -

Aeschylus. Sophocles. Euripides and Seneca. deal with the rn)1hical time. This time. 

although is beyond the records of historical time, may be placed in some kind of 

chronological order in relation to a particular mythical story The time of action in 

Aeschylus' Promtul!clis Bound obviously dates before any plays d~aling with the 

Trojan War or its aftennath. like hi s The Or~j/elUll Trilogy, Sophocles' A)lU. 

Euripides' AmJromat:h" and Hecuba, and Seneca's nit! TrOJWf !'fontel/ . Similarly the 

action of Sophocles' Oedrpus thl! Kmg occurs earlier than that in his AntIgone, 

Seneca's The: Phl)t!mC:lcm Hi.,"/!!" and Aeschylus' Thl! S('Ven Agmnsl T;'~bes. Ine 

PersiaJ/s by Aeschylus, and. Oct(.lvia, a Roman play by an unknown author. arc the 

only two extam class ical tragedies on historical subjects. In the latter tragedy, which 

dt:als wi th the plight of Octavia. Nc:ro's wife, the lime of action coincides \\; th Ne ro's 
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reign. As it was the case in real life. Seneca and Burrus are seen here as t\I.'O ministers 

of the emperor. 

Although Aristotle in his PoelIC.Y. Chapler t 3, mentions Oedipus and Thyestes 

as 1\"'0 ideal examples of the tragic hero, he docs n01 say anywhere that tragedies must 

deal wilh Ihe Slaries of the JXlSt only. But if we look al the history of the serious plays, 

especially the tragedies, we find thaI till about the end of the 19th cenlury the tragedies 

mostly dealt with the stories of remote past occurrences only. Almost all the tragedies 

wrinen during Ihe Elizabethan Age, the golden age of English druma, deal with past 

actions. Kyd's The Spallish Tragedy, Marlowe's Dr. Fau.ttut, Tamburlaine, The Jew 

of MalIa. and Edward II. and Ben 10nson's Sejallus His Fall and Cali/me HI! 

Cumpirac),. to mention a few, are based on past history or tale. Marlowe's The 

MOJ.<ocr. al Paris (1953), a hiSlorical tragedy based on Ihe massacre of the Huguenots 

that began in Paris on the eve ofS .. Bartholomew's Day, August 24, 1572, is possibly 

the only Elizabethan tragedy based on conlemporary hiSlory. All of Shakespeare 's 

lmgedies have historical. legendary or mythical sett ing. The historical plays like H eft')' 

VI. Richard III. Richard II. JII/ills Caesar and Coriolanus. which have historical 

characters as their protagonists. can be placed in the fixed setting of rime. Plays like 

Othello, Macbeth. King Lear and Hamlet, \\'hich are on legendary subjects. deal with 

the time as accepted in the kgend which may not be as definite or fixed as in history. 

Tratl/l.~ and Cress,da is beyond the records of any historical time because it is b~d 

on Greek m}thology. 

j Tmgedies for quite a few centuries remained traditionally associated with the 

ha/pe:nings of the past and the protagonists larger than life. The last two decades of 

the nineteenth century witnessed the beginning of a revolution in the dramatic all of 

Western writers, especially with the \"TIters of serious plays pioneered by Ibsen, 
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whose new drama of ideas was dynamic in its concern with the social and moral 

problems of contemporary life. Ibsen 's The Pillars o/Soc/ery, A Doll's HOI",e. GliOSIS, 

An F:nemy of the People. Rosemersholm, and The Lady /rom the Sea are good 

examples of7ealisti treatment of contemporary life of the ordinary people and their 

problems. 

Comedies in all ages have mainly concent:rated on the contemporary life. They 

present the audience, as tragedies need not. with a picture of life as they are familiar 

with. The comedy of each age usually holds up a mirror to the people of that age. The 

Old Comedy and tbe New Comedy arc the two special genres of comedies of ancient 

Greece and Rome. Some of Aristophanes' comedies. which have survived., are the 

only examples of the Old Comedy. We do not lind any small~man-and·woman affairs 

or the treatment of any paltry themes in the plays of Aristophanes. Although 

Aristophanes did not deal with any ordinary subjects, his plays were mainly satires on 

contemporary political, social and moral issues in the li fe of the Athenians. All the 

extant plays of Aristophanes have topical settings: The Clouds is a satire on the new 

education of the Sophists, and caricatures Socrates. ".'ho was Aristophanes' 

contemporary; Wm'ps satirizes the abuses of the Athenian judicial system. and is an 

attack on the demagogue Clean. Ute Frogs, which also has a contemporary setting, 

deals ,vith the merits and demerits of the three great tragic playwrights. It is one of the 

very few plays where the mythical gods like Dionysus and Hades appear with the real 

life charactl!rs - Aeschylus, Sophocles and Euripides. in the underworld. 

The Old Comedy did not survive long. It disappeared to give place to the New 

Comedy, which used stereotyped plots and chamctcrs. The New Comedies. dealing 

mostly \\; th ordinary people. reflect a close picture of life and people of the time. The 

following comment of an Alexandrian on Menander, the fllther of the New Comedy, 
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attests to the degree of verisimilitude in his comedies - "0 life, 0 Menander. whkh of 

you twO was the plagiarist?" (Hamilton 18), With the exception of Plautus 's 

Amph/tryon. which is on a mythological story, all the extant comedies of Menander. 

rlautus and Terence deal \ .. ilh contemporary life. What PJautus and Terence show us 

of Roman life is the fi rst glimpse we have of Rome. Although \\Ie can visualize much 

about Rome and the Roman people from the comedies of Plautus and Terence, none of 

lhei r plays has Rome for ilS place ofaclion. The playwrights possibly found il safe and 

convenient to make the Romans laugh at themselves on others' . especially. the 

Athenians' cost. The realistic comedies and the comedies of intrigues and manners 

have their origin in the New Comedies. 

Ben Jonson. in whose comedies the innuence of Plaut us and Terence are easily 

discemable, specialized in Comedy of Humours. His comedies, Every Man ill H,s 

Humour, Every }.Iran ouf of H,s Humour. Volpolle. Epicoene and Alchemist have 

topical settings. Cynthia Revels. a romantic counly drama, and 17Je Poe/esler, a 

satirical drama based on historical Roman characters. although deal with the present in 

thc form of allegory, have settings in tbe past. Shakespeare's comedies, which are 

mostly romantic, have different settings \ .. i th regard to time. The Comedy of F.rrors, 

based on Plautus's The TWlfI l\tfellt!ciln'II , deals with the confused events of one day in 

the ancient to\\l1 of Ephesus in Asia Minor . .-l /\,licJsllmmer Night's Dream has its 

setti ng in the ancient time during the reign of mythical Theseus. I.(}ve ·s Labc>ur.t I .OSI, 

As YOII LIke II and Twdflh Nighl. \\h ich d121 with imaginary romantic stories, have 

settings in the past coinciding \\; lh no panicular historical time, 711f! Aferclultll oj 

V"/Ilce. which is based on two romantic stories fanning the plot, has a lopical sett ing. 

Al most all the R\!storation Comedies deal with lhe time or the age. Such 
, 

comedies written in the posHestoration seventcenth-<:cntury England, like Sheridan's 
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The RIvals, Etherage's The Man of Mode, Wycherley's 71,. CoullIry Wife. Con greve's 

nu~ W((y of/he World, and in the next century, Goldsmith 's She Stoops IV Conquer are 

comedies of manners, which deal with the intrigue of winy and sophist icated members 

of the society. The amoral world of Restoration Comedy was not a dream or a 

fictitious world with no relation to the time. It had a very precise relation to the life of 

Ihe lime, being based on tile atli tude of the Court Wits of the 1660·s. 

In tile plays of George Bernard Shaw, the most prolifi c Engl ish playwright of 

the late 19th and early 20th cenlurics~ we notice that the action of most of the plays 

starts at a specific time of tile day and takes place in a fixed period. The playwright at 

the very beginning of a great number of his plays mentions quite clearly the time when 

the action begins: Widower's House - On a fine afternoon in August in the eighteen 

eight ies; ArnL\' and the AI/aN - Night time late in November 1885; Candida - A fine 

morning in October 1894; The /Vlan o/Destiny - The twelfih of May 1796; rou Never 

Can Tell - A fine August morning in 1896; The DevU's Disciple - At the most 

wretched hour between a black night and a wintry morning in 1777~ The Doclor 's 

Dilemma - In the early forenoon of the 15th June 1901 In some caSes although the 

lime of the d:lY is given but the month and year arc nOI mentioned, it does not create 

:lny problem in locating the plot in the historical perspective of time. Pygma/i()n and 

Mrs. W(lfrtm ",\ Profes~'io" have topical settings: Caesar lind (,Ieopmru and Selin' Joan 

have ob\'ious historical settings. Androcles alld the UQII , based on a fable, deals with a 

period of ancient Rome. In the play Back 10 U el/llIseiah. Shaw even gives a fixed year 

4004 B. C. a'i the particular time Adam and Eve lived in the Garden of Eden. Shaw 

callt!d his plays "problt!1n plays"', \\hich stands for serious plays as opposed to the 

frivo lous ones. He judged !.heir wonh by their socinl utility. Th::n is why most of his 

Dhaka University Institutional Repository



plays concentrate on the issues and problems of the day and have usually topical 

settings. 

The earliest account of time that we come across in Miller's playa is in The 

Creation of the World and Other Bu.vines,v. The play is based on the Book of GenesIs 

of the Old Testament and deals with the origin of mankind. and the life before and 

after the fall. The action of the play stans in the morning ofa beautiful day; at the very 

beginning we are introduced to God and Adam, After an ex.change of greeting. God 

says that it is a beautiful day. and Adam replies by saying. "Oh. perfect. Lord. But 

they allllre" (378)' . Their conversation indicates that Adam was not created on this 

particular day, but earlier: 

God: I'm very pleased with the way you keep the garden. I see 
you' ve pruned the peach tree. 

Adam: I had to. Lord An injured branch was crying all night. 
Are we going to name more things today? 

God: 1 have something else to di scuss with you this morning. 
but I don ' t see why we couldn 't name a few th ings first.. .. (378) 

God tel ls Adam that all the animals live in pairs. and so He decides to give him a wife. 

Adam is made to sleep, and E .... e is created out of one of his ribs. We come to know 

late r that on that vcry day Adam and E\'t: were ousted from Paradise. At onc stagc 

when Adam tells E ... ·e thai he dreamed of Paradi se and mentions wistfully his 

breakfas ts. Eve: says, "r wasn' t there long enough for breakfast. I \\'35 born j ust before 

lunch. And I ne\fcreven got that" (.JII ). 

(. 'r cCl(ion in some places echoes the Book o/Genesis in its action and language, 

In the di scussion that fo llows, the words, which are t!X3Ct reproductions from the 

I For the sake of con'lenience all quot3;tions from Miller', plays and other works are indicated by page 
numbers 
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Bible, are in bold type. As in the Boole ofGene.~is. Lucifer tempts Eve in the fonn ora 

snake to eal the fruit of the tree of knowledge. Once she takes a bite and Adam follows 

her. both of them become conscious of their nakedness. God calls for Adam. Afraid to 

face God. they hide themselves: 

God: Wbere an thou? 

Adam, still umeen; Here, Lord. God Turns. looking around. 
Adam emerges. He Is wearing a large leaf Nervollsly 
apologi:ing. I beard Thy , 'oice in the garden and I was 
afraid, becau~ J was naked; and I hid myseLC. Eve emerges. 

God: Who told thee that thou wast naked? (Creation 392, 
Genesis 3: 9-11) 

Adam tells God how he was made to eat the fruit by Eve and she in tum tells 
that a snake came to her and she could not help eating of the fruit . God 
immediately realizes that it " '3S the doing of Lucifer. He pronounces His curse 
on the serpent: 

Serpent, because thou hasl done thi~ 
Thou art cursed above aU ca«le, 
And above every beast of the field: 
And I will put enmity hem'een thee 
and woman -
That means all women will hate snakes. 
Or almost all . (CreatIOn 393, Genes/ ... 3: 14-15) 

God tell , Eve: 

1 will greatly multiply thy sorrow a nd thy concf lllion: 
In sorrow thou shah bring (orth children -

He adds: 

And thy desire sball be to th y husband 
And he shall rule o\'er thee, 
No more equals. you hear? Ht: is the boss forever. Pull up your 
lear. 

Turning to Adam God passes the follo\\i ng decree and drivC!s the two out of 
Eden. 

And as for you, schmuck! 
Cuned is tbe ground for thy sake, 
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In sorrow shalt thou eat of it a ll the days of (hy life. 
Thorns and thistles sb a ll it bring forth to theei 
No more going around j ust picking up lunch. 
In tbe 5~'ea t of tby face shalt thou eat brclld , 
Till thou relum unto the ground ; 
Yes, my fr iend, now there is ti me and age and death , 
No more living forever. You got it? 
For dUJt thou art. 
And unto dust s halt thou re turo. (Creation 395, Genesis 3: 
17.19) 

The exact Biblical situation and language are also found in the last Act where we see 

the family complete with the sons. Cain and Abel. Both Cain and Abel make offerings 

to God - Cain, the product of tbe soi l, and Abel, a lamb from the flock. God accepts 

both, but shows real satisfaction with Abel's otTering, infuria ted with Jealousy Cain 

ki lls Abel. God, Adam and Eve ask Cain about Abel. 

God: \Vhere is Abel, t hy brother? 

Cain. wah a new, dead indifference: I know nOI. Am I my 
brothe r's keeper? 

God: Tbe voice 0' Iby brolber's blood crieth unto me from 
the ground. (CreatioIl439, Gellesis 4: 9·10) 

The pWlishment God imposes on Cain is that he wi ll lead the life of a wanderer 
and fugitive. 

Olin: Better kill me now~ They wiU stone me wherever I go! 

God: ; o. I declare 10 all generations: \Vhoever slaycch Cain, 
"cngeancc shall be taken on hi m seveorold. For 1 will set a 
mark upon thee Cain, that will keep thee from harm. (erefll iult 
4-'4, Gc.'llcsls4 : 9-10) 

The plays dealing with the Biblical stories. and in some cases a large cycle of 

such plays beginning with the creation and fall and going through the last judgement, 

known as miracle or mystery plu) s, were very popular with the ml!dieval English 

audience, A lthough in these plays the BIbl ical texts ".'ere greatly expanded and the 

unknown authors often added sccnl!S, both comic and serious, of thei r own innovation. 
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the underlying spirit was always religious and mora l. In Adam and Eve, as in the Bible 

the pair despite being warned by God not to eat the fruit of the Tree of Knowledge are 

tempted by Serpent to eat the fruit and so, they are driven out of Paradise. in the play, 

unlike what we find in the BIble, God. who addresses the audience, has another reason 

not to allo\\' Adam and Eve to stay in Paradise, that is "Lest of the Tree of Life they 

eat, which giveth life forever" ( 129), Dolour and Misery. (\"0 characters of the 

author's imtcntion, take hold of Adam, but with the arrival orThe Holy Ghost and his 

assurance of final salvation Adam is restored to happiness. and Dolour and Misery 

loosen thei r grip all Adam and leave the scene. In Cain and Ahel, Cain is portrayed as 

a comic figure who has no love and respect for God and so is not willing to offer Him 

any tithe. Abel is gentle and pious. Pikehamess, a character invented by the writer, is 

Cain's servant. After the slaying of Abel when Cain seeks Pikehamess's help to bury 

Abel the latter runs off. Cain makes a final speech to the audience summing up his 

misdeeds, and the play ends (23.37). 

Regarding Crealion Miller makes it quite clear in an intervieW' that it was not 

his intention to write a typical theological play based on the Book t)!Gefle.\·I.'O: 

The thing that has always intrigued me is that I would stan 
thinking about a Bibltcal character, think I understood him very 
well . look him up and find it was all \\Tong and that I'd 
invented a whole different role for him. So what happens is that 
one' s fantasies gel connected wi th the panoply of characters and 
stories until they are no longer what they are but ,>,hat you make 
them. (Buckley 251 ) 

It is interesting to note that the play based on such a serious and exalted subject i 

poSSibly Miller's only com~dy of some importance amongst all his produced or 

published plays. He ca lled the play "a caTastrophic comedy:' Although he did nOI 
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elaborate, he talked about his fondness for real comedy during the first rehearsa ls of 

the play 's production (Buckley 249). 

In Miller's distortion and extension of the Biblical subject in Creation the 

characters and dialogue often become anachronistic because they tend to create typical 

modem situations severing links with the Book O/GI!IIC.'iJS and turning to the comic, In 

such cases the language is colloquial. ordinary and at times ribald as we find when 

aner the creation of Eve God excuses Himself of Cherouel and Raphael for a few 

words \vith Lucifer regarding what He considers the senseless activities of Adam and 

Eve Bewildered, shaking His head He says, "What did I do "Tong?" and seeks 

Lucifer's comment. The conversation continues as follows: 

God: Lucife r, they don' t multiply. 

Lucifer: Maybe give them a few morc years ... . 

God: But there' s no sign of anything Look at them - the middle 
of a perfect. moonl it night, and they' re playing handball. (383) 

God observes that every once in a while Adam does seem to get aroused, but Lucifer 

says that nothing more wi ll come oul of their innocence. UnJ ike the Bibl ical story the 

innocence of Adam and Eve in this play is centred mainly on thei r ignorance of sex. 

God pOints al Adam kissing a tree and says, "The damned fool has no means of 

di sc riminating" (386), lucifer tells Him that if He wants Adam to go into Eve. sex has 

to be made not Just good, but terrific 

J USt after eating the fruit of the forbidden nCI! , Adam real izes his nakedness~ 

\\ htm God asks him how he is u\vare of it tx"Co.use he ne,er had the idea of nakedness, 

Adam looking doml at himself litters, "Say that 's righ l," and God mimics him. E\.'c 
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tells God about the snake, and He reacts by saying ''That son of a .. .. leaving out the 

very obvious "bitch," 

God calls Out: "Lucifer, I get my hands on you ... ! 

Eve: But why'd you put the tree here jfyou ... ? 

God: You' re questioning Me! Who the hell do you think you 
are? I put the tree here 50 the re would be at least onc thing you 
shouldn ' t think about! So, unlike the animals, you should 
exercise a linle self-conlrol. 

Eve: Oh! 

God: "Oh," she says, I'll give you an "Oh" that you' ll wish 
you'd nevcr been born ! But first I'm going to fix it between you 
and snakes"" (392·393) 

Driven out of Eden, the activities of Adam and Eve change radically. Azrael 

tells God: "Look at Adam and Eve dOMl there. All they do any more is screw," Later 

on God, too. is shocked by thei r postures, and tell s the Angels: "Look at that! How do 

they think up such positions" (396)? To Azrael all this is so repulsive that he wants to 

kill them. God recalls 10 him and other Angels what Eve said at the height of her 

sexual ecstasy: Suddenly she cried out "Oh dear God!" and He never heard His name 

so genuinely praised. But Azracl declares that he finds the whole spectacle di sgusting, 

God, dl!spitc being God, has limitations as a creator. Lucifer reminds Him of 

th~ fish that He had created drowned in the ocean. God admits His mistake b)" saying 

that He has Slopped making fish with fur any more. In sel!king Lucifer' s advice about 

the m} stery of His latest creation, E\c , and later on tdllng the Angels that Lucifer \~as 

the only one of them " v.ho knc,\o how to carry on a con\/er~1tion" He acknowledges 

the superiori ty of the fallen Angel to the rest. 
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The earliest historical setting of lime that we get in Milk-r's plays is in The 

Crucible. The action of the play is set in Salem. Massachusetts and begins in the 

spring of 1692. The playwright himself tells us about the historical accuracy of the 

play in a prefatory nOle: 

This play is not history in the sense in which the word is used 
by the academic historian. Dramatic purposes have sometimes 
required many characters to be fused into one, the number of 
girls involved in the "crying out" has been reduced; Abigail' s 
age has been raised~ wbile there were several j udges of almost 
equal authority, I have symbol ized them all in Hathorne and 
Danfonh. However. I believe that the reader wi ll discover here 
the essential nature or one of the strangest and most awful 

J chapter 'of human history. The fate of each character is exactly 
that of his historical model and there is no onc in the drama who 
did not playa similar - and in some cases exactly the same -
role in history. 

As for the characters of the persons, linle is known about most 
of them excepting that what may be surmised from a few leners, 
the trial record., certain broadsides wrinen at the time. and 
references to their conduct in sources of varying reliability. 
They may therefore be taken as creation of my own, drawn to 
(he best of my abi li ty in confonnity with their known behavior, 
except as indicated in the commentary I have written fo r the 
text. (Crucible 224) 

In his essay, "Anhur Miller' s TIre Cruc,bltt: Background and sources," Raben 

A. Manin identities the close parallcls between the play and history by quoting 

historical facls followed by a conversation beh\'cen Parris and his niee!!: 

As In hislOry, the play bcbrinS when the Reverend Samu!!1 Parris 
begins to suspect that his daughter Bett)' has become ill because 
she and his nicc!! Abigail Will iafllti have " tra fficked \\; th spirits 
in the forest." The rea) danger Paris fears, ho\\ c\ cr. is less from 
diabolical spirits than from the ruin that may f311 upon him 
\\'h~n his enemies lC3m that hi s daughter is suffe ring from the 
ene-cIs of witchcraft. (R. Manin 95) 

The conve rsation is as follows : 
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Parris: There is a faction that is sworn to drive me from my 
pulpit. Do you understand that? 

Abigail: I think so, si r. 

Parris: Now then, in the midst of such disruption. my own 
household is discovered to be the very center of some obscene 
practice. Abominations are done in the forest -

Abigail: It were sport, uncle. (Crucible 295) 

Martin observes that Miller did his research in the witch-hun t affair carefully and well : 

He found in the records of the trials of Salem that between June 
!"d \0 and September 22. 1692 nineteen men and women and 
two dogs wefe hanged for witchcraft, and one man was pressed 
to death for standing mute. Before the aITair ended, fifty-five 
people had confessed to being witches. and another hundred and 
fifty were injail awaiti ng trial. (Martin, AM'.' Crucible 94) 

In the play too, the total number of men and women hanged are exactly nineteen_ 

Judge Hawthorne tell s Hale, who pleads for more lime fo r the seven prisoners to be 

hanged in the morning, that twelve are already executed and so the vi llagers expect to 

see them die as scheduled.. The play does not have any hanging of dogs, and ne ither 

does it tell us about the exact number of people who have confessed to being witches 

or are awaiting trial. As found in the records of the trials, one man, who is called Giles 

Corey in the play, is pressed to death for standing mute and not g iving any answer to 

his indictment (CrllClM: 322 ). 

AI the very beginning o f the play Miller talks about the puritanica l life-s tyle of 

the 17th century Salem people and the theocratic structwe of the society: 

They had no novelists - and " ould not have permitted anyone 
to read 11 novel if one were handy. Their creed forbade anything 
resembl ing a theater or " vain enjoyment:' They did not 
celebrate Chri stmas, and a holiday from work meant nOI only 
that they must c·oncentrate C!\ C[l more upon prayer. (226) 
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The Puritans of New England led a very rigid and austere lifc. To all such people any 

kind of recreation and entertainment was ungodly. In the play, when Rev. Parris, the 

local priest. informs Rev. Hale of Beverley, who is reputed to have much experience 

in all demonic arts, that he discovered his daughter, niece. and ten or twelve of other 

girls dancing in the forest, Hale is surprised beyond belief and asks, "You permit 

dancing?"' At one stage Hale goes to ?roetor's house on his own to ascertain the 

Christian character of the house because a passing reference was made in the court to 

Proctor's wife, Elizabeth , in connection \\ith witchcraft. Hale tells Proctor that he has 

found out from the book of record kept by Parris that he has not been regular in 

attending the church on Sabbath Day. Proctor tries to prove the contrary. but Hale is 

far from being satisfied: 

'-Iale: Twenty-six time in scven month, sir. I must call that rare. 
Will you tell me why you are so absent? 

Proctor: Mr. Hale, I neve r knew I must aCCQuntlO that man for I 
come to church or stay at my house. My wife were sick this 
winter. 

Hale: So I am told. But you., Mister. why could }'ou not come 
alone? 

Proctor: I surely did come when t could, and when I could not I 
prayed in this hous~ . 

Hale: Mr. Proctor, your house is not a church: your theology 
mu" tell you that. (272) 

Hal~ asks Proctor ho\\' it is thai only two of his thn:t: sons are baptized. Proctor says in 

reply that he docs nOt approve ofParris's laying his hands on his baby because he does 

not SCe any light of God in the! minister. lI a lc! ' s reply testifies to th~ unquc!stioned 

religious authority enjoyed by the pnests of the day: "I must say it. Mr. Proctor~ that is 
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nOI for you to decide. The man 's ordained, therefore the light of God is in him" (273). 

Hale also does not consider it a small fault of Proctor that he fail s to quote one of the 

ten commandments. He says, "Theology. sir, is a fortress: no crack in a (ortless may 

be accounted small" (274). 

Crucible was first produced at the Martin Beck Thealer, New York on January 

22, 1953. Although historically the setling of the play is Salem, Massachusetts in the 

end of 171,b century, allegorically speaking iI also has a topicaJ setling. M.iller found a 

close parallel between the fear imposed on a section of people in contemporary life 

with the \v1tch-hunt about two and a half centuries ago. He says that he wished for a 

way to write a play "which would show that the sin of the public te rror is that it 

divests man of conscience, of himselr." He adds: 

I had knOWll of the Salem witch-hunt for many years before 
' McCarthyism' had arrived, and it had aly,-ays remained an 
inexplicable darkness to me. When I looked into it now. 
however. it was the contemporary situation at' my back, 
particularly the mystery of the handing over of conscience 
which seemed to me the central and infonning fac t of the time. 
(illtroduction 41) 

J. H. Fc rre-s notes that to many in the audience at the Mart in Beck Theater. Crtlclhle 

"seemed to draw a parallel oct\ .... een the Salem \\itch tria ls of 1692 and go\'cmment 

investigat ions of alleged communist subversion in thi s country in the late 19405 and 

early I 950s. ,. Gi"'en the national temper of the time, he does not consider it surpri sing. 

(F<: l'T'es 5). Henry Popkin. in hi s an icle "Anhur Miller's TIr!! ("rllclble" gives us the 

trend of investigation earned out to identif) the susP'!cted communist sympathizers 

~veraJ ) ears before the play was produced. 
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... public investigations had been examining and interrogating 
radicals, fanner radicals. and possible fanner radicals, requiring 
,vitnesses to tell about others and not only about themselves. 
The House Committee to Investigate Un-American Activities 
evolved a memorable and much quoted sentence: • Are you now, 
or have you ever been, a member of the tommunist party?' 
Borrowing a phrase from a popular radio program its 
interrogato r called it ' the $64 question.' (139) 

Whi le descnoing the character of Hale, Miller tells us about the political 

fanaticism prevalent in the society of rus time: 

In the countries of the Communist idealogy, all resistance of 
any import is linked to the total ly malign capitalist succubi , and 
in America any man woo is not reactionary in his views is open 
to the charge of alliance with the red hell. Political opposition, 
thereby, is given an inhumane overlay which then justifies the 
abrogation of all normally applied customs of civi lized 
intercourse. A political policy is equated with moral right, and 
opposition to it with diabolical malevolence. Once such an 
equation is effectively made, society becomes a congerie of 
plots and counterplots, and the main role of government 
changes from that of the arbiter to that of the scourge of God. 
(CrUcible 249) 

Dra\\i ng an analogy betv,'cen the rel igious fanaticism of the past v,"ith the political 

diabolism of his time Miller says, "The analogy, however, seems to falter when one 

considers that. whjle there \\'ere no witches then. there ar!: Communists and Capital ists 

now, and in each camp Illere is tenain proof that spies of each side 3.fe at work 

und\!nnining the other" (Crucible 250). To many of the contemporary conscious 

audiences of the play the tenn witch-hunt was nearly synonymous \.,.;th the 

conb'Tcssionai investigations then being conducted into the allegedly subversive 

activities of the.! communists and the.!ir sympathizc:rs 

As far as The .\Ian Who Hwl All Ihl' Luck is concerned. for each scc!nc the 

month and pan of the day are mentioned, but the.! year is not given. In this respect the 

sell ing of the play may be in any past time. But certain references and things in the 
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play clearly indicate that the action takes place during a paniculaf period. While 

describing to David one of his past experiences Shory mentions the Armistice which 

indirectly refers to the First World War: 

Even over there under shot and shell , as they say. I was sure 
there was a special star over my head - I was the only guy 
"alhin ' ever hit.. .. I walked up a stairs \ .. ilh the whistles 
blowin' out the Annistice. I remember her taking ofT my shoes. 
And the nex'( thing 1 knew the house \\'85 laying on my chest 
and they were digging me out. (50 I) 

He explains how the janitor of the house, which he visited, got drunk on the armistice. 

forgot to put water in the furnace boiler, and the walls blew out. Later on Gus 

mentions the war when he says that onc of the reasons for him not succeeding is that 

he is a Gennan: "I am German. It 's very simple. They remember the war here" (528). 

The theme of the playas menlioned by Dennis Weiland is clearly rooted in the 

nineteen-thirties: " It belongs to an age of privation and disquiet, of economic 

insecurity, when wealth seems the product of luck rather than meri t, and when guilt is 

the response proper to the decent-minded possessor of money" (AI\t! ?). Considering 

the small towns, the initiative in business, untrained mech:lOic, and references to the 

car, Marmon, the baSeball team, Dctroit tigers, etc. we can assume that the time of 

act ion in the play is soml.! time about a decade or so after the: First World War. 

The setting of al least four of Miller'S plays, tv!u"cla)".;, ",chy. Time and Gloss, 

coincides with the time of Ihe riSt! of Hitler and Nazi Germany and the Second World 

War period. The time of action of A Memory 0/1'1'.'0 ,\-folldoys fall s clearly within the 

fi rst half of 19305 wh~n Hitler came to pl\\er in Germany as is indicated from the 

follo\\; ng conversation centring a news paper oct\ .. een Raymond, the manager of an 

auto-pans warehouse, and young Ben, who has recently taken a temporary job there: 
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Raymond: How do you get time to read that paper? 

Bert : Well, I' ve got an hour and ten minutes on the subway. I 
don't read it all though. Just reading about Hit ler. 

Raymond: Who's that" 

Ben: He took over the Gennan government last week. (333) 

When another employee, Agnes, enters the room, after the usual exchange of 

greetings. she tells Ben about her lhineen.year old nephew who also reads the New 

York Times. She asks him about the latest news. He tells her about Hitler. She says 

that her nephew, too, knows about Hi tler. and that the last week he told the entire 

f.mily about what he felt .bout Roosevelt (335) . 

In Incident CIt Vichy the action takes place in a place of detention in Gennany 

occupied Vichy. France in 1942. As the play opens, we see in the detention room six 

men and a boy of fifteen who have been brought here for interrogation. As they wail to 

be called they wonder why they have been arrested. Merchand. a businessman, thinks 

that they have been picked up for rOutine document checking. He justifies the action 

by saying - "There are thousands of people running around with false papers. we all 

know thai . You can' t permit such things in wanime. Especially now with the Gennans 

start ing to take o\er do\ .. n here you have to expect things to be more strict , it's 

inevitable" (247). Labeau, a painta, asks him uncomfonably if there is any racial 

implication in this. He asks Bayard, an electrician, whether he is a Peruvian and thinks 

that in Vichy all the Peruvians are 1n trouble. He regrets for not lea\'ing for America 

before the invasion in 1939 although he had an Amencan visa, and makes his mother 

responSIble for his presenl troubles. '' In 1939 we were packed for America. Suddenly 

my mother wouldn ' t kave the furniture. I'm sure because of a brass bed and some 

rounh.grnde crockery. And a stubborn ignorant woman" (2.tS), Merchand asks the 
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Police guard if there is a telephone one can use because he has an appointmenl at 

eleven o·clock. Labeau is surprised that he is womed about breaking an appointment 

although he may be on his way to work in a Gennan coal mine. 

Three more men - an old Jew, Leduc. a doctor, and Von Berg, a prince, are 

brought to the place. The door opens and a Gennan Major comes out. Leduc is 

immediately on his feet and approaching the Major addresses him: "Sir, I must ask the 

reason for this. I am a combat officer. captain in the French Anny. There is no 

authority to arrest me in the French territory. The Occupation has not revoked French 

law in southern France" (253). He is throvm back to hi s seat by the Second Detective. 

Afte r a while he reminds the Major of the banle at Amiens on June, 1940 where be 

was in the Sixteenth AniJIery facing the Major. The Major remembers the ban Ie, but it 

does not help Leduc in any way. 

Leduc tries to find out from the rest why they have been arrested Monceau, a 

professional actor, says, " It seems they're checking on identification papers." But 

Labeau, because of what he heard from a girl who came up from Marseille, thinks 

olherwise - "They probably need labour. She said there was a crowd of people just 

carrying stones. Lot of the Jc"~. she thought ; hundreds" (254). Bayard tells them that 

he also hcard there has been a "roundup of Jews in Toulouse the last couple of weeks." 

Leduc argues thut h~ nc\cr heard the Germans applying Racial Laws in French 

territory regardless of the occup.,tioll. The bringing of the Gypsy bothers Bayard 

because "They' re in the same category of Racial Laws. Inferior" (255). Soon it 

becomes clea r that almost all the people brought to the place are JC\\S, and they nre 

being id~n tified by examining their papers and ci rcumcision. The;: proprietor of a cafe 

and the waite r. \\ho w;1I also be interrogated, reveal to the rest that the Jews \\;11 be 

ei th(r burnt or gassed to death. 
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Throughout VIChy references are frequently made to Hitle r, the Nazis and their 

atrocities on the Jews. Von Berg thinks that the Nazis arc a vulgar people because 

nothing angers them morc than a sign of refinement. He says, "Can people with 

respect for an go about hounding Jews? Making a prisoner of Europe. pushing 

themselves forward as a race of policemen and brutes? Is that poss ible for artistic 

people? Manceau R!minds him of the passion and sensitivity of the Germans towards 

an and music. Although Von Berg is appalled at the truth, he accepts the actor's words 

by saying, "I'm afrnid 1 know many cultivated people ... did become Nazis" (260). 

The action of Playing f or Time. which begins in 1942. reveals the two 

contradictory aspects of the Germans - their passion for music and their 

insensitiveness to the atrocities perpetrated by them on the civilian people, especially 

the Jews. At the very beginning of the play we are told about the historical setting of 

the plot - "CUI 10 a sidewalk cafe in the afternoon. Gennan soldiers relax. 

accomJXlnied by French gi rls. We are in German occupied Paris" (449). Fania. a 

singer, accompanying herself on the piano perfonns to entertain the Gennan troops 

and their French girl friends: "Nothing in her manner betmys her hostility to Nazism 

and its destruction of France in the recent battles" (449). In the ve l)' nt!xt shot we find 

her. and a twenty-year old overweight girl, Marianne, being carried away as prisoners 

with a number of other people inside a freigh t car. They are both puzzled and are not 

really sure why they were arrested. Marianne t!xpresses her premonition by saying: 

"But somebody said it' s really we' re Jc\\ish that they picked us up. Are you" (45 1 )~ 

They re .. eal to each other that they are both half-Jevo"s. and admit that their Je",;shncss 

ne .. 'er meant anything to them. 

Late at night the freight car stops 3t a station and the kapos. who are prisoners 

working for the administration and are armed \\~th lruncht:ons. brutally pulllhe people 
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out of the car onto the ground. Dr. Mengele. the Gennan physician in charge of the 

selection, motions people either toward several waiting trucks wi th Red Cross marks 

or to an area where they stand and wait. As the loaded trucks start leaving. Fania and 

Marianne fo llow them not l"owing what to do. A kapo approaches them. PUIS an arm 

around Marianne and offers them coffee. Marianne is mghtened. Fania and Marianne 

end up in a prison and are sent to the quarantine block with their clothes and 

belongings taken away and hair shorn off. They are escorted to the barracks by a 

Polish Blockawa, a female Block Warden, and are asked to take bunks above. The 

women who are already in the bunks are "cadaverous. barely able to summon interest 

in these new arrivals" (459), Fania enquires of the Blockawa about the people taken in 

the trucks. The latter takes her arms, leads her to a window and points oul. Orange 

glow is seen in the sky. She says, "Your friends. You see? - cooki ng. You too. pretty 

soon" (459). Marianne is afraid and stans sobbing as she lies beside Fania on the 

bunk, fania tries to console her as best as she can. She is indignant at the way the 

Polish prisoners have been treating them, and expresses her anger by sayi ng - "If I 

ever get out of here alive, l'm going to kill a Polish woman" (460), With Marianne 

beside her in the bunk as she turns the other way to look at the woman on the other 

side, she finds her skeletal and absolutely stil l. Fania touches her sk in and draws her' 

hand away at the cold feeling. The woman must have been dead for quite some time. 

She calls to the Blockawa and teils her about the corpse. The Blockawa, club in hand, 

comes, allows a moment to pass, "slowly looks up at Fania \'lith the interest of a seal" 

and strolls away .... i thout doing an)1hing \\;th the dead body. 

The life of Fania and Mariann!! in the prison \\;th little or no food and hard 

manual labour' mak..:s thl!m look haggard and famished like the other prisoners. Fania 

observes the cruelty a.nd atrocity of the Nazis through the daYr'oom ,,,;ndow. She sees 
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how the people are being pulled out of the freight cars and driven into the platform by 

the kapos. their luggage taken away. She sees a Mother being 10m off from her child, 

whO is tossed into a Y¥"'aiting truck. The Mother rushes to Frau Mandel. an SS woman, 

to plead with her, but she mercilessly striKes her across the face wi th a riding crop. 

Fania 's hardships are mitigated a little when she is made to join the orchestra 

fo rmed by Al ma Rose, a Gennan Jew prisoner, to enlenain the German officers and 

troops. When Mangele, Commandant Kramer and Maria Mandel. in command of the 

women in the camp. along with their retinues listen to Fania's song in accompaniment 

of the orchestra., "Mandel stands, applauding - she is excited as a patron, a discoverer 

of talent, and turns to Kramer, who is also clapping his hands" (48 1). Mandel asks 

Kramer if he ever heard anything more touching. He responds by saying "fantastic'" 

and waits for Dr. Mangele's opinion whom he considers a more expert judge. Fania 

stares at them with horror for their 10\o'e for her music. Dr. Mengele. who is a monster, 

the so called Angel of Death, appears to be deeply stirred and says - " I have rarely felt 

so totally - moved- (481). 

The prisoners are frustrated with the All ies because they do not see anything 

being done to stop the Gennan atrocities. Elzvieta, who is a successful actress in 

Poland, loses her fai th in the goodness of the human beings. She admi ts to Fania that 

she wonders whether it will be worse to survive than not 10. She is disappointed at the 

Christian kingdoms of the \'w'orld because she feel s that their leaders have not done 

anything to put an end to Nazi atrocities. Whal EIZ\'ict3 and the other prisoners say 

about the inaction ortl\<: allies has a close historic,a! parallel: 

By the early J9-l0s the world knew that the Je\\o's en masse were 
being huntt!d dO\\OTl by Ihl! Germans, and by 1942 that they were 
being incinerated, but such was the grip of anti-Semitic bigotry 
on American Siale Department and the Brilish Foreign office 
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that even the official immigration quotas - which. small as they 
were, might have saved at least thousands of Jews - were never 
filled . and the mil lines into the killing camps were never 
bombed even after other equally distant installations were. 
(Timebend., 63) 

The ordeal of the survivi ng prisoners, however, comes to an end when finally the 

BritiSh soldiers save them from imminent death. 

The action of Broken GlllSS, which takes place in November 1938, also has a 

greal deal to do with Hitler and his Gennany and the persecution of the Jews. At the 

very beginning of the play we find that Phill ip Gellburg has come to see Dr. Harry 

Hyman. who is also a Jew like him. regarding some complications in his ",ife's 

physical condition. She cannot walk. At one stage Hyman says, "1 find this Adolf 

Hitler very disturbing. You been following him in the papers?" Next he says about the 

brutalities of the Germans: "They' ve been smashing the Jewish stores in Berlin all 

week ..... and "Forcing old men scrub the side walks with tooth-brushes ' (11), Gellburg 

also tells him that his wife has been very upset about the treatment meted out to the 

Jews, but she is not prepared to hear the other side of it. He di sapproves of the pride of 

the German Jews, and says: "Not that they are pushy like the one from Poland or 

Russia but friend of mine in the gannent industry: these German Jews won 't take an 

ordinary good job. you know; it 's got to be pretty high up in the finn or they' re 

insulted. And they can ' t even speak English" (12 ). Hyman 's repl y and the follo\\ing 

comersation betwl!en them show their a1titude lo\\ ards the Jews and the Germans: 

Hyman. Well I guess 3 lot of them were preu. important o\'er 
there 

Gcllburg: 1 know, bu t they' re supposed to be rcfllgei!.Ii, aren't 
they? With all our unemplo~ment you 'd think they'd appreciate 
a li nle more. Latest official figure is twelve million unemployed 
you know, and it's probably bigger but Roosevelt can' t admit it, 
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after the fortune he 's (X)uring into WPA and the rest or the 
welfare mlsJwgas. - But she's not annoymg me, for God's sake. 

Hyman: , .. I just thought I'd mention it ; but it was only a 
feeling I had ... 

Getlburg: rli tell you right now, I don ' t run with the crowd, 1 
see with th~se eyes. nobody el~· s. 

"{yman: I sec that. - You ' re very unusual - Grinnmg. - you 
almost sound like a Republican. 

Gellburg: Why? - the Torah says a Jew has to be a Democrat? I 
didn't gel where I am by agreeing with everybody. (13) 

The behaviour of the Germans in the present mystifies Hyman. He says that the 

Germans be met in Heidelberg. where he took his M. D., were some of the finest 

people he ever knew. He says. "' I simply can't imagine those people marching into 

Austria, and now they say Czechoslovakia's next, and Poland .... But fanatics have 

taken Gennany, I !,'Uess, and they can be brutal, you know ... ·' (14). 

In trying to diagnose the reasons behind Sylvia' s inability to walk Hyman tells 

Gellburg that it is a case of "hysterical paralysis." He explains: "People who are 

anxious enough or reatly frightened can imagine they've gone blind or deaf. for 

Instance .. . and they really can' t see or hear. It was sometimes called shell shock 

during the war" ( 16). Gellburg thinks that hi s \\oi fe got scared when she saw pictures of 

the Na,d act ivities in the paper, He noticed that she started staring at them in a very 

peculiar way and then she got harder 10 talk to. He does not approve of such pictures. 

He says. ··She scares herself to dl!3lh with them - six thousand miles away. and what 

docs it accomplish!, .. .. Hyman wanlS [0 know how she;: collapsed. He says that one 

day [hey \\ere going to the movies and when they \\ cre just slaning down the porch 

steps all of a sudden she collapsed - her legs failed to suppon her, 
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The time oraelion of the play can also be understood from Gellburg's and his 

son's professions. Gellburg is head of the Mortgage department of Brooklyn 

Guarantee and Trust. Gellburg takes a great deal of pride in telling Hyman that above 

him in the finn is only Stanton Wylie Case, the Chairman and President. Case's yacht 

won America's cup two years ago and he had the opponunity to be aboard the yacht 

twice - "The only Jew ever set foot on that deck." He also has beel1 the only Jew ever 

worked for Brooklyn Guarantee in their whole history. and the starting of the firm 

goes back to the I 890s. Gellburg's son, Jerome, is a Captain in the amy. Gellburg, 

too, wanted to join the army when he was young, but he had to earn money to support 

his parents, aDd so he had to hive up the idea. He feels that Jerome has a good chance 

to end up on General MacArthur's starr. 

When we see Sylvia at her home we find her reading the paper "with an 

intense, almost haunted interest, looking up now and then to visualize." Her sister, 

Harriet, cannot just understand what has suddenly become so interesting in a 

newspaper. She does not consider it "onnal and so asks Sylvia about it. 

Sylvia. pallse, Sht! .\'larr!S aheud. They are making old mcn 
crawl around and clean the sidewalks with toothbrushes. 

Harriet: Who is? 

Syh 13: In G~nnany. Old men wi th beards' 

Harriet: So why art! you so interested in that? (34) 

Sylvia thinks that in the piclur~ ont! of the old men on h i~ knees looks just hke their 

h'fandfa ther The picture sho\\ s fifk-en to twenty pt!ople scanding in a circlt! laughing at 

the old men scrubbing \vith toothbrushes. All thi s does not concern Harriet. But Syl .... ia 

identifies herself with their suffering and so she cannot help feeling their hwniliation. 
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She gets hysterical and \\1lJ1ts to know why the Je""s are staying in Germany to be 

killed. She says, " rhey are beating up little children! What if they kill those children" 

(123)! She cannot separate hersel f from the sufTering oflhe Jews and so bemoans their 

fonune saying, "Why do they stay there, what' s the matter with those people! What 

are they waiting for! Where is Roosevelt! Where is England! Somebody should do 

something before they murder us all" (124) She gets so much carried 3\vay by what is 

going on that she faints. 

Gla.f.t can be stud ied clearly against the background of the anti·Scmitic 

hysteria and the plight of the helpless Jews in Germany in the late 19305. When 

Gellburg goes to see his employer in his office, he has a feeling that owing 10 his 

advice against the buying of a property which was bought by another firm later on he 

no longer enjoys the old confidence of Case. With all sincerity he tries to assure Case 

of his loyalty to him and his firm , but all this does not have any impact on Case. As far 

as Case is concerned, he could not have the property because of Gellburg's ad\'ice, 

and so he indicates that he does not need Gellburg any longer. Realizing what Case 

has against him, he tells Case shouting Ihatjust because Allan Kershowitz, \vho works 

for the firm which now owns the properly is a Jew, it does not mean that he had any 

secret deal with him and advised Case not to buy the properly. Burdened with the 

strc:ss of his domestic problems Gellburg cannol take in Ilny morc. He has some 

cardiac complicat ions and collapses on his knees. Dack fTom the hospiml, he too. feels 

one with Ihe fellow Jews and their sense of deprivation and discrimination. He no 

longer questions his ''wife"s feelingS and apprehensions for the othe:r Jews. He says In 

presence of Hyman: "" I want to tl:.':l1 her - tetl ht:r I' m going to change:. Sht: has no right 

to be frigh tenl!d. Of m\! or anything else. They \"ill never destroy us. When the last 
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Jew dies, the light of the world will go o ut . She has to understand that - those 

Germans are shooting at the sun" ( 149) ~ 

In All My Son.~ it IS mai nly the references to the Second World War, which 

indicate the historical time in the play. Miller says that the play is based on the faclual 

account of a family. \vhich he heard from a visitor quite by chance: 

During an idle chat in my li ving room, a pious lady from the 
Middle West told of a famil y in her neighborhood which had 
hoen destroyed when the daughter turned the father in to the 
authorities on discovering that he had been selling faulty 
machinery to the AJmy. The war was then in full blasl. By the 
time she had fini shed the tale I had transfonmed the daughter 
into a son and the climax of the second act \vas full and clear in 
my mind. (IntroductIon 17) 

Miller writes later that Sons was "conceived in wartime and begun in wartime" (22). 

When tbe action begins in the play we find Keller reading the Sunday paper. Frank 

says that he is not interested in the paper beca use to him it has nothing but bad news, 

So he asks Ketler, "What's today's calamity?" As we progress with the play. the tenn 

··war' is e ither mentioned or referred to a number of times as something that is now 

over and to be regarded as a thing of the past. and so the trouble hinted by Frank 

cannot be the war - we get to know thai the Ke ll ers lost a son in the war (63); it's fi .... e 

years since Chris ,vent to the wa r (68), In the battalion Chris was known as Mother 

McKelle r (75), he gOt almost kill ed in a battle (78), .nd he was a great ki1Jer ( 121 ): 

George dId not go to se~ his father since he. got back from the ,var (10 I ); Steve would 

like to take every man ,~ho made money in the w'ar and put him up against a wall 

( 109): Keller comp13ins to Chris, "Who worked for nothing in the war" ( 125)" and 

finally Kate's attempt to stop Chns from taking Ke ll er to the prison by saying. "The 

war IS over! Didn ' t yo u hear? It 's over" « 126)1 
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The references to Army Air force, P-40s crashing in Australia, missing soldiers 

turning up almost every month, and a man missing even longer than Larry and turning 

up from Burma leave no scope to doubt that the war mentioned in the play is the 

Second World War. Ln addition to the words, "August of our era" regarding the setting 

of the play (58), the mentioning of movie and Warner Brothers (6 1), phone (62), 

toaster (63), aspirin (70), passenger plane (88), and General Motors ( 109), etc. and 

considering the time of three years Larry has been missing and the time Chris went to 

the war, i.e. before five years, it is easy to locate the action at the time when the play 

was first produced, i.e. 1947. 

Miller writes in Timebenc/s about the immediate reactions from some quarters 

on the play. Within a few weeks of the play's opening an engineer wrote to the Times 

natly stating that the plot was technically incredible since all airplane engine elements 

were routinely X-rayed to detect such defects as Keller manages to cover. "'The letter 

went on to accuse the play of being Communist propaganda. pure and simple" (238). 

Its presentation to U.S, troops in Germany was cancelled after blistering protests by 

the Catholic War Veterans. The Commander, Max Sorrenson. even without seeing the 

play, condemned it as a "Party line propaganda vehicle'" and demanded the identity of 

"who in the War Depan-menl was responsible for this outrageous arrangement:' 

Sorrenson was quickly joined by the socialist I\'~W Leader. Miller says that he " was 

spared to reply to such accusations when a Senate committee exposed the Wright 

Aeronautical Corporation of Ohio, which had exchanged the 'Condemned' tags on 

defective engines for . Passed' and in cahoots \\;th bnbcd army inspectors had shipped 

many hundreds of Ihesl.! failed machines to the amled forces.. " A num~r of officials 

wenl lo the jail in the Wright case, whih: in my play poor guilt-riddc:n Joe Keller blew 
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his brains out" (238-239). All this shows how the fiction in Sons is inseparable from 

history. 

After the Fall, which has a topical sening, takes us back to historical times in 

flashbacks. We have proof of the Nazi atrocities in this playas well . Quentin tells the 

listener that while in Germany he along with Holga visited a concentration camp used 

by the Nazis during world War 1 L The scene comes to his mind and we find Holga 

translating a legend fi xed to tbe waU of a torture chamber: "The door to the left leads 

into the chamber where their teeth were eldracted for gold~ the drain in the floor 

carried off the blood. At times, instead of shooting, they were individually strangled to 

death. The barracks on the right were the bordello where women -,. (12). 

At one stage Holga tells Quentin how she felt and what she did \lt'hen in the 

middle of the war she saw British leaflets and photographs of a concentration camp 

and the emaciated prisoners on the sidewalk: 

One tended to believe the British. I'd no Idea. Truly. It isn ' t 
easy to tum against your own country; not in a war Do 
Americans tum against America because of Hiroshima There 
are reasons always. And I took the leaOet to my godfather - he 
has still commanding our Intelligence. And I asked if it were 
mle "Of course:' he said, "why does it excite youT' And 1 said, 
"You are a swine. You are all swine: ' I threw my briefcase al 
him. And he opened it and pul some papers in it and asked me 
10 deliver it 10 a certain address. And I became a courier for the 
officers who were planning to assassinate HilleL .. . They \\cre 
.11 hanged. (14·1 5) 

hJII also tells us about the historical time earl ier than the Second World War 

period. The carhes! Quentin'S memory takes him is the time when he was a little boy 

during the late 19205. The stock markel crash of 1929 cost his family 3 sizable 

business, and as a resu lt the relationship between his parents bec.ame tense and bitler. 

In such a setting we see thm his mother is furious when she understands that his father 
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has risked everything for his precarious business She says bitterly that she ought to 

get a divorce and calls him an idiot. The father wants her to understand how bad the 

things are, saying, "Rose, the college men are jumping Qut of wi ndows" (20). 

In some of the memory scenes and nashbacks the setting is the early fifties 

when under the influence of McCarthyism the House Un-American Activities 

Committee was busy finding out the so called communists. The anti-communist 

hysteria during this lime jeopardized the career and peace of many people and 

redefined the relationship amongst the old friends. In the play we find that Quentin's 

friend, Lou, a professor of law, has been subpoenaed by the Committee, This bas 

frightened his wife, Elsie, so much that she is against the publication of his new book. 

The folleMog conversation between him and Quentin shows how concerned and 

cautious he has become: 

Quentin: But I hope you don ' t delay it too long, Lou; it'd be 
wonderful to publish something now. Just to show those 
bastards. 

Lou, glancing behind him: But you see. it 's a textbook for the 
schools, and Elsie feels that it \\ill only start a new attack on 
me, 

Quentin: But they've investigated you. What more damage 
could they do? 

Lou: Another attack might knock me off the faculty. It's only 
Mickey ' s "ote that saved me last time. He made a marvelous 
speech 3t the dean 's meeting when I refused to testify, (25) 

Mickey was subpoenaed too. But he wants to face the Committee once again because 

he wants to give the names of OIhcr peopl\! to save himsd f. Quentin dOl!s not approve 

Dhaka University Institutional Repository



77 

Quentin: But why couldn '{ you just tell about yourself? 

M ickey' They want the names, and they mean to destroy nnyone 
who-

Quentin I th ink it's a mistake, Mide All this IS going to pass, 
and [think you' )1 regret it. And anyway, Ma."t has always talked 
against th is kind of thing! 

Mickey: I' ve had it out with Max. I testify or I' ll be voted out of 
the firm. (33) 

l.att:r. on Mickey suggests to Lou that they go together to the Committee and disclose 

the names of their associates. Lou is horrified at the idea and says, " You may not 

mention my name. He begins physically shaklllg. And if you do it, Mickey. you are 

selling me for your own prosperity. If you use my narne I will be dismissed. You will 

ruin me. You will destroy my career" (36). When Elsie comes to know about 

Mickey's decision she simply cannot believe her ears because she feel s that "After 

such friendship! Such love between them! And for so many years!" it is simply 

incredible (38). Quentin, too. despite all his feelings for Lou is not prepared to risk hi s 

career in defending his friend He tells hi s wife that be can 't bear to be a separate 

person, but he really does not \\'8.nt to be known as a Red lawycr~ and does not want 

the newspapers to eat him alive and if it comes down to II Lou could defend himself. 

The Amen c(ln (lock "offers a cross·sectlon of American society during the 

firsl four )ears of the Great Depn:ssion, showing people of all classes wai ting for the 

dream to come back from \\hatever it had gone to" (Barner) At the beginning. Lee in 

hiS fifties talks about the Ch il W:u and the Great Depn:ssion and the efTect they had 

On the pt!opll! of every class in all places. He is afraid that everj thmg may fall apan 

again OWlOg to a similar disaster. Roocnson does not agree and thinks that that kind of 

emotional collapse is nOi poss ibl~ again because pcopk are a lot more sophisticated 

now, they e,'(pect ups and dO\'vns and they arc much more sceptical. He mentions the 
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complacency of the Americans and their optimism to get rich every year till 1929 and 

Ihe: subsequent changes in their life. This is exactly what happened in reality: 

From 19271he U. S. A. had experienced an artificial boom, fed 
by rash speculation in securities. lacking adequate coverage. On 
24 Oclober 1929, fear of the probily of cen.in concerns led 10 a 
panic on the stock market, thineen million shares changing 
hands on one day. On 29 October sixteen mill ion shares were 
sold. Banks subsequently fai led. there WCfe major business 
disasters and rising unemployment. The Crash led to a business 
Depression throughout America and had repercussions in 
Europe as well . (Palmer 346) 

Robertson says how he profited during the Depression and gives the reason why he 

was nOI destroyed by the Crash. In 1927 he boughl some Wrighl slocks and one 

morning they shot up sixty.seven points. He says: "'"That was the day 1 ceased to 

believe in the pennanency of the boom. Only one illusion can multiply itself sixty-

seven times in three hours, and I bch'3n to remove myself from the market. In two 

years it was lyi ng all over the noor" (2). I-Iow the people got attmcted by the artificial 

boom can be understood when we are exposed to some scenes of the time. Clarence, a 

shoeshine man, requests Robcnson to invest ten dollars for him on the General 

Electric shares. Although Robertson advises him not to invest more money in stocks 

and to sell all his stocks, he sticks to his decision. We find the atmosphere in the 8aum 

hOllse quite relaxed: Rose plays Ih!! piano. Lee sings. Frank, the chautTeur applauds, 

and Moe is full of humour. Moe rings up his broker, Herb, to buy another five hundred 

shares of General Electric. But In a ve l) shan time the Depres ion takes a heavy toll 

on most people 's fonune and e\crYlhing tum upside dO\\Ol1 

Hoover and Roosevelt are mentioned a number of times to show that the 

historical past covered in thl:: play is during their presidenc)' Joey. a friend of LeI!, 

shows Rose and Let: an autof,rraphi."d photogrnph of Herben Hoover: 
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Rose (Impressed) : Where did you get that! 

Lee: How'd you get it autographed? 

Joey: J just ,,,,,ote to the White House. 

Lee (running his finger over the !llgna/ure): Boy ... Look at that, 
huh? - Herben Hoover: 

Rose : What a human thi ng for h im to do! - What did you write 
him? 

Joey: I wished hjm success... you know, against the 
Depression. ( 18) 

Later on Joey, who becomes a qualified dentist, sells flowers for his living and Lee 

takes a job on a Mississippi paddleboat. Lee .... 'fites 10 his mOlher about his job, "'dear 

Mom and Pa. It's not real ly .job because tbey don't pay me, but tbey let me eat in the 

galley and I sleep on deck" (45). In another lener while stating the pitiable condition 

of the common people Lee mentions President Hoover: 

The boom of the tw'eoties was a gigantic fake. The rich have 
simply looted the people , And all President Hoover can say is to 
have confidence! I've passed fields of com rotting on the stalks 
unsold, and sheriff s guarding them while on the roads people 
fall down from hunger. - There is going to be a revolution, 
Mama .. . (46) 

In a nother scene of the past. wh ile on a tri p Lee enters a restaurant to eat a slice of 

watemlelon. Isaac. the black propriclOr. tell s him that the main thing about the 

Depression is that it tinally hit the white people. People like them never had anyth ing. 

A county henrY enters the place in full unifonTI . He tell s Isaac that hI!' has not been 

paid ror three months. r1e thinks that he will talk to his second cousin, who has just 

been appoInted the state senator, about a job on the s late pol ic ~ where they are still 
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being paid. He has brought his radio to Icave with Isaac 8S collateral securi ty for eight 

fried chicken di nners. As they put the radio on they hear a part of Rooseve lt's speech: 

Sheriff: Sounds like somebody up Nonh. 

Isaac: Hush! (10 Lee.) Hey, that's Roosevelt , ain' t it?! 

Lee: Yes. 

Isaac: Sure' - That 's the President. (53) 

The time is clearly the beginn ing of Roosevelt's Presidency, i.e. 1932. Later on at the 

relief office, when Ryan, the supervisor, tells Irene, an imposing black woman and a 

member of the Worker' s All iance that there is no more appropriation for her ti ll the 

ft rst of the month, she tell s him in anger what she clid for Roosevelt: "So why don' t 

you get on your phone and call Washington. And whi le you' re at it, you can remind 

Mr. Roosevelt that I done swung One Hundred and Thirty-Ninth Street for him in the 

last election. and if he want it swung again he better get crnckin'" (57)! At the end of 

the play in his concluding words Robertson mentions the role of Roosevelt in saving 

the nation from the disaslcr it had fallen inlo. 

In Clock we also get to know about the Spanish Civil War from Edic. a friend 

of Lee, who tells him how the people are ge tting united to fi ght fascism: "Tomorrow 

we' re picketing the Italian consulate: Mussolini's sending Italian troops into the 

Spanish ci"il war. .. They' re fight ing it out in Spain and they" re going to wi n; the 

German workers arc gomg to rise up any day and destroy Nazism ..... (65). The 

historical time of this phase of the civil war is 193&. 

111v ArclthMJlJp '.\' C!trlm!! dOl!s not d~al with any part icular historical 

characters, incidents or movemeOls, but Mi ller has sho\\fTl in the play the mistrust 

prevalen t txt,",'cen the capitalist and socialist blocks oflhc world. In the play ,,,'C gel to 
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know about some writer friends in tht! capital of an East European country in the post-

Vie tnam War period in the lale 1970s. The action takes place in a room of a former 

Archbishop's paJace which is now the residence of a writer, Marcus, and centres 

around Sigmund. who is under constant threat and pressure of the government, and his 

possible migration to the U. S. A. At the very beginning we find thnt Adrian. an 

American novelist, has come to visit Maya in Marcus's place. Maya is surprised that 

allhaugh an American. he could get a visa to come to her country so easily: 

Maya: They gave you a visa so quickly? 

Adrian: Took two days. 

Maya: How wonderfuJ to be famous. 

Adrian: I was surpri sed I got one at all - I'\'e attacked them you 
know. 

Maya: In Ihe New York Times. (5) 

Adrian expresses his disapproval of the affairs in the country telling Maya about his 

ex.pcrience the last night. He says: ""II give you an exampte - it ' s an hour from Paris 

here; \VI! sit down to dinner last night in a restaurant and two plainclothesmen ta ke the 

nex t table. 11 was blatant Not the slightest auempt to disguise that they were there to 

intimidate Sigmund and Otto They kept staring straight at them" (1 7). Instead of 

condemning the behaviour of the policemen, she says that what they did it is their 

business 10 do, but it is not Sigmllnd·s business to be taunting the gO'vcmmenl. She 

asks him if in his country they go about trying to infuriate their CIA and FBI. They 

slay at home and write th.:ir books as the Russian wrilers stay homt! ;lnd write thdrs. 

Arter arri\·al of Marcus. Adrian tells him and Maya Ihat nobody knows the 

truth in their COUni ry because the things are so under water here that thl.! outsider is 
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bound to imagine all sons of nightmares. Maya retortS by questioning if there are no 

nightmares in America. She asks him when he visited them during the Vietnam War if 

anyone in her country blamed him personally for it. From his personal expericn~ 

Adrian tries 10 convince he r that the things arc nOt the same in the two countries He 

says: " I was arrested t""icc for prott!sting the war. Not that that means too much - we 

had lawyers to defend us and the networks had it all over the country the next day. So 

there's no comparison~ and maybe I know it bener than most people ... " (40). But 

Ame ri ca as well , as depicted in the play and as in reality despite being a democratic 

country. has its own agencies to spy for and inform the government about anti-state 

activi ties, and the individuals here are as indifferent to olber people 's troubles as in 

any other country. Marcus narrates to Adrian the biner experience he had in the past 

wben he tried to vis it America on an invitation to lecfwe al Syracuse University. He 

was put in a cage on the suspicion that he was a Red. agent, and when he returned 10 

his country he was arrested as an American spy. He says: 

I phoned the university - from my cage - and they were 
appalled - bUI no one lifted a finger, of course, and' was 
shipped back to Europe. It was terribly unambiguous. Adrian -
you w~re a Fascist country; to me. I was wrong, of course. but 
so it appeared. (67-68) 

At one stage of their conversation Marcus observes that Adrian every now and 

then sounds as if he is from Brooklyn. Adrian says that he is from Philadelphia. Quite 

surprised he asks Marcus how he knows about Brooklyn. Marcus tells him thaI he was 

in the American Army for almost three years: '" enl isted in London - we had to get 

out when the Nazis came, ( was translator and interpreter fo r General McBride, First 

Army Intelligence" (6 1). All this c1c:arly shows that th~ sening of the play is POSI-

Sc:cond World War 20th century, In not naming the country in question Miller has 

Dhaka University Institutional Repository



8) 

made the canvas of the play wider. What is true: for the individuals and slate control in 

this country is likely to b4:! true for all other countries with authoritarian or totalitarian 

form of government and in some cases even for some democratic states 

Intrinsic evidences in Claro show that the setting of the play is in the POSl-

Vietnam War modem period. While detective Fine tries to get SOme clue from Kroll 

about Clara's murder, Kroll suddenly asks him ifhe has all his toes. Kroll is amazed at 

the similarity between his friend, Bert, and Fine. He observes that they both have 

miss ing toes and speak exactly the same way: 

Kroll : I can ' t believe trus is happening. 

Fi ne: Why? - he probably lost them in the war. right? 

Kroll : That's right. France. 

Fine: Well you realize the number of men lost toes on their left 
foot in aU the wars? (35) 

Kroll asks Fine if he has any children. Fine says one, and before he can complete the 

sentence Kroll asks again, "Didn't he kill himself?" Fine nods in affinnation and Kroll 

presses his fingers to his eyes. Fine continues in a matter..of· fact manner - "Nothing 10 

be depressed about; a good number of them did that to themselves during Viet Nam. 

probably hundreds ... ·' (3 5.36). AP.1rt from the Viet Nam War there are also references 

to another \var, which is obviously the Second World War. 

To emphasize' his wife's and his indifference to their (bughter's choosing ofa 

Pona Rican boyfril!nd. Kroll tell s Fine thOlt his v"i fe had been dancing in Broadway 

shows for yeafS when he met her They are accustomed to associating wlth al\ kinds of 

people in show business. He says about himself, '" may 3S well tell you - I had a black 

company during the W3J. I spc;!nt three years with those men" (-l2 )! In the last part of 
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the play he tells Fine how he became an officer during the Wilc - "When the war began 

they needed officers SO bad they took you without a college degree: ' After he was 

commissioned he took command of a black company in a new transport battalion. He 

says. " In a couple of months we had a pretty sharp battalion-later in the Pacific 

McArthur gave us three citations" (54), !-Ie then narrates how on one occasion he 

saved some of his men from being lynched. 

In a memory scene Clara tries not to overemphasize the killing of a girl by her 

boyfriend by telling Kroll that he .Iso has killed people: 

Kroll : tn a war. ThaI 's a different thing. 

Clara: But you understand rage. You " 'eren ' t firing from a 
distance or dropping bombs from a place ... 

Kroll ; But they' d jumped us, Clara, I was fast asleep in the tent 
and suddenly they were all over me like roaches. 

Clara: You felt that same uncontrollable rage, though .. . 

Kroll : It's not the same ... 

Clara: Yes, it is - when you grabbed that Japanese and bent him 
over your knees till you broke hi s back .. . that \\'as the stre ngth 
ofr.ge. (45) 

Back to the present, Kroll tells Fine that the fight in the tent was in the Philippines and 

says more about it. 

Kroll became a profess ional si nger after the \var and sang in eight musicals. He 

tells ~ne that it is how he met Jean. We get to know soml!thing about the brutalilles of 

the war from what Fine tell s Kroll to provoke him to reveal the name of Clara's 

boyfriend: "That d:.\y in 1945. remembe~ When they first showed those pictures of 

piles of bones? Remem\xr that? The bulldozers pushing them into those trenc hes, 
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those anns and legs sticking up" (52)? The naming of the particular year confirms the 

historical accuracy regarding the time when the Second Wo rld War ended. 

Mi ll er' s plays give us a wide range of time from the creation of Adam and Eve 

to the political rivalry and cold war between the two major blocks of the world till the 

late 19705. Although apart from Crucible Miller has not \\Titte" any historical plays, 

he has successfully blended history with fiction in a number of plays like Luck. Sons. 

A4ond(tys, V,chy, Time. Glass, Fall. Clock, Ceiling and Clara. Creation. dealing with a 

Biblical theme, gives us the history of the creation of mankind Cruc,ble is possibly 

the only play, which is modelled from the beginning to the end on a historical factual 

occurrence and has a number of ch3racters who lived in real life. The references to 

Hitler. the Nazis and their atroci ties on the Jews, President Hoover and Roosevelt. 

General MCArthur, General McBride, tbe First World War, the Stock Market Crash, 

the Great Depression, the Second World War, Vietnam War and a number of other 

historically verifiable names and incidents in the different plays remind us clearly of 

the historical times concerned. 
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CHAPTER THREE 

Autobiographical Time 

A writer's personal experiences many a time creep into his works consciously 

or unconsciously because it is impossible for a normal human being not to be 

innuenced by the different incidents and activities that take place around him. and the 

people he associates with. The playwright has a vision of life that he passes d0\\11 to 

the reader or audience through ditTerent characters. Whatever the playwright talks 

about. has been in a number of cases formulated by all that he has known and 

experienced, and so all plays, in this sense bear test imony to the author' s time, In a 

leiter written to A. W. Mcleod regarding hi s TI.:nc liolls to S01I.\ (lml Lover", an 

autobiogra phical nOvel , D. H. LawTl!ncc says, " \ felt you had gone off from me a bit. 

because of .~m.\ (1nd /' JVt!rs. But one sheds one's sickness in books - repeats and 

presents again one' s emotions. to ~ maste r of them" t13~). Since there IS nothing 

universally acceplabk or fi:(<:d as to what 3 \\ilh:r should say in his work . and tht! 

autobiographical clements arc! \cry much thc predilections of thc individual \Hi ter..;, 

what La\\iC nCe says here with regard to his novel cannot Ix generali2ed. On the other 

hand, most wTiters nOllxing bothered with a ny sickness 10 she<l may just reveal some 
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aspects of their personal life and speak about their complaintS against society and life 

or any otht!r thing through their characters. 

Autobiographical fiction is different from autobiography because in the former 

the author has license to change and invent . Coleridge says in BlOgraplllG l.ileraria, 

Chapter XlV - ., A poem is that species of composition, which is opposed to works of 

science, by proposing for its immediate object pleasure, not trulh ; .... ( IO). Pure 

autobiographies on the other hand are supposed to dea l with facts - what happened in 

real life. With its emphasis on fac ts, which may be verified, and not fiction, the 

autobiography fall s within the domain of scienti fie discourse. But in an autobiography, 

too, although the writer tries to be objective, everything is viewed from a subjective 

angle and produced on the strength of the writer' s imagination , Darrell Mansell in hi s 

article, " Unsettling the Colonel' s Hash: ' Fac t' in Autob iography", notes: " We really 

do believe that autobiography is somewhat obligated to fact , what happened in real 

life, in a way what literature is not We believe that fact is fact and fiction is something 

el,e"(64). He then quotes from Sidney the example of Aesop. who through his talking 

beasts gave us fables and not fact. Mansell asks the ques tion, " What would make a 

\\Titer decide to call hi s work autobiography, or fiction?", and gives a simple answer ­

''The writer mor~ than nnyOOdy else, is able to declare hi s writing one o r the other on 

the basis of whether or not whut he \\Titl!s haplXned in real life"(69 ), In many cases 

the characters and the thoughts and ideas of the \vriter are so dressed that it is difficult 

to find any similaritle.c; wi lh \\lhat Or whom he has kno\vn or hi s O\V!l thoul!ht s and 

idt!8S. eithe r professc:d o r practised, The opposite kind of works, whe re we can clearly 

see the \\Titer, his assl'ICialcs. hi s beliefs. his environment . elc are what we no rmall y 

term aUlohiographical. 
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Any accOunt of what happened is bound to be coloured by the imaginative life 

of the person telling the story. If we can accept all this, 'autobiography' and ' fiction ' 

are both autobiography and fiction. All creative writings are to a certain extent 

autobiographical. Even if we do not brand them as autobiographical . we associate 

them with the characteristics of the writers concerned. for example. Shakespearean, 

Miltonic, and Keatsean, which in a very broad sense 3fe Qot different from what we 

mean by autobiographical , 

According to Raben E. Sayer, "Autobiographies in all thei r be, .. ildcring 

number and variety, offer the student in American Studies a broader and more direct 

contacl with American eKperience than any other kind of writing" (11), Some people 

scorn autobiographies as inferior kind of literature because they believe that 

autobiographies are too subjective and are limited by historical truth and personal 

facts. Being limited by the experiences of a person concerned, they are not considered 

wo rks or imagination. Alfred Kazin stans his article 'The Self as History: Reflections 

On autobiography" with three quotations from Dostoyevsky, Freud and Camus to show 

that the truth, the whole truth and nothing but the truth are imposs ible in 

autobiographies because no one tell s everything in his writing. But if we read Jcan­

Jaccques Rousseau 's Cmtf~-"s/(,,~, we 3re amazed by the writer 's naked unalloyed 

truth and disconcerting frankn~ss . Rou seau says at the beginning of his book, ··My 

purpose is to display to my kind a portrait in evcry way true to nature, and the man I 

shall ponray is mysdf' t \ 7). Rousseau· S ('t)n/e,t'lu)/lfl and the personal docwnenlS like 

Whitman's Specmlt:1'I Du) :\ , Adam· s Edlll::uf /f,m, Conrad A iken·s { : .. 1111111. and Malcolm 

X's Atdt>bllJgraphy can be more lasting than many a no\-el. ··What preservt:s such 

books IS the news th~> bring us of history in a new fonn From Franklin's 

lIufobmgraphy 10 Richard Wright's Riuck Boy and Fredt:rick Exley's A Fan':; t\'O(o.!s, 
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we have the epic of personal struggle. a situation rather than a plot. The writer turns 

himself into a representative sinner or Christian or black or J(W - in Exley's case a 

comically incurable drunk" (K3.lin 36), Miller's autobiography, 1imebend,', too. which 

was published in 1987. will survive the test of time for the account he gives of his tife 

against the background of the socio-economic and cultural scenarios of his time. 

A good number of America." writers. whether essayists. poets. novelistS or 

plaY'\,Tights tend to be autobiographical in nature. We find autobiographical elements 

amply demonstrated in the works of the wri ters like Emerson. Thoreau, Whitm8o~ 

Hemingway. Saul Below, Alex HaJey. O' cill , and Tennessee Williams, Kazin 

mentions the tendency of the American writers to be autobiographical: 

In my experience. Americans sooner or later bring any 
discussion around themselves. The American writers with 
whom, more than any others, I have lived my spiritual life tend 
to project the world as a picture of themselves even when they 
are not writing directly about themselves. No doubt this has 
much to do with the emphasis on the self in American ancestral 
Protestantism. Theology in America tends to be Protestant. The 
self remains the focal point of American literary thinking. From 
Jonathan Ed\ .... ards to Hemin~vay we are confronted by the 
primitive and unmediated self arriving alone on the American 
strand. then bathing opposing selves who share with llC; only the 
experience of being an American. (32) 

Saul Bellow has written onl y one novel, The Vlctlfll , in which he is not a leading 

character. Most plays of O'Neill alludes to the life of thl! \\-Titer to different degrees. 

lVeMl!d, wrlnl!n in 1923 and produced in 192-', rl;!nl!cts the marital tension of his life 

during Ihis time In his later pl a~ s. Till! Iceman Cumeth. I.mlg Day· ... Journey m/v 

Nlgfll . and A .\IOf)11 for l ilt! .\lrs!:,!(llf l!" , we can get clear pictures of his past li fe. 

Besid~s. a number or his imponanl characters in plays like 11,C! IIw ry Ape, MOIJrlunS!. 

R .. ~comc:...~· £h:ctra and l.unS /)uy's Journey into Nighl express 3 romantic longing • 
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shared by O'Neill himself, 10 belong, to be One with pristine nature and escape from 

the stark reali ties of life. Tennessee William's most famous play. The Glass 

Menagerie , is based on the playwright's famil y, and their li fe in S1. Loujs. the play's 

locale. In the play, the protagonist, Tom Wingfield, recalls his life in SI. Louis with his 

mother and siSler. We see that at the persuasion and nagging of his mother to bri ng 

home "gent lemen callers" to meet his sister, he brings home a young man from the 

shoe warehouse where he works. Tennessee William's first name is Thomas: his 

parents moved from Columbus to SI. Louis along with Tom and their older daughter, 

Rose, in 1 9 18~ just before his senior years in 1932 his father removed him from 

college and obtained for him a S65~a·month job in the warehouse of International 

Shoe Company. 

An author' s work does not necessarily renect his personality. character and 

beliefs. There is no reason to believe that King Lear, Prospero or any other character 

of Shakespeare speak li ke Shakespeare: authors cannot be assigned the ideas, 

feelings, views, vinues, and vices of their heroes. And this is true not only of dramat ic 

characters or characters in a novel but also I of the lyrical poem. "The relation 

between the private life and the work is not a simple relation of cause and effect" ' 

(Wellek 77). It is difficult to pinpoint any incident in Shakespeare's plays that is 

autobiographical. On the other hand we may see a great deal of O ' Neill and Miller in 

the ir plays. The ancient writers of whose lives we do not have much infomlation arc 

difficult to be traced in their works even in the cases when they possibly tried to s~ak 

for themselves. There are, broadly speaking, two types of \vritcrs, the objecti ve and the 

subjcctive: Those who like Keats and T. S. Eliot, stress the poet's 'negative 

capability,' his openness to the world, the obliteration of his concrete personality, and 
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the opposite type of the YlTitcrs who aim at displaying their personality, who want to 

draw their portraits and express themselves. 

Autobiographical elements are inseparable from Miller's plays. Neil Carson 

says that one problem with the plays of Miller is their acknowledged autobiographical 

nature. He adds: 

Although most of the dramas arc based on an external source 
(overheard story, novel, published memoir) Ihey become 
translated in the course of composition into something personal. 
'The writer who wants to descnbe life,' Miller once explained. 
' must describe his own experiences.' Going even further, be 
maintained that the 'best work that anybody ever writes is the 
work that is on the verge of embarrass ing him .... Where he puts 
himself on the line.' Miller's natural tendency in the direction of 
subjectivism is compounded by his particular talent. Whereas 
wrilers like Dickens or Shakespeare appear, like photographic 
plates, to be able to reproduce the astonishing variety of nature, 
Miller is more like a painter who works always from the same 
model. He does not SO much create other people in his plays as 
div ide himself up into a number of p er .\·onai! . 

It is the amalgam of the documentary and the personal in the 
plays that presents the reader or spectator with the most difficult 
challenge. Many critics find that the autobiographical elements 
in some of the plays give them a heighte ned intensity and 
psychological reality. Others sense in the personal 
preoc-cupations of the playwright an inability (or at least a 
failure) to enter sympathetically into the lives and problems of 
characters very different from his own. (2) 

In a proper ,,,a rk of art , if it contains dements which can be identified as 

biographical, the subjective elements are so arranged and transformed that they fonn 

an integral part of Ihe work and lose all thm is id iosyncratic or individualistic. "Once 

the author's identity is discovered," Miller observes, «a certain counterfeit o f 

knowingness spreads through thl! readers soul , quite as though he had ma naged to see 

through an attempt to trick him into believing that the work al hand was art rather than 

a di sguised bioh'f:lphy" (With Ilespec/ 66). He does nOI deny Ihe au]obiographical 
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elements and allusions in his plays. Ifwe go through Miller's plays, we can find some 

very obvious reflections of the time of Miller in lenns of his personal life and the 

people and the society he was fami liar with. 

In a press interview at the premiere of Smu in 1947 Miller said that in al l his 

plays and books he tried to take settings and dramatic situations from life that he 

experienced and saw around him, which involved real questions of right and wrong. 

Leonard Moss says about the link between Miller's plots and characters with history 

and autobiography: 

Though intrigued by "interior psychological questions, ' Anhur 
Mil ler has tried in his plays to create a "sense of dealing with an 
existing objective fact ' One way he does this is to draw upon 
history or autobiography for his plOts and characters. With the 
possible exception of Focus. his only novel, and The Creation 
ojlhe World and Olher Business, all his writing alludes in some 
manner to actual persons and events. Usually such references 
are unobtrusive; sometimes as in Tire Crucible and After the 
Fall. they are quite prominent. A good deal of this allusion is 
autobiographical.( I) 

Moss mentions the following autobiographical connections in Miller's unpublished 

play, rhey Too Arise, a revised version of No V,I/om: 

The Jewish family of They Too Arise - a small-scale C031 

munufacturer. his v"ife, father-in-law, two sons. and a daughter 
- duplicates Miller' s family. The younge r son, reminiscent of 
Arthur Miller as a youth, does not care for the business world, 
a"ends college in Michigan. 'wants to be a writer: and leans 
towards a socialistic solut ion to the economic problems of the 
19305. Milkr' s Austrian born father , .. las serious in his business 
dealings but jocular at home, just as Abe Simon in They Too 
Ar;.<e • . ( 1-2). 

We lind repetitions in some fonn or others o f all these autobiographical elements in 

the later works or Mil ler. Tht! Je\vish fami ly in the short story /Jon '/ Need with the 
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five-year old Manin, an elder brother, Ben, their parents and grandfather duplicates 

Miller's own fam ily. Martin is clearly the five-year old Miller just before he started 

going to school. Once when Martin 's mother kept looking doy,ll at him without 

speaking with her eyebrows creasing together he became quite self.conscious -

... and he was suddenly aware that he \vas the amy onc in the 
fami ly, including his cousins, whose ears stuck out. "Pull in 
your ears. Martin, we ' re going through a tunnel! ~ And his 
uncles looking dov.n at him grinning - "Where did he come 
from? Who does he take after?" He did not look like anybody, 
he recalled as he sat there before him. (8) 

At the age of five Miller had the prospect of going to School v.i th his elder brother, 

Kermit. Comparing himself with his brother Miller says-

3 S 2 32 7 [ 7':1>11 
... he was handsome and I was funn y looking, with ea 4"~f _11_ .....1 
sluck out and forced me 10 endure my mother's brother Moe' s 
inevitable salutation when he came to visit , "Pull in your ears, 
we ' re coming to a tunnel." As for my father's side of the family 
they invariably greeted me by staring at me .. Yith supercilious 
smiles " . and saying, "'Where did he come fromT (Timebends 
10) 

The comments on Manin 's and young Miller' s physical looks as recreated and 

recalled by the \\oTiter in both fict ion and fact are exactly the same. 

In Clock, through Lee and Robenson Miller gives an account of the American 

people during the Great Depression. Pan fiction and pan fac t, the play apan from 

displaying the great economic crisis of the time re flt:cts the condition of Miller's O\\o1l 

family before and during thl! Depression. Miller recalls how he initially based ('lock 

on Hard Tmu!.t , a book of intel"\icws about the Depress io n by Studs Terkcl. but he 

soon realized thai his "own life was moving into it, until there was very linle ofTerkc1 

len" (Schlucter and Flanagan 37). We are reminded of the writer's boyhood family 
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from what we see of the Sawn fami ly in the play: Moe 8aum. the father. is a 

businessman broken by Depression; Rose 8aum, the mother. is a cultured and 

complaining wife; Lee Baum. their fourteen-year old son, is an aspiring writer. 

In the mid-twenties, when Miller was a little boy. all was hope and security in 

his famil y; "with the stock market continuing its apparently endless climb and the coat 

business bener than ever" his father. Isidore Miller had nothing to wony. The family 

enjoyed visiting the factory of Milte. Coat and Suit Company. Miller records in 

Timebends his pleasure and pride during such visits \ .... jth his brother - "The gazes of 

the help upon us were filled with respect and a kind of congratulation for being who 

we were. the sons of the boss and our clever and pretty mother" ( 18), During this time 

of his life his mother bedecked with diamonds on her fingers frequented the music 

shows and other places of entenainment. The Millers lived in affiuence with no 

concern for an)1hing. Miller says, "In the twenties in the apartment at the edge of 

Harlem. six stories above the glorious park. from whose windows we could see far 

downtown, even do\\'D to the harbor. it seemed we had no thought of politics" (6). But 

the Great Crash of 1929 changed the life-style of Miller's family as his father lost his 

entire business in the collapse of tbe stock market and the ruination of his gannent 

company. Millers view of hi s mother and their house during th is lime as noted below 

serve as a sharp contraSt to what they had been earl ier: 

... 10 the little Brooklyn house she shuffies about in carpet 
slippers. sighing. cursing. with a sneer on her lips, weeping 
suddenly and then catching herself, in the \\inters feeding the 
furnace with as scant a shovel ful of coal as will keep it burning. 
making meal money at high-stakes professional bridge ali over 
Midwood and Flatbush. which are sometimes raided by the 
police, \"'hom she talks into leuing her go home to prep.uc 
supper ... , My mother moved with the times. (4) 
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The Saum family too, just immediately before tile Depression is not aware of 

any financial slmin. Rose plays on her piano and her young: son, Lee, sings with her. 

Moe Baum wants his broker to buy more shares for him. They have a spacious house 

where Rose's father has been comfortably housed every alternate six months. Her 

siste r, Fanny. is reluctant to take him away from this comfort to her small one-

bedroom house in Brooklyn. What Rose tells Frank, their chaufTeur. indicate the 

happy and carefree life they have been used to - " You~ lI drop us at the theatre and 

then take my falher and sister to Brooklyn and come back for us after the show. And 

don' t get lost please" (Clock S). Moe offers Lee a ride with them but he decides to stay 

back. Rose says, "Good, and go to bed early. I'll bring home all the music rTOm the 

show and we' ll sing it tomorrow. (kf.ues.) Good night.. darling. (She 00.<; a fliT stole 

over her arm and swings out.) Realizing Lee 's size Moe asks him ifhe should talk 1'0 

his mother about going to a college. Lee replies, "Oh no, not ror a couple or years" (7). 

But time changes everything. Depression takes a heavy toll of their affiuence as Moe 

loses everything. During this time Moe, like Miller's father. can no longer afford to 

retain a chauffeur and so he tells him to leave, The Baum family. like the Miller 

family, moves to a new locality in Brooklyn. Lee's grandpa who stays with them can 

find no place for his four or five walking sticks and two hatboxes and so he lays them 

on the floor. He reprimands Rose for buying such a small house and says: 

One bedroom for so many people is not right - you had three 
bathrooms in the apartment and you used to look out the 
wi ndow, there was the whole New York. Here ." listen to thaI 
Street out there, it 's a Brooklyn Cemetery. And Ihis barbt:r is 
'"~v bad - look what he did to me. (2 1) 

Like Lee's gmndpa Miller"s grandfather, Louis Barnett, too, carried with him 

wherever he wen l a number of walking sticks and hats. Since during the Depression he 
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no longer had a home of his own, he moved to the Mil lers' tiny house in Brooklyn and 

shared the same small room with Miller. Miller says about him - "'Louis Barnett, who 

in the worst months of the Depression. when every cent in his pocket came from my 

fa ther, who himself had next to noth ing, would still stroll down to the barber' s every 

single week to get his little vandyke and moustache properly trimmed and powdered 

and his bald head sprinkled with perfume" (Timebends 31). 

Referring to the house in Brooklyn and the financial hardships of the family 

duri ng the Depression year>. Miller says tha t there could hardly have been a cheaper 

way to live, but by 1932 his mother was required to chann the man in the bank on 

King's Highway to e.'<tend one month' s mongage payment into the next For slJJ"Vi val 

of the family she had to either sell or pawn her immense stock of jewelry one by ooc. 

Miller \vOtes in Timebend,,; 

By the early thirties the last of her disposable pieces of jewell)' 
had been pawned or sold. all but a diamond brooch of her 
mother'S and a few wedding presents she refused to pan with, 
as though to shed tbem would have extinguished her last hopes, 
whiCh, like the seeds for next year's crop, must not be eaten. 
( 11 2-113) 

Like Miller's mother, Rose, tOO. is compelled to cope \\; th the time and pawn he r last 

pieces of jewelry. Young Lee shows his ignorance of what a pawnshop means when 

she wants him to take her diamond bracelet, which was a binhday present from her 

husoond, to the p:1\\llshop. She explains the meaning and sends him ofT with the 

gorgeous bracelet which was her s ister, Fanny's envy. The nex.t lime when she 

removes a pearl choker from her neck she does not need to explain to her son what a 

pawnshop means. But Lee. nOt at a ll huppy about it, asks he r about his father's 
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business. Rose says, "He put too much capital in the market, dear - it made more there 

than in his business. So now ... it's not there anymore ... .. (23-24), 

Robenson. a corporate leader in hi s seventies. tells Lee in his fifties how bad 

the things were during the Depression. He says that everything went out of control, 

and asks lee if he was aware of it. Lee replies: "All I knew was .. . it was a very 

strange July. I'd graduated high school but nobody was mentioning college anymore. 

It was like having to ... invent your life" (34), This exactly must have been the feeling 

of Miller after bis graduation from Abraham Lincoln High Scbool in 1932. Although 

he was interested in higher studies, he could not get into any university because his 

academic record was not satisfactory and his parents did not have the means to bear 

his educational expenses. "Decidedly non-intellectual, he spent his boyhood playing 

football and baseball , skating. swimming, dating, fa iling algebra three times. reading 

advenrure stories and just plain fooling around" (Moss 3), Miller's rea1ization of his 

laxness as a school student and the financial constraint in the 19305 are reflected in 

Lee of ClOCK as well as in Ben of Mondays: Young Lee finds out from a catalogue that 

in Comellthere is no tuition fee at all for the bacteriology degree. But he does not like 

the idea of becoming a bacteriologist. He says, "Boy, I wish I'd gonen better marks. I 

don' t know what I was doing in school." His mother says. " You were in love with a 

baseball bat" (35), To find about the other universities Lee thumbs the catalogue 

further but gening no encouragement from his mother he abandons the idea of going 

to a college and decides to look for 3 job. This is what the conversation be low 

indicates: 

Lee (gelll~v breuklng Ihl! ice): I guess it' s too late to apply for 
this year any,\:ay. Don ' t you Ihink so? 
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Rose (/lIrns 10 him): Well , I h'Uess probably for this year. I 
imagine so, dear. 

Lee: Okay, Ma. 

Rose: I fecI so terrible - all those years we were throwing 
money around, and now when you need it -

Lee: ThaI's Okay. I think maybe I' ll try looking for a job. But 
I'm not sure whether to look under 'Help Wanted, Male,' or 
' Boy Wanted. ' (36) 

Bert in Mondays is fully aware that his past negligence to studies has made his 

entry into a college uncertain. The follo\"';ng conversation with Raymond, the manager 

of the aut~partS \varehouse where he has been working, shows that with his low 

grades in the past examinations he does not feel at all confident to get a place in any 

college: 

Raymond: I hear you're going to college. Is it true? 

Ben, embarra.lil.md: Oh, I don ' t know, Mr. Ryan. They may not 
even let me in, I got such bad marks in high school. 

Raymond: rOil did? 

Bert: Oh, yeah. I just played ball and fooled around, thaI' s all' I 
think 1 \\-'asn' t li slening.. y'Know? (333-334) 

Lee considers himself lucky in getting a job. But this only makes Rose full of 

remorse for thei r changed lot. She simply cannot forget their past am uence to which 

Ihe present hardship is a sad contrast She cannol reconcile herself to the fact that in 

time of Lee's need the fam ily cannot be of any assistance, At a later stage we find 

Rose in the company of Fanny and Fanny's daughter, Lucille, ll)' jng to keep the 

collector away by keeping the: front doors and windows of their house closed to give 

the impression that nobody is inside the house. She ;s in tears and Fanny tries to 
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console her Time has taught her not to have any illusion about anything or any 

person' 

Fanny: Rose, dear, come On - something' II happen, you' ll see. 
Moe ' s gOI to find something soon, a man so well-known ... 

Rose: I wouldn' t mind so much if we hadn"t been so stupid! He 
bui lds a marvellous business like that and lets a bunch of idiot 
brolher.; suck him dry. 

Lucille: Couldn' t he ask his mother for a little? .. 

Rose: His mother says there's a Depression going on. Meantime 
you can go blind from the diamonds on her fingers. Which he 
gave her! The ronenness of people~ - I tell you, the next time I 
start believing in anybody or anything I hope my longue is cut 
oUI! (69) 

Rose's anger and frustration with Moe Bnd her outbursts against Moe 's brothers have a 

close parallel to what Miller's mother felt regarding her husband and his brothers and 

mother at more or tess the same time. Miller writes in Tlmebend.v about his father 's 

booming business and what he did for hi s brothers and other relatives: 

His father ' s finn, S, MilJt:r and Sons, had recently been 
di ssolved, and a veritable wave of brothers and their outriding 
relatives had descended on Isidore and hi s Mihex Coat and Suit 
Compan~ , which he had broken away to establish afte r the 
Great War. Family lo) .ily had forced him 10 make jobs for all 
of them, something my mother would blame for his finn' s 
collapse a few years hence. ( 12) 

Later on Miller Wrlh!S about his mother's attitude 10\\ards his grandmother: "She: 

hated his mOlher - \'ho continued to li\'c two miles away in a great old Flathush 

house, apparently kno";ng nothing of hard times and through his mother 

"omankind, "hieh she saw as born to suck out the maTTOW of men .. : ' (Tm,~bt!lIds 

113) 
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Miller' s father was very fond of his mother. i.e., Mi ller's grandmother, and 

often bought her expensive presents. In lIock Rose te lls her sister that her husband 

gave his mother exactly the same kind of bracelet whIch he had given her as a birthday 

present. In Fall Quentin's mother talks sarcastica lly of his father's devotion to his 

mother and the expensive presents he buys her every year ( 17), The grandmother who 

in both the plays is blamed for her apathy towards her son's misfortune reminds us of 

Miller's grandmother and her indifference to his father's bad days. Miller describes 

her as a woman. to whom until his Father married at the age of thirty.two. "he handed 

over his sizable weekly pay in return for an aJlowance. His three brothers had done the 

same. A fom,jdable \\roman. she would decl ine, at a particularly desperate moment 

during the Depression, 10 loan him money ", ., (Timebends 9-10), Miller, no doubl, bad 

in mind his mother and grandmother when he created the characters of the mothers in 

Clock and Fall. The similarities between Miller's mother and the fictional mothers can 

also be noticed in their fondness for reading books and their frustration at their 

academic lives being cut short by suddenly bartering them into arranged marriages by 

their fathers, 

Miller was very much influenced by his time and the life around him. What he 

says belovO" in 'The Shadows of the Gods" is clearl y echoed in ('lock: 

My standard, my viewpoint, whether it appears arbitrary, or true 
and ine"itable. did not spring out of my h~ad unsha~d by any 
outside force I began writing pla)'s in the midst of what Allan 
Scager. an English teacher friend of mine ot Michigan, call onc 
of the t\\ O genuinely national catastrophes in American history 
- the Great Depression of the thirties. The other was the Civil 
War. . through no fault or elTort of mine it was the ground upon 
which I learned to stand 

Thc:re are a thousand things to say about that time but m:1ybt! 
one w;lI be evocative enough. Until 1929 I thought things \ .. rere 
pretty solid. Spc:cifically, I thought - like most Americans - that 
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somebody was in charge. r didn ' t know exactly who it was, but 
it was probably a businessman, and he was a realist, a no­
nonsense fell ow. practical , honest, responsible. In 1929 he 
jumped out of the \\oindow. It was bewildering. His banks closed 
and refused to open again, and I had twelve dollars in one of 
them. More precisely, I happened to have Yo1thdrawn my twelve 
dollars to buy a racing bike a friend of mine was bored with, 
and nexl day Ihe Bank oflhc Uni led Slales closed. I rode by and 
saw the crowds of people standing at the brass gates. Their 
money was inside! And they couldn' t gel it. And they would 
never gel il. As for me, I fell I had lIle thing licked. 

But about a week later 1 went into the house to get a glass of 
milk and when 1 came out my bike was gone. Stolen. It must 
have taught me a lesson. Nobody could escape that disaster. 
(Essays 176·177) 

AI Ihe very beginning or Clock Lee in his fifties lells lIle audience aboul Ihe Greal 

Depression and its effects on the American people: 

There have been only two American disasters that were truly 
national. Not the first or second World Wars, Vietnam or even 
the Revolution. Only the Civil War and the Great depression 
and Ihe Greal Depression louehed nearly everyone wherever 
they lived and whatever the ir social class. (Slight pause.) 
Personally, I believe that deep down we are still afraid that 
suddenly, without warning. it may all fall apan again. And that 
this fear, in ways \\'C are rarely consciolls of, still underlies ... 
( 1 ) 

Robertson enters the SCt.:n~ and says that he does not think that that kind of collapSt! is 

really possible! again . He does not mean only the stock market but also the emotional 

collapse_ !-It: sa) s, "By the year 1929 you had a general belief that every Aml!rican was 

inc\ilably going to gel richer e .. ery year. People are a lot more sophisticated now, they 

expect ups and dO\\11s, th~y are much more sceptica l . , .. ( 1-2), Both Lee and 

Robenson. \\c can say, \oice Miller'S und~rstanding of the effc.'C ts of the Depression 

on the Amtrican people. 
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In a scene centring on Tony's Speakeasy during the beginning of the stock 

market crash \1Ie see the mill ionai res Jesse Livermore and Will iam Durant. Livermore 

inquires of Tony ifhe could actually see Randolph Morgan, 3 stockbroker, falling. The 

latter replies in the affinnati"'e and tells them how he committed suicide by j umping 

out of the window. Livermore responds saying.. "Poor, poor man." Durant calls him 

"Damned foor ' ( 11), BUI withi n minutes the slide in the stock market shares reduces 

them to penniless men, Robenson says how, nOllong aner, Livermore shot himself;n 

the washroom of a hOlel. 

Young Lee, like young Miller, buys a beautiful bike from his friend for twelve 

dollars emptying his savings account. At a later stage he parks the bike outside his 

house and goes inside to inform his mother that the bank from where he wi thdrew all 

his money amounting twelve dollars has just been closed down by the government 

because it is broke. He congratulates himself for timely withdrawal of his money. His 

mother hands him her pearl choker and instructs him to go to the pawnshop with it. As 

he retums to the place where he parked hi s bike. he is at a loss to tind it stole n. He 

curses the thief and says that he would like to see ifhe can trot to the shop. 

Miller is fully aware of the financial hardships people felt during the 

Depression. He noticed that there was no stability anywhere. He says in "The Shadows 

of Ih~ Gods'" : " practically eve rything that had been said and done up to 1929 turned 

out to be a fake. It turns out that there had never been anybody in charge ." He adds in 

the same \Hiting: 

What tht: time gave me, I think now, was a sense of an invisible 
v.orld. A rcality had bec:n secret ly accwnulating its climax 
according to its hidden laws to explode illusion at the proper 
time. In that sense 1929 was our Greek year. The gods had 
spoken. the gods, whose! wisdom had been sel aside or distorted 
by a ch·ilization that was to go om\'U.fd and upward on 
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speculation. gambling. graft, and the dog eating the dog. Before 
.he crash I .hough. "Socic!}'" mean •• he rich people in !he Social 
Regjster, After the crash it meant the constant visits of strange 
men who knocked on our door pleading for a chance to wash 
the windows, and some of them fainted on the back porch from 
hunger. In Orooklyn, New York. In the light of weekday 
afternoons. (E'says 177) 

Whal Mille r says here about the jobless hungry people of the time is not different from 

what Lee saw and expe rienced at the same time. Lee says: " You'd see the stranger 

coming down the street - poor and ragged - and he'd go past house afte r house, but at 

our driveway he'd make a nice self~as.swed tum ri ght up to the back porch and ask for 

something to eaC (29), We then see hoe Henry, an 10\V8 farmer, knocks at the ir door, 

implores for a job and at one JXlint fails to support himself out of hunge r. Dwell ing on 

the jobless condjt ion of the people during the Depression days, Miller says that there 

\\'ere "touch footbaJl games in the side streets between teams whose members were 

Iwenty or older, fe llows with no jobs or even hopes for one anymore" (Tlmebends 

119). In Clock, Lee tells Robenson that " fellows with advanced degrees were out on 

the block throwing footba ll s around all day" (34)! 

Young Lee gets ajob on a Mississippi paddleboat where he is not paid, but he 

can eat in the galley and sleep on the deck. Lee' s friend Joe, a <lunlifi ed dentist, sells 

fl owers on the subway Lee sees a county Sheriff in a restaurJol who wants to get 

some chickt!n dinners leaving behind his radio to its owner as a collateral securi ty The 

Sheri IT has not been paid for three months and so he intends to t:llk to his cousin. the 

new State Senator, for a job on the Stilte Police \\'her\! they are still being paid, Late r 

on \\ e find a number of pcopk including Lee crowding at a rehef office Lee wants to 

be on reHefta quali fy for a WPA job, In order to qual ify for rel ie f he has to pro\'e to 

the relief supervisor that he has no place with hi s father So he has brought his father 

\\ilh him with a pre-rehearsed plan so that he disowns him in front of the supervisor. 
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Moe waits there and starts a conversation with Toland who used to be a cab dri ver but 

does not have a cab an)more. He tells Moe, "Whafrt! you gonna do? You can't make 

it in a cab anymore. The town is walking .... • (58), He asks Moe about his profession. 

Moe replies, "[ sell on commission right now. I used to have my own business:' 

Toland's reaction to Moe's words indicates the changes that have taken place from the 

past till date and th~ need for doing something to change their lot - "Used-ta. Whoever 

you talk to, ' I used-ta.' If they don 't do something, I tell yo, one of these days th is 

used 10 be • country" (58). 

After graduation from the university in 1938 Miller wanted to get into the 

WPA Theatre Project. Miller did exactly what Lee does to get the WPA job. Miller 

writes in Timebends: 

To join the WPA Theatre Project it was necessary to get on the 
welfare rolls first, in effect to be homeless and a ll but penniless. 
And to get the bureaucratic process started I had brought my 
father to the Welfare Department's requisitioned old warehouse 
(]ear the Hudson River, where we put on a fine scene of parental 
indignation against filial rebellion. The welfare worker looked 
on as we demonstrated why I would never be allowed to sleep 
in my famil y home, and judged the perfonnance adequate. 
without necessarily believing anything more than our economic 
desperation. (246) 

Unlike Miller. Lee in hi s fifties is a graying journalist But what we learn of the 

Depression from Lee may be considered 3 S Miller' s own words. Besides, the periods 

of Lee's life and of his parents correspond to those of Miller and his parents. From the 

experil!oces of Lee, especially as a boy and youth , the good and bad days of his family 

in the tmrly twenties and 1929 to the Ih inies respecli,,-e\y we can gal her the 

experiences of Wier and his fam il y during these times. 
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Eighteen-year old Ben, who works in an auto-parts warehouse in New York in 

the play Monday .... clearly reminds us of Miller of the same age at about the same time. 

Benjamin Nelson. comparing Tom Wingfield in Tire Glas.,> /IIlellogen e and Ben in 

MOllduys. says that each character speaks in great pan for the author. The element of 

the autobiographical time in Nfondays becomes clear from what he says as below: 

Although Bert is no more an unerring autobiographical portrait 
of Miller lhan Tom is of Williams, both characters recall events 
based on the playwrights' lives. Tom Wingfield remembers a 
family conflict similar to Williams' in S1. Louis during the 
Depression. and Bert evokes memory of the year and a half 
Miller worked in an automobi le pans warehouse in Manhauan 
duri ng the same bleak decade. (Nelson, Memory 149) 

Miller in Jlllroduclion expresses his special fondness for the play: 

I wrote il. I suppose, in part Oul of a desire 10 relive a sort of 
reality where necessity was open and bare; I hoped to define for 
myself Ihe value of hope, why it must arise, as weB as the 
heroism of those who know, at least, how to endure its absence. 
Noth ing in this book was written with grealer love. and for 
myselrl Jove nothing printed here bener than this play. (49) 

Allihis speaks for the playwright 's direct involvement in the play and its protagonist. 

The memory of the two Mondays, the second Monday being the last day (If Bert at the 

warehouse. is not ill rea lity the impression of any unknown narrator of these two days. 

It is actually the writer of the play who gives us his memof)' . real or imagined, of the 

IWO Mondays The play, concentrating on Ben, gives us the closest account of 

autobiographical time amongst the pl a}os a fMiller 

During the Depression period. when Miller graduated from high school. bis 

t:1.mil tilih:d to show up for the ceremony. Miller wntes in Tlmf!bl!J/tI.~ : "I knew that 

with my education at an end I was but another new young man on th~ long line 
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waiting for work. Anyway, with a masler's degree, as the saying went, you might get 

hired to se ll ties at Macy's" (1 19). Failing to get the suppon of any uni versities for hi s 

higher studies. he desperately looked for a job. He worked ., a number of jobs and 

seuled down as a shipping clerk in an automobile pans warehouse in Manhattan at SI5 

a week. He travelled a long distance in the subway to reach his place of work. During 

this lime he read more than he had in the rest of his life, He read the greal Russian 

novelists, especially Dostoyevsky and Tolstoy, and he began to dream ofllecoming a 

wri ter. 

At the beginning of Mondays we see that Bert has come to the warehouse early 

because he wanted to get a seat in the subway. Raymond, the manager, has time to ask 

him some personal questions, like. how be ge ts time to read the paper he has with him. 

ifit is true that he wi1l go to a college, how much it is going to cost him, etc. without 

forgetting to tell him to sweep up the excelsior laying around the freight elevator and 

open the three crates of axles that came on Saturday. It seems Ben has taken up the 

presem job with the sole purpose of saving some money for his future educational 

expenses. Raymond '>Jants Bert to tell him when he decides to le.ave so that a 

substitute may be arranged to lill hi s place. Ben assures him that it "/ouJd not be 

possible for him to leave the place quite soon because he needs to have the entire 

amount for his lirst·year study out of hi s t!ami ng. Out of curiosity the manager asks 

him how much he saves. Bert says that he has been saving eleven 10 twelve dollars a 

wed from the lifteen·dolla r ,~ age for the four to live hundred that he would require 

for the first year. 

Gradually the other employees enter the room , Their togetherness in an office 

for a common job has made them quite well-acquainted with each otht'f's life and 

problems. Thl!Y arc mostly concerned with the present. Besides discharging their 
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allotted responsibilities, they also engage themselves in the exchange of pleasantries 

and inquiries about each other As Raymond moves fo r the toilet , Agnes enters. The 

weather makes her tel l Bert. "Bet you "ish you could go swimming. hehT" He replies. 

"Boy, I wouldn' t mind. It ' s starti ng to bo il already" (335). She tells him or her 

thirteen-year old nephew who is a wonderful swimmer and like Bert reads the New 

York Time.', She is surprised that he is still with the book, War and Peace. Bert is 

embarrassed and says apologetically that he gets time to read it only in the subway. 

Like Miller. Ben becomes attached to the people with whom he works, and 

shares their troubles, joys, hopes and disillusionment. After saving some money he 

prepares to leave. "On the morning of hjs departure he expects some kind of 

significant moment.. a sign perhaps that his presence has meant something to his 

fr i e nds~ but lost in their personal problems and the deadening morass of routine , tbey 

barely notice him'l (Nelson, tv/emory 150). The concluding lines of his rumination on 

his departure show what indelible imprints the job at the warehouse has left in his 

mind a1though he understands very well that he will not be remembered by anyone: 

God, it's so peculiar to leave a place! 
, know I'll remember them as long as I live, 
As long as I live they' ll neve r die, 
And still I know that in a month or two 
They'll fo rget my name, and mix me up 
With another boy who worked here once, 
And went. Gee, it' s a mystery! (371) 

This is what Miller must have fe lt about his final departure from the warehouse. When 

it is time for Ikn to lea\'c he \V1 shes his fe llow-workers could StOP thei r " ork for a 

moment. BUI he finds everyone engrossed in hlslher work. There is nO sentimental 

good-bye. Bert, or we can say Miller, remembers thl! time at the warehouse very well 

and the memory of the lWO Mondays amply demonstrates it. 

Dhaka University Institutional Repository



108 

Regarding Fall, Leonard Moss in his book Arthur Miller quotes Leslie 

Hanscom from Newsweek to say that although the playwright was normally a "' fugit ive 

from familiarity," he had "written whal is undoubtedly the most nakedly 

autobiographical drama ever put on publ ic view" (66). Miller defended himself by 

denying any autobiographical intention whatsoever. "The man up there isn' t me," he 

retorted in reference to Quentin; "a playwright doesn'1 put himself on the stage, be 

only dromatizes certain forces within himself' (66). Although the play amply 

demonstrates the dramatization of such forces and not bare representation of the 

Miter. if we are aware of Miller's life and family. we can very easi ly trace the 

prototypes of the main characters of Fall in real1ife. Quentin's boyhood. friends. his 

marital and social lives, political conviction, his parents - their relationship. 

background, education and attitude towards life are ve l)' much like those of Miller and 

his parents. 

The country of Quentin's falher' s origin is unknown to us, but we are told that 

he migrated to America all aloDe when he was a linie boy with a tag around h is neck 

like a package in the bottom of a boat (20). Miller's fathcr, Isidore Miller (Izzie), too, 

was PUI on a trai n all alone from the middle of Poland fo r the port of Hamburg before 

his seventh birthday "with a tag around his neck aski ng that he be delivered . if the 

stranger would be so kind. to a cenain sh ip sailing for New York on a certain date" 

(Tlm~helld'i 9). Miller describes his journey and reception as follows: 

... after three weeks in steerage - the bottom deck where the 
light of day never shone. an area near the chains that operated 
the stee ring gear. where twice a day a b::mel of salt herring was 
opened for the scores of emigrant families. from which 
naturally. a child trave ll ing alone gOI no more than the leavings 
- he arri\'ed in New York with h is teeth loose and a scab on his 
head the size. they used to say. of a silver dollar. His parents 
were too busy to pick him up at Castle Garden, and sent his 
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next-eldest brother, Abe, going on ten , to find him, get him 
through Immigration, and bring him home to Stanton Street and 
the tenement where, in two rooms, the eight of them lived and 
worked sewing the great long many-bunoned cloaks that were 
the fashion then. (Timebends 9) 

Izzie was put into a school for several months and then removed to take Abe's place at 

one of the sewing mactunes never to see the inside of a school again. His "mother's 

selfishness had forced him to work before he was twelve so that he could lay his 

weekly pay on her dinner plate every Saturday night" (Timebends 113). It is quite 

obvious that he did not have the opponunity to read or write any language. Martin 's 

father in Don', Need and Quentin 's father in Fall, are both uneducated like Miller's 

father. The grandmothers too, in both the works have been drav,ll as selfish as MiUer' s 

grandmother. Once Martin was sulky with hi s mother. When she told his father that 

she was trying to help him because he was just five years old, the latter expressed his 

disapproval by telling her, '"A boy fi ve years o ld ! I was six I was out seUing 

newspapers." "Surc," she sa id sarcastically, " that 's why you got such a good 

education!" She turned to Ben. her elder son, and said, ''Not even to let a boy go to 

school so he could maybe read a book in his life" (38). Quentin's mother' s attitude to 

his uneducated father and selfish grandmother is si mi lar to that of Millers mother. 

She tells young Quentin how she felt when she understood that his fathe r could neither 

read nor write : 

... two weeks after we were married; s it down to dinner, and 
papa hands me a menu and asks me to read it to him . Couldn't 
read! I gOI so frightened I nearly ran away! ... Why? Because 
your grandmother is such a fine , unselfish woman~ (""0 mon ths 
In school and they put him into a shop! That's whal some 
women are, my dear - and now he goes and buys her a new 
Packard every year. ( 17) 
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Young Miller felt as much embarrassed and helpless for the academic handicap of his 

father as Manin did for his fa ther. Miller says that he cold not help blushing for his 

father when his mother made him her target. He admired his wann and gentle nature 

as much as he despaired of his illiterate mind (Timebelld, \\3 ), 

Izzie's tall physique, channing personality, and succ.ess in business made up 

adequately his lack of fonnal education. Miller describes him before the Depression as 

" a fellow whom policemen arc inclined to salute, headwaiters to find tables for. cab 

drivers to stop in the rain for ..... (1'imebenl/s 4). All this personal charm is also 

renected in what Quentin's mother says about his father in Fall: "To this day he walks 

into a room you want to bow! Warmly: Any reSlawsnt - one look at him and the 

waiterS stan moving tables around" ( 17). 

By the time Miller's father, Izzie, was twelve he himself employed twO other 

boys to sew sleeves on coats alongside him in some basement workshop and later on 

he built one of the two or three largest coat manufacturing businesses in the count!)'. It 

is hard work, not education, which brought him success and affiuence. No wonder he 

tOOk very little interest in the education of his children, including Miller. Quentin's 

father, too, conscious of his past struggle shows no interest in his son's education even 

though the mother pleads for him, saying: "You've got Dan, you don' t need him! He 

W~lOts to try to get a job, go to college maybe'" (67). All this is beyond his logic, he 

cannot understand why Quentin should be treated diflerently from Dan, and so he 

loses his temp.!r and says. "You' re t\\'O ora kind - what you ' want "! Chrissake, when I 

was his age I \\'3.5 supponlOg six )Xople! He c:vmes up /() Q1I1!11Im. What are you, n 

slranger? What are you" (67)! 

Mil1t:r"s mother, who had few interests outside her sons, had great hopes for 

young Miller" She. likl! Quenlin"s mother in Fall and Lee"s mOlher in Cloc:k, look 
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great interest in her son's education although during the Depression the financial 

constraint in the family left her no scope 10 see to her son's educational advancement. 

Like Dan, Miller's elder brother Kennit stayed home to help his father reestablish 

himselfi" business. bUllike Quentin. Miller left to make his own \vay. 

Miller's mother died in March 1961 . Five months after her death Miller would 

be about forty-five. Quentin, like the playwright, is in his forties five months after the 

death of his mother. Quentin remembers his past days and goes back to an early period 

of his life, and we can sec the attention paid by his mother to his handwriting. In a past 

scene we also find the mother telling littJe Quentin of her disappointments with her 

brothers' marriages: 

My brothers! Why must every wedding in this family be a 
catastJophe~ ... Because the girl is pregnant. darling, and she's 
got no money. she's stupid, and 1 tell you th is one is going to 
end up with a moustache! That's why, darling, when you grow 
up, I hope you learn how 10 disappoint people. Especially 
women. ( 16) 

Little Mi ller, too, had heard of similar disapproval of his mother's brothers' \\;ves 

from his mother. One afternoon when her YOWlgest brother, Hymie, " appeared with a 

thin blondt: "'oman wearing a black fur collar on a '" hit&:! coat, his belo .. cd, he said, his 

Stella," she instant ly disapproved of her. Miller says that she "disapproved of all wives 

or all her brothers" (Ttmehcllds 30). 

Miller entered the Uni ve rsit)· of Michigan in 1934. He met there Mary Grace 

Slattery, a gentile gi rl , \\;th whom he! Ihed for about two years before marrying her in 

19-'0 It was a strange coincidenct! that the pronouncement of the Cathol ic priest 

berore their marriage - .. that our experience shows these marriages never last" 

(Tlnlt!bttll(/s 76) - came true al1l!r sixteen yea rs whe n MiIll!r \\'3S di vorced rrom her in 
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1956. The same year he married the Hollywood film star, sex symbol, glamour gi rl 

Marilyn Monroe. And just after live years, in 1961 this marriage, too, ended in a 

divorce. In 196 1 Miller married an Austria born photographer, lngeborg Morath, and 

in August of the same year Marilyn Monroe committed suicide. Moss is quite right in 

showing the following close parallels between the wives of Miller and Quentin: 

Quentin met his fi rst wife when both were college students; 
Like Mary Grace Slattery, she was a quiet, introspective type. 
That marriage ended in a divorce aner lasting morc than a 
decade. His present fiancee, a foreign professional woman, 
suggests Miller's preseot wife, Ingeborg MOl1lth, a [foreign) 
photographer. And his second wife. despite Miller 's protest, 
greatly resembles Marilyn Monroe. The two women 
experienced the same unpleasant childhood: each was an 
illegitimate gi rl who tried unsuccessfully to locate her father, a 
fact that contributed, as did the mother's instability, to 
loneliness and insecurity in adult life. Though neither was 
gmduated from high school, both nevenheless rose to the 
highest rank in popular entenainment with an arresting 
combination or sexual attractiveness and girlish chann. (68) 

Maggie in Fall. like Marilyn Monroe, often had to confront the problem of her 

legitimacy. When Maggie tells Quentin that she went to see her father and Quentin 

says that he must be proud or her. Maggie replies Laughing: 

Oh, no - he left when I was eighteen months, see - 'cause he 
said I \\ asn' t from him. although my mothl.!r always said 1 was. 
And they keep intcrvie\\ing me now and I never know what to 
answer, when they ask "..-here you were born, and all. So I 
thought if he would just see me, and you know, just - look at 
me ... I can' t explain it. (n ) 

Maggie adds [hal her fathl.!r would not cven talk to her over lelephone . and just asked 

her to sec hi S lawyer. 
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Miller's failed marriage-s are clearly reflected in {-"aU. There are enough 

indicat10ns in 1'imebends that Miller never forgot the strai ned relationship, he saw as 8 

boy. between his parents, When Miller gOt married he must have felt like. and tri ed -
avoiding the lacks of his parents. Even then, two of his marriages ended in divorce and 

he took a third wife. whereas his father had only his mother as his wife . In 1944, 

during his visit o[ the army camps [or collecting materials for the screenplay. The 

Story of G. /, .foe. he met a young woman whose husband, a sailor, was reported 

missing while serving in a de-strayer. On the long train ride to Holl)'\, .. ood he blithely 

laid his wife, Mary. of his attraction to this woman saying that were he nOt manied he 

would have liked to sleep with her. This truthful admission of Miller instead of being 

apprec iated by his wife complicated thei r relationship further (Timebend\· 278-279), 

Miller first met Manlyn Monroe in 1950 at Tv .. ·entieth Century Fox Studios. Elia 

K37..an introduced them, and they were immediately attracted to one another. Neil 

Carson observes: "From internal evidences in the plays, it is highly likely that Miller 

tOld his wife about his meeting with Marilyn, and that thi s further complicated a 

relationship that \\115 already beginning to fray" (20-2 1). Quentin. like Miller. tried to 

be truthful to his wife when he told her that he had met a woman he wanted to sleep 

with. But Louise cannot forgel it and accuses her husband of Infidelity whenever she 

gets an opportunity. We get an echo of the words of Proctor to his "ire in ( rucihle in 

what Quentin tell s his wife in frustration: "'What I resent is being forev\!r on trial , 

LOUIse Are you an innocent bystander here" ("'0)1 

Mil\cr began working on Fall in 1963, i.e. after his marriage to Ingeborg 

Morath and suicide of his st!cond wHe. Marilyn Monroe. The play. first staged in 1964 

is Quentin 's self-analysis "whose biography SO much resembles the pla~'\\Tight's that 

most critics take it as Miller's tong Day's Jr}/l,ney /fifO NIght ." But Fall is not 
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autobiographical in the sense of I.ong Day's Journey mfo NIght. In O'NeiWs play, 

unlike that of Miller' s, the main chamcters have their exact counterparts in the 

playwrigh. 's fam ily, O' Neill anemplS no sub.erfuge, Nakedly au.obiographical, he 

"Tote the playas he said, to face the dead at last. He pUIS in the dedicatory note of the 

play - it is "a play of old sorrow wrinen in tears and blood." The play. which exposes 

.he lension in his family in 19 12, was completed in 194 L Although O' Ne ill did not 

want the play to be published untillwenty. fi ve years after his death and expressed no 

intention of it being staged at any time, after two years of the dramatist's death in 

1953, his widow, Carlona O' Neill , gave Yale University Press the publica.ion righlS, 

The play, unlike Full, concentrates on the writer's parents, elder brother and the writer 

himself making no mention of his first wife, Kathleen Jenld ns. and his associates and 

frie nds, O ' Nei ll dedicates the play to bis third wife , Carlona Monterey, on the 

occasion of their twelfth wedding anniversary. Miller. too, dedicates his play to his 

third wife, lngeborg Morath. Although O' Neill had the strength to face the dead, he 

WllS afraid of facing the living even being ,,,itb the dead. On the other hand. Miller. 

staging and pub\tshing his play in 1964, not onl y displayed his menlal strength in 

facing the dead and his past but also showed great courage in laying himself bare in 

front of the living, including his wife. If we put emphasis on the autobiographical 

elementS in Fall, Miller surpasses the Sinner who confesses to the priest alone faci ng 

no risk of public reproof or cas tigation. In dedicating the play to his wi fc Miller goes 

farther than his protagonist, Quentin , in his confession of all that he did and 

experil;!nced. Quent in re ... eals. or exposes himself, to the listenl!r and not to Holga, Ihe 

laller, Ihough able 10 make some guesses of his tonnenled menta l condition, remains 

ignorant of hi s past life . 
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Critics have often blamed Miller for his (according to them) frank and 

unsympathetic account of Marilyn Monroe through the character of Maggie. But 

Miller wrote in Life after the play had opened that Maggie "is not in fact Marilyn 

Monroe. Maggie is a character about the human animal's unwillingness or inability to 

discover in himself the seeds of his own destruction" (Ha)'man, AM85-86), Ironically, 

whal Miller said aboul Maggie clearly fils Ihe character of Marilyn Monroe who got 

addicted to pills and drugs and commined suicide. But it can be said in Miller's 

defence that, when we analyze the relationship between Quentin and Maggie. it is not 

difficult to understand that Miller has not tried in any way to idealize the character of 

Quentin, putting alllhe blame on Maggie. / 

Maggie attributes all her fame and success to her first meeting with Quentin. 

She feels Ihal everyone laughed al her and took her for a joke, but he was different. 

Quentin cries out to the listener and utters; "Fraud ! From the first fi ve minutes! ... 

Because! I should have agreed she \o\'<lS a joke, a beautiful piece, trying to take herself 

seriously! Why did' lie 10 her. play thi s cheap benefactor , .. " (70). Later on we find 

that lvf.a.ggie is prepared to do an)1hing for him because to her he is like a god. She 

does nOt \\1thhold or hide an)1hing about her life from Quent in. She tells him readily 

and frankly about all he r relatio nship with other men. Even when the wedding guests 

appear she tells Quentin that she was \\;th two men the same day. Quite aware of the 

Implications of what she has just revealed, she te lls him to feci free to stop the 

v.edding. Quentin assures her of his readiness 10 accept herl as she! is saying' 

.. wl!ethcan - an e\'ent itself i!' not tmponant.; it's what you look from it. \Vhatewr 

happened to you, this IS what you mad!! of it. and Ilo ... e thi s" (87 )! 

Despite Maggie 's exalted idea of Quentin. and Quentin's professed love and 

feeling for her, soon they both feel t~nibk disappointment in their conjugal life. From 
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both sides, there are allegations and counter allegations. Maggie gradually becomes 

neurotic and gets addicted to pi lls and drink. Recapitulating how Maggie got addicted 

10 drugs and losl her hold on life and how he gntdually losl his palience with he r, 

Quentin tells the listener about his idea or love: "It 's that if there is love, it must be 

limitless: a love not even of persons but blind, blind to insult, blind to the spear in the 

flesh, like justice blind.," (100), Quentin. as it is clear from his attitude towards 

Maggie. falls short of such selfless and limitless love. He is convinced that Maggie is 

detennined to bring her life to an end, but he is not prepared to die for her or with her. 

He now realizes that everybody is a separate person. In this world we mostly lie to 

show that we feel and understand. Despite all our fee li ng and sacrifices we cannot go 

beyond a certain limit. This realization in retrospecl on the 1><1.11 of Quentin about his 

marita l failures is very likely the realization of the playwright about himself, which is 

indi rectly an aCknowledgement of his faults and imperfections. 

Shonly after Mi ller married Marilyn Monroe he had 10 cut shon his visil 10 his 

sick daughter because of his wife's needs. Sometime during this period Marilyn 

Monroe, quite by chance, read an entry in he r husband' s notebook in which he 

expressed some disappointment in her. "This incident was traumatic, and may have 

been the first of what she considered 10 be a series of betrayals that gradually a lienated 

he r tnlst and affection" (Carson 2) Maggie, too. like Marilyn Monroe, was soon 

disillusioned \ .... ith her husband after reading, quite by chance, 3 note written by him. 

She tells Quentin how all her faith 10 his goodness ",apoured into thin air and she 

wanted to bring her life to an end when just after two months of their marriage looking 

for a fountain pen she read his hand\\Titing - "The only one I \\i ll ever love is my 

daughter. If I could only find an honorable way to dIe" ( 108). She tells him lhat she 

thought she was married 10 a king., but no longer has any illusion regarding him, She 
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also accuses him of being ashamed orher in thei r first party that was attended by some 

network heads and directors, Quentin admits his guilt and says, "Maggie, we were 

born of many errors; a human being has to forgive himselP Neither of us is innocent. 

Whal more do you want" (109)' BUI by Ihis lime Maggie, Ihoroughly disillus ioned 

with Quentin, has become addicted to pills and drink beyond recovery with no urge to 

live. As Quentin tries to take away the bottle and the pills from her hands, she quickly 

swallows a handfu l of pills and gets violent. Quentin in his desperation says, "Drop 

Ihem you bilch! You won't kill me" ( I II )! He lunges for her throat, lifts her with his 

grip and repealS the last sentence two morc times. Although Quentin manages to send 

her to a hospital, she dies after two months. 

Quentin's anitude to Maggie proves that Miller has not ponrayed him as an 

embodiment of virtues and sainthood. His violence proved to Maggie that he was like 

all other men and no exception. 0 wonder, once when he spreads arms to the two 

light fixtures on the wall of his hotel room in the posture of cruc ified Christ, Maggie 

enters in his subconscious mind and says, "Li ar! Judge!" 

Miller had first·hand experience of the anticommunist hysteria in the United 

States in the 19505. At the ""orst of the McCarthy timt.:, in 1953, the edito r of HoNday 

magazine, Ted Patrick, asked hi m to go to Ann Arbor and report the changes there 

since the th inies. When he went to his former university. Erich Walter. his old English 

Professor \\ho had become Dean, told him that the FB I was asking teachers and 

students to inform on each other. Miller ,,,cnt to the edilOrinl room of the DUlly and S31 

dO\\TI at the large round oak table at the end of the room to browse through some old 

Issues of the thirties Soon a burly middk:·aged man appe3red and sat at the same table 

to peruse some recent issues of the paper and take nOles. A student reponer whispered 
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to Miller to follow him if he wanted to know the stale of affairs the re, Whilt Miller 

learnt from the student is given below: 

In a distant comer of the editorial room, the student introduced 
himself with evident pride a'i the author of a recent four-part 
series. "Communism on Campus: " which had exposed a couple 
of student radicals who, he said - not without some pity - might 
face expulsion soon. The result of his expose. he was happy to 
inform me, was a job offer from a Los Angeles paper .... [He] 
indicated the middle-aged man, who was still turning pages at 
the round table, and whispered, "'He's state police. He comes in 
once a week and goes through the letters columns and the news 
and picks up the names of anybody who says stuff that sounds 
leftist:' (7"mebends 95) 

A week or two after Miller's Ho/iday--piece on Michigan came out the editor requested 

him repealedJy to write once again on anything he liked. He finally wrote a memoir of 

lire in Brooklyn in the thirties that was duly published. Years later, afler Ted Pallick's 

death Miller learned the reason for his persistence to get a write~up from him: "The 

advertising department of the Pontiac division of General Motors had warned Patrick 

that Pont iac would cancel all its advertising in Hohday if they ever published another 

piece by Miller" (Tmtebellds 96). Miller adds. '<the ai r in those days bristl ed with such 

threats. and I regrettefiil being unable to congratulate Patrick for his courageous s tand 

and editorial integrity" (96). 

Miller soon observed that, according to the w'ays of the time everyone, 

whatc ... er reputat ion or position he enjoyed. was considered " lit1le more than eas tly 

disposabh:: hired hands:' Informers and agents of the anticommunist fo rces, especially 

of the HUAC (House Un-Americ3n Activi ti es Committee). were active in all sphcres 

of lifc , He notes in Tmwbc:nc/., - - E .. crywh~re teachers were being fired fo r thdr 

assoc iations and ideas, re31 or alleged, as were scienti sts, diplomats. postmen, actors, 

directors and writers" (3 10), Later on he adds: '·1 saw the civilities of public life deftly 
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stripped from the body poli tic like the wings of insects or birds by maniac children. 

and great and noble citizens branded traitors, without a sign of real disgust from any 

quarter' (312), Miller knew many of the victims personally, In 1951 when Ingeborg 

Morath. who was not yet known to Miller, arrived as a phot~joumalist on a brief 

assignment in Hollywood, she was harshly interrogated by an immigration inspector 

under the suspicion of communisl connections because she had a novel in her suitcase 

published by the Left Book Club of London, 

Miller noticed the inherent connection and similarities between the ritualistic 

congressional hearings of his time and the Salem witch-trials of the seventeemh 

century. In almost all the fonner cases the committee knew in advance what they 

wanted the persons concerned to tell them, the names of their commdes in the Party. 

Since the FBI had long since infiltrated the party and the informers had long ago 

identified the participants in various meetings, nothing was unkno\'·m to the 

Committee. As in Salem, the main point of the hearings was that - "the accused make 

public confess ion, damn his confederates as ' .... el1 as his Devil master, and guarantee 

his sterl ing new allegiance by breaking disgusting old vows - whereupon he was let 

loose to rejoin the socie ty of extremely decen t people" (TmU!bends 33 I). 

Cruclh/e deals ' \-; th autobiogra phical time in the sense that the irrational 

fanatical act ivities of the HUAC as observed by Miller in 19505 has a clear para llel in 

the seventeenth century Salem witch-hunt. Regarding thl;! play Miller says in 

Introduc{lOn - ""hat was in the air pro\ ided the actual locus of the talc" (39). He 

mcmions in the same work that he. was not moved solely by the anl icommunist 

hyslt!ria manifested in "McCanhyisnl ." but something much more \ .. 'eird snd 

mysterious: 
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It was the fact that a political , objective, knowledgeable 
campajgn from the far Right was capable of creating not only a 
terror, but a new subjective reality, a veritable mystique which 
was gradually assuming even a holy resonance. The wooder of 
it all struck me that so practical and picayune a cause, carried 
forward by such manifestly ridiculous men, should be capable 
of paralyzing thought itself, and worse, causing to billow up 
such persuasive clouds of "mysterious" feelings within people. 
It was as though the whole country had been bom anew, 
without a memory even o f certain elemental decencies which a 
year or two earlier no one would have imagined could be 
altered, let alooe forgoneo. Astounded, I watched men pass me 
by without a nod whom I had known rather well for years~ and 
again. the astonishment was produl."ed by my knowledge. which 
1 could not give up, that the terror in these people was being 
knowingly planned and consciously engineered, and yet.1I they 
knew was terror. That SO interior and subjective an emotion 
could have been SO manifestly created from without was a 
marvel to me h underlies every word in The CrucIble. (39-40) 

Miller mentions in Imroducfion that he at first wondered "'whether it must be that self-

preservation and the need to hold on to opponunity. the thought of bei ng exiled and 

' put out,' was what the fear was feeding on, for there were people who had had only 

the remotest connections with the Left who were quite as terrified as those who bad 

been closer" (40). He continues, that he knew a man who was summoned to the office 

of a network executive, who having explained that despite the current attacks on him 

had no len connt!Ct ions al all , was tOld that this was precisely the trouble. '''You have 

nothing to give them," he was told, meaning he had no confess ion to make, and so he 

was fired from his job and for more than a yt:ar could not recover the \\ill to leave his 

house"· (~O) To Miller this as well as other kinds of social compliance seemed to be 

the n:suh of the sense or guilt which individuals strive to conceal by complymg 

·'Generally it ,vas a guilt, in this historic sense, resulting from their awareness that they 

were not as Rightist as people were supposed to be; that 1hl! tenor of public 

pronouncements was alien to them and that they must be somehow discoverable as 

enemies of the power overhead·' (40), He nOticed a new religiosity in the air, not 
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merely the kind expressed by the spurt in church construction and church attendance, 

but an offi cial piety which his reading of American history could not reconcile with 

the free wheeling iconoclasm of the country's past. He saw forming a kind of interior 

mechanism of confession and forgiveness of sins which until then had not been rightly 

categorized as sins: 

New sins were being created monthly, It 'was very odd how 
qujckly these were accepted into the new orthodoxy, quite as 
though they had been there since the beginning of time. Above 
all. above all horrors. I saw accepted the notion that conscience 
wns no longer a private matter but one of state administration, I 
saw men handing conscience to other men and thanking them 
for the opportunity of doing so. (lntroducfiol/ 40) 

John H, Ferres rightly observes in " Introduction" of Twentieth Century 

Interpretations o/The Crucible: "Miller believes a man must be true to himself and bis 

fellows, even though being untrue may be the only way to stay alive" (8). This belief 

of Miller ",las sharpened and strengthened by what he particularly saw and 

experienced in the 1950s. In early April 1952, just a day before his trip to Salem, 

Massachusetts, where he \\:anted to research the \v;tch·trial records for a tentative play 

on the subject, his dose friend El ia Kazan, \\I'ho was associated with the theatre and 

film indusU)'. infonned him that he had been subpoenaed by the HUAC. Kazan said 

that although he had at first refused to cooperate \vith the Committee. later on he 

changed his mind to give some dozen names of the people he had known du ring his 

short connection with the Communist Pany long time ago, Kazan, Mille r felt strongly, 

did so just to safeguard and promOte: his se lf-int~res l (Tlnll!helUi,', 332-333) 

Schlueter and Flanagan obsCT\c: "Miller's literary reaction to the gl!neral 

proceedings of the HUAC and the political tenor of the times. was The Crrl(.'lb/e, 

,'hich appeared at;) time whl!n Miller the wrilcr was 10 be held responsible for Mille r 
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the political leftist" (II ). According to them in both Crucible and Fall Miller views 

" the naming procedure" as "a symbol of moral degeneracy and of the breakdown of 

fa ith between men" ( II ), Through the ordeals of some characters in these plays as well 

as his stand in life during similar crisis, Miller has shown two options open to man: 

the easy path of serving one' s selfish interests by betraying others and the difficuh 

path of endangering oneselfby keeping others free from danger. 

Although none of the characters i.n Crucible. which opened on Broadway in 

1953. resembles Miller, the detennination of Giles Corey and John Proctor in not 

giving or confinning the names to Danforth and Ha\\1home is reflected in Miller' s 

later life. After the production of the play the conservative and anticommunist 

elements in the government, the entenainment industry, and the press made Miller a 

target of attack for his alleged communist connection, Ln March 1954, the State 

Department refused Miller a passport to attend the Brussels premiere of Crucible. In 

1955 when Miller was busy completing a script for a New York City Youth Board 

film project. a reponer, Fredrick Woltman, charged him with leftist and communiSt 

leanings in the New York World Telegram, As a result he was voted dO\\il1 for the 

project by the New York City Youth Board , The renson given by a member for his 

objection was that. Mille r refused to repent. We find that it is the same kind of 

objection that condemns John Proc tor. the hero of Cruel hIe , In June 1956 Miller was 

subpoenaed to appear before the HUAC. Ironically. state authorities. by insisting that 

he infonn on others and confess sins against the community , presented him \"jlh a 

challenge to ' conscil!nce" dirt!ctiy analogous to that which had confronted the 

protagonist of (',"elhle Although Miller freel) admi ned his assoc iation \\; th the 

leftist or communist·front groups in the 19405, he refused to be branded a communist 

at any time or his life. He took great n sL: by candidly acknowledging his opposition to 
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the HUAC and by refusing to identify persons he had seen at the communist-run 

meetings for the writers because his conscience would not permit him to use the name 

of another person and bring trouble to him. On May 31 , 1957, he was found guilty for 

the contempt of Congress, fined five hundred dollars, and given a suspended thirty­

day jail sentence. A year later, in 1958, the conviction was reversed by the United 

States Court of Appeals for the District of Columbia. 

Although by the early 19505 there were very few, not excepting Miller, who 

were not disillusioned with the Soviet Russia and tbe Communist cause, Miller's 

attitude. as found in Fall, towards activities of the HUAC and the principle of betrayal 

remained unchanged, Fall is, in a way. Miller's recantation of rus past bel ief in the 

Communist Party. Mickey. a friend of Quentin, who is modelled on Miller's friend. 

Elia Kazan, like Kazan was subpoenaed by the HUAC beeause it wanted to know the 

names of his radical associates. He tells his colleague Lou, a professor of law, that he 

had already been in front of the committee two weeks ago and he asked to be heard 

again because he wants to speak the truth. He is disillusioned with the Communist 

Party and his old associates. He thinks the Pany is a conspiracy and says - hi think we 

were swindled; they look our lust for the right and used it for Russian purposes. And I 

don"' think we can go on turning our backs on the truth simply because reactionaries 

afC saying if' (35). At an early stage we notice that when Lou docs not feel 

comfonablc about his changed pol itical views and expresses his uneasiness 10 publish 

them, Quentin tells him: "Lou, you have a right 10 publish; a radical past is not leprosy 

- we only turned left bc.."'C3use it seemed the truth was there. You mustn ' t be ashamed" 

(25). Lou's attitude to Mickey and the comminee is not much diOe rent from Miller's 

anitude to Kazan and the HUAC. In Tlmebeud ... Miller tells us how he felt about 

Kazan's cooperation with the Committt.'e: 
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He had been subpoenaed and had refused to coopel1lte bUI had 
changed his mind and returned to testify fu lly in executive 
session, confirming some dozen names of people he had known 
in his months in the Party not SO long ago. He felt bener now, 
clearer about everything. Actually. he wanted my advice. almost 
as Ihough he had not done what he bad done. Confirmalion was 
whal he needed; after all he had no sympathies wilh Ihe 
Communisls, so why should he appear to be wilhholding the 
lestimony? (333) 

Lou considers Mickey a coward and thinks that the committee has bought his souL In 

the following words uttered in anger to Mickey. Lou justifies his resolution not to 

cooperate Yoith the committee: 

Because if everyone broke fa ith there would be no civilization! 
That is why that Committee is the face of the Philistine! And it 
astounds me that you can speak of truth andjustice in relation to 
that gang of publicity hounds! Not one word from my l ips~ No ­
your eleven-room apartment, your automobile, your money are 
not wonh Ih is. (36) 

Quenti n, very mucn like Miller himself, tries to "be true to himself' and "his 

fellows." Despite all the implied risks it troubles Quentin to di lance himself from 

what is good and right. He feels that Mickey has become a separate person. But it does 

not mean thai hjs commitment to sincerity and selflessness is absolute and 10tal. The 

awareness of his limitations tonnents his conscience and makes himself guilty in his 

eyes. He is shocked to know that Mickey was subpoenaed. But when Mickey needed 

his help and advice at this crucial lime, he kept himself aloof from him. He te lls 

Mickey: " I had 8 fcellOg it was something like that. I guess - I didn ' t want to know 

any more. I'm sorry Mick" (32). The Following appendix meant for the listener in the 

present - " Yes, not to see! To be innocent I" expresses not only his own limil1ltion but 

also the limitation of what innocence may imply al times. It is not unlikely that 
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through Quentin's limitation Miller has tried to acknowledge his own limitation with 

regard to Eli. Kazan and other people, Although Miller was quite conscious of the 

predicament of Kazan regarding the HUAC, he did nothing even after receiving two 

phone calls from his friend. It was only after he had received the third phone call that 

he went to see his friend (nmehend\' 332), 

We are not aware of any other writer who has recorded so vividJy the personal 

dilemma with regard to the activities of the HUAC as Miller bas done in Fall, Like 

Miller, Bertol! Brecht and Lillian Hellman were also subpoenaed by the HUAC, 

Brecht's association with Communism began when he joined the Independent Social 

Democratic Party in 1919, With a musical collaborator, Hanns Eisler, in 1930 he 

\Yfote and produced his first overtJy Communist play. The Measure Taken. He 

migrated to the U, S, in 1941. In October 1947, Brecht was called to testify about his 

Communist Party affiliations before the HUAC. He evaded the Committee's questions 

and denied Hanns Eisler' s statement that he had joined the Communist Party in 1930. 

The neXl month he left for Switzerland. Hellman ' s attitude to the Committee was like 

that of Miller. A \"'oman of her time, she \vas deeply stirred by all injustices and spoke 

.gainst Ihem, In 1952 she was called to appear before the HUAC in the hope that she 

would reveal the names of her associates and friends in the theatre who might have 

Communist associations. Fully aware of the consequences, that she might be charged 

\v1th contempt of Congress. she refused to cooperate with the Committee. 

Subsequently. the Committee dropped the charges against her. 

Quentin considers Maggie a very moral girl because she tells the truth even 

against herstlf and docs not pretend to be innocent Whether it is Milltr or the 

protagonist of Fa/l. Quentin. they have both tried to be moral . because. like the 

innocent Maggie. they have spoken the truth even against themselves without 
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pretending to be innocent. This innocent self-revelation. from the autobiographical 

point of view, is mostly the product of late realization. The aUiohiographicaJ time in 

Miller' s plays, whether in relation to Manin, Bert. Lee, or others, normally gives us 

two layers of time - one, the actual time of the characters as verifiable from the 

writer' s life. and two, the actual time of creating these characters. The writer in the 

later case is in a better position to understand his past. While portraying himsel f 

through his characters the ,vriler aJ"'ays sees the past from the point of the present. In 

some cases when the writer expresses his overall attitude towards life or anything in 

particular as in the case of Sons, Salesman, Crucible, Time, Vichy, and Ceiling, where 

\\'e do not notice clearly any autobiograpl:tical characters. everything is viewed from a 

panicular JX.lint. i.e. the date of composition of the play. Despite the particular setting 

with regard to the time of a play, a playwright may project through his ehameters his 

life or a portion of his life as experienced or the lives of the people he has known. The 

writer'S experiential time is thus objectively represented through his characters. In 

some cases the ideas ·of a playwright expressed through his characters cannot be 

pinpointed to any panicular time of his life. Such idcas are based on his life spread 

through several years. In some cases the ideas and beliefs of the writer may change, as 

a result the thoughts and ideas expressed in different play may al so vary. 

Autobiographical time in Miller's plays. like historical time, is limited by the faclual 

occurrences and the li ves of the rcat· life people, But it is normally diflcrcnt from 

histoncaJ time in the sense that it is very much prt\ate because it concerns the 

playwright himself, directly or indirectly. 

Dhaka University Institutional Repository



CHAPTER FOUR 

Conscious Recall of the Past, and Future Expectations 

Rebelling against the tyranny of time and its arbitrary sequence of day and 

night a playwright brings time under his control. In life, in the linear progression of 

time, today becomes yesterday and tomorrow becomes today. Viewed from the point 

of temporal present, if the past is ahvays a pan of the present, the future as imagined 

or thought of also remains inseparable from the present. But the past. which is already 

experienced. has greater impact on life than the future, which is uncertain and yet to be 

experienced. In some cases ce rtain things in li fe for purely personal reasons or the 

sense of justice or humanity leave such indelible prints in the minds of people that 

they cannot be erased from memory. In O ' Neill' s Long Day' ... Juurney ifllo NIght 

James Tyrone wants his wife Mary T)TOne. who mostly lives in the past, to forget the 

past. The reply Mary gives to her husband shows the importance of the;; past in her life 

and our life in general: "Wh y? How can 11 The past is the present. isn' t it? It' s the 

future , too. We 311 11')' to lie Oul of lhat bUllife won't let us ... "(87). 

The past, whether immediate: or di tant , is readily accessible to most of 

Miller 's characters. They call upon it to compare and contrast their experiences in the 
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present. The bamer between the present and the past or the future is often broken in 

his plays with both conscious awareness of his characters, or subconsciously. The 

revival and the impact of the personal past in the characters vary in degree and 

intensity, Some experiences or happenings in the present make them recal11he past or 

think about the future, and in some cases the past just comes without any conscious 

etTort and the future comes as something wished or longed-for. In some cases the 

characters are too time conscious 10 pennit the past and the present or the future to be 

confused or blended. 

In his first successful play. SoliS. Miller follows a retrospective method in 

exploring the past actions and their consequences in the prcsenL The playwright thinks 

that the shadow of Ibsen was seen on the play because "as in Ibsen's best·known 

work, a great amount of time is taken up \\o;th bringing the past into the present" 

(/ntrodUCIIOTI 20). He feels that as a technique " this creates a sense of artificiality 

which we tend to reject." It is no longer acceptable that the characters should be 

discussing events of the past when in life they would be busy discussing the present. 

He followed the technique ao; practised by Ibsen not because he considered it a 

successful dramaturgical device, but because as said by him. the piny' s theme is "the 

question of actions and consequences, and a way had to be found to throw a long line 

into the past in order to make that kind of c.onnection viable" (lntroducfion 20). With 

his emphasis on realism in Son .... he aCknowledges Ibsen's innuence on him: 

Having so long \\Tinen in terms of \\'hat people felt rather than 
what they did, I turned to his work at the time \"';Ih a sense of 
homecomIng. As I have said I wanted then to write so that 
~ople of common sense would mistake my play for life itself 
and not be required to lend it some pot:tic license before it could 
be believed, I wanted 10 make the moral world as real and 
evident as the immoral onc so 5plc:ndidly is, (Imr(j(/uctlon 19) 
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Miller thinks that too many modem playwrights assume that their duty is merely to 

show the present condition rather than to account for what happens. Because fusen in 

his first and at times the second acts devotes so much time to a studied revelat ion of 

anteced~ nt information. it would. according to Miller. be "'Tong to imagine his view 

static. He says: "In truth. it is profoundl y dynamic. for that enonnous past was always 

heavily documented to the end that the present be comprehended with wholeness. as a 

moment in a flow of time. and not - as wilh SO many modem plays - as a situation 

without roots" (Introduction 21). 

The action in Sons starts in an early Sunday morning in Joe Keller' s house. 

The broken apple tree, which we notice the moment the cunains are raised. leads the 

conversation amongst Keller and his neighbours. Jim and Frank, from the present to 

the past. Frank asks Keller about the tree and expresses surprise at the coincidence, 

saying - "Larry was born in AUgust. He'd been twenty-seven this month. And his tree 

blo\l.rs down" (60). Keller is surprised and touched that he remembers his son' s 

birthday. Ronald Hayman is right in observi ng that the main function of the tree is "'to 

introduce the plot as it does when Frank talks about it as Larry's tree and mentions 

that he is WOrking on Larry's horoscope. After that it is easy for Miller to stan planting 

the play 's pre-history" (Hayman. AA/23). Gradually in bitS and pieces the:: entire past 

relating to the plot is revealed to us. The crisis in the Keller-family is triggcn:d by Ann 

Deevers visit 10 their house at the invitation of Chris, Joe Keller's son. Her innocent 

visit shakes the balance a.nd peace in the Keller-family, for the past is delved into. and 

all that \ \1'35 fo rgotten regarding Keller and her father'S involvement in the supply of 

crocked cylinder heads to the Army Airforce during the war surface up We get to 

know that the Dec>.Jers were:: the neighbours of the Kellers and Steve Oec\'er was Joe 

Kd ler's business panner. Joe is a free man. but Steve has been languishing in the 
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pnson severed of all contact e ... en with his son and daughter, and bearing the stigma of 

ki ll ing twenty-one pilots. 

Chris and Ann have not bec:n sblt;! to forgi .... e Ann's father for what, they 

believe he did in (he past Ann says that she has ne .... er written to him and neither has 

her brother and asks Chris about his feeling, The following conversation shows thdr 

unforgi ving attitude towards Steve: 

Chris: He murdered twenty .. <me pi lots, 

Keller: Wnat the hell kinda talk is tbat? 

Mother: That's not a thing to say about a man, 

Ann: what else can you say? Wnen they took him away I 
followed him, went to him every visiting day, I was crying all 
the time, Until the news came about Larry, Then I realized It's 
\\Tong to pity a man like that, Father or no father, there's only 
one ,vay to look at him, He knowingly shipped out parts that 
\ .. 'ould crash an aeroplane. And how do you know LaIT)' wasn' t 
one of them? (81) 

Ann's brother, George, comes to take Ann away with him because he has .... ery 

recently become aw'are of the truth about Keller and his father, and how cunningl) 

Kellt!r implicated his father in the cnme for \\hieh he himself was solely responsible. 

He tell s her thai she;: is not going to m:1rry Chris beeausl! 11 IS Keller \\ ho has destroyed 

thdr family H~ rei.,rrels their harsh and cruel treatmt!nl orthdr fa ther in Ih( past years ' 

Annie - \\e did a temble thtn£ W<- can ne\er be forgl\t:n, Not 
~\~n to send him 3. card a( Christmas I didn ' t st!e him once 
SlOce I gal home from the , .. ar' Annie.', ~ ou don ' t kno\\ \\hat 
\\US done (0 that nun. You don ' I \.. no\\ \\ hat hJP~ned. t 1 0 1 ) 
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Bitter experiences of the past have made Steve a changed man. As reported by 

George, "He'd like to take every man who made money in the war and put him up 

against the wall" ( 109) 

If we look at Chris we find that he, too, cannot get over the memories of the 

past. When he is left alone with Ann, they profess their love for each other and he 

kisses her for the first time, but without any passion. Observing his discomfi ture and 

lack of spontaneity Ann asks him what is wrong and reminds him that even his letters 

gave her the impression that he was somewhat ashamed, and so, she demands to know 

all about it. Taking Ann's hands, Chris tells her how the impact of his past 

experiences, the troubles and comradeship he shared with the troops he commanded 

and lost and how the sacrifices they made for each other made him ashamed of the 

joys and comforts of his post-war life. He saw blood in everything he possessed and 

felt uncomfonable in taking any of it, which included even Ann. Arvin R. Welts 

observes: 

Chris has brought out of the war an idealistic morality of 
brotherhood based on what he has seen of mutual self-sacrifice 
among the men he commanded. But he has not survived the \IIlU 

unwounded; he bears a sti ll festering psychological \vQund, a 
sense of inadequacy and guilt. (7) 

But it does not mean that Chris considers the present, which has been built on his past 

experiences, unlivable. When the play opens, we do not find him a tonnented human 

being. He has no complaint against anyone or an~1hing. He has accepted the death of 

his brother as a reali£)' and thinks that his mother should accept it. too, Nevertheless, 

he feels pricks in his conscience when he compares his good fortune with those 

unfortunate soldiers who died in the past. 
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The changes seen in the present at tjmes make some people nostalgic. As Ann 

sees Jim come Out orehe yard of the hOlLc;e where her family lived once, she has fond 

and happy memories of the days her family and she passed in the house. She tells 

Chris: '" 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 days beyond recall" (75). 

Sue, like Chris and Ann, is concerned for her present and future welfare. She 

has been convinced by her past experiences that her husband. being under the 

idealistic influence of Chris is incapable of doing anything for his family because 

according to her, Chris makes people want to be better than it is possible to be. She 

tells Ann: "My husband has a family, dear. Every lime he has a session with Chris he 

feels as though he's compromising by not giving up every1bing for research .. .. He 

meets a man and makes a statue out of him" (93). In Ibsen 's plays we do not find any 

complaining wives like Sue. Nora in A DoJ/ 's Hou~e and M.rs. Stockmann in An 

Enemy 0/ (he People seem to have no complaint against their husbands. Nora revolts 

in the end only when she discovers that her past selfless gestures to her husband has 

no value to him. To Sue, financ ial neoos have the priority over the idealism of her 

husband. 

SOilS. like all tragedies, deals with actions and consequences. Miller says that 

the crime in the play is not one that is about to be committed but one that has long 

since been committed Umrvc./ucflon 18) So naturally, the past time here is as 

imponant as the present. The past crime of Keller cannot be kept hidden indefinitely. 

As soon as it is revealed. it unbalances the status quo of the present. We get to know 

that Keller managed to absolve himself from the crime of supplying cracked cylinder 

heads on the excus.e that as he had been laid in :1 flu , it was Steve who was responsible 
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in covering up the cracks without his having any role in it. As George compliments 

Keller and Kate on their good health and Kate makes the slip that Keller has not been 

laid up in fifteen years, it confinns to George what he has been already told by his 

fa ther. Frank who has just finished Larry's horoscope arrives at the scene and tells 

Kate and Chris that since the twenl)'-fifih of November (the day Larry was reported 

missing) was his favourable day. he could not have died on this day and so he must be 

alive somewhere. Chris considers all this insane, whereas, the finding si.mpJy validates 

Kate's bel ief that Larry is not dead and he will return someday. Kate, who has already 

packed up Ann's bag, wants her to leave with George because she feels that Ann is 

Larry's girl. Chris is furious; his detennmation to marry AM forces his mother to tell 

him, "Your brother'S alive, darling, because if he ' s dead. your father killed him. Do 

you understand me now? A5 iong as you live, the boy is alive, God does not let a son 

be killed by his father. .. " (11 4). Chris immediately becomes aware of Keller' s crime, 

and overwhelmed with fury he accuses his fatber of murdering twenty-one men, Keller 

explains under what circumstances he supplied the cracked cylinder heads to the Anny 

Air force, and tries to justi fy his action saying - "'Chri s, I did it for you, it was a 

chance and I took it for you, I'm si. ty-cne years old. when would I have anmher 

chance to make someth ing for you" ( liS)? Chris reacts strongly as he should, and says 

in fu ry: 

What the hell do you mean, YOll did it for me? Don't you have a 
country? Don' t you live in the world? You ' re not even an 
animal, no animal kills his OW11, what are you? What must I do 
10 you? I ought to tear the tongue out of your mouth. what must 
1 do'? With 1m) ;,\{ lit! pollntis down upon Ius l ather 's shoulder. 
He SllJnth/(!,\' uwuy, cover mg IllS fi ,et! as he weep.~ . What must I 
do, Jesus God, what must I do? (11 6) 
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Kate, although atl along aware of her husband's past crime, has finnly stood by him to 

keep it concealed. Even after Chris has gone out of the house in anger and frustration. 

she cautions Keller saying. " You c,an ' t bull yourself through this one, Joe, you better 

be smart now. This thing - th is thing is not over yet" (11 9), She advises him to 

demonstrate his repentance to Chris when he comes back by making it clear to him 

that he had done a terrible thing, wants to pay for it and is even willing to go to prison. 

But Keller is not at all repentant bc.."Cause he does not acknowledge any crime for 

which he should be forgiven. He has no regrets for his profiteering during the war. lo 

doing so, he feels that he simply toed the ways of the world, which according to him 

should exculpate him from any \\'fong-doing, and so he strongly feels that Chris has no 

reason to declare that the jail is his right place, In anger he says: 

Who worked for nOlhin' in that war? When they work for 
nothin ', I'll work for nOlhin ' , Did they ship a gun or a truck 
outa Detroit before they got the ir price? Is that clean? It's 
dollars and cents, nickels and dimes; war and peace, it's nickels 
and dimes, wnat's clean? Half tne Goddam wuntf)' is gotla go 
if I go! '" (124,125) 

Keller feels that by making profit in business in the past he served the interests of hi s 

son and wife, He says that he could live on a "quarter" a day himself but he had to 

ea rn more money for his famil y, I 

To Ann, her love for Chris and the desi re to have a family of her own have the 

upper hand over e\erything else including the injustice done to her father in the past 

She understands that the past is a bamer to her relationship with Chris, She seeks 

Kale 's help to bury thc past permanently and free them from its influence. She assures 

Kale that she will do nothing against Joe, but in return she \\'3nts Kate to do something 

for her because sh~ is the one \\lho makes Chris fl.'el guilty by reminding him that 
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Larry is alive and that she is Larry's girl. She would like Kate tell Chris that Larry is 

dead. She is reso lved not to leave the place a lone because it would make her future life 

meaningless. She wants Kate to set Chris free from his sense of guilt, and then she 

promises her that everything will end peacefully and Chris and she will go away 

peacefully_ 

Chris, too, as we notice earlier wants to free himself and the others in h.is 

family from the influence of the past. especially the past relationship between Larry 

and Ann. He is not prepared any longer to accept that Larry is alive because he intends 

to marry Ann. He seeks his rather's help and support in this regard. The father, 

although not against the match, says that from his mother' s point of view Larry is not 

dead and so he has no right to take Larry's girl. He advises Chris to give it some more 

thought. But Chris's past experiences make him determined to stick to his stand. He 

bursts out, saying - "I don ' t know ''''hy it is, but every time I reach out for something I 

want, I have to pull back because other people will suITer. My whole bloody life, time 

after time after time" (68). He says that if Ann feels the same way as his mother then 

that is the end of it. But as he understands from her letters, she has rorgotten Larry. He 

says that he was brought up next door to he r and when he thinks of someone for his 

, .. i fe , he thinks of Ann. Without any hesitation he makes it quite clear to hi s father that 

time has taught him what is good for him and what he ought to do. The following 

conversation shows that , if need be, he is prepared to sacrifice e .... el)1hing for his 

future life with Ann . 

C hri s: rv~ given it three years of thought. I'd hoped that if 1 
waited. Mother would forget Lan)' and then v.'c' d have a regular 
' ... ·edding and everything happy. But if thtH can' t happen here, 
then I'll have to gel out. 

Kell~r : What the hd l is this? 
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Chris: I'll get out. I'll get married 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 (68-69) 

Keller reminds Chris of his business, but it does not have any impact Oil him. He says 

that the thing which can make his life beautiful and meaningful is his own family, and 

without Ann he cannot conceive of it: "1 want a family~ I want some kids. I want to 

build something I can give myself to. Annie is in the middle or that . Now ... where do 

I find it" (69)'! He is detennined not to allow any present or past barrier to stand 

between him and his future happiness. Keller is simply bewildered. He tells him that 

all that he did in tbe past was for Chris only. He says that he would like to do more for 

Chris and proposes to have a new signboard, Christopher Keller incorporated. over his 

plant. He also says that he is going to build him a house with a driveway from the 

road. He wants Chris to spread out and enjoy what he has already built for him. 

Normally time affects everybody and most things. During the three years the 

Deevers have been away from their old place, Ann has been completel}' transformed 

physically. At the beginning or the play Keller tell s Jim and Frank, "Girlleaves here, a 

scrawny kid. Couple of years go by, she' s a regular woman. Hardly recognized he r, 

and she was running in and out of this yard all her life" (62). Later on when Ann runs 

to the fence of the house occupied by them three years ago and expresses her surprise 

at the poplars getting th ick, Keller says, "Well , it' s three years, Annie. We' re gettin' 

old, kid" (75), When George arrives. Kate is disappointed to see the changes in his 

physique. She cups his face in her hands and says, "They made an old man out of you. 

Touc:Jllng Ius hlllr. Look. you're gray'" ( 10",). 
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With the passage of time most people forget their past sorrows, reconcile 

themselves with the bi tler memories and the life thus continues. Ann does not feel the 

separation from her fonner lover anymore and is fully prepared to marry Chris. The 

supposed past misdeed of Ann' s father estranged him from her mother. As Kate asks 

Ann whether her mother is geuing a divorce, she says, '"No, she's calmed down about 

it now. I th ink when he gets out they' ll probably live togethe r. In New York, of 

course" (77). Time and fil ial piety have mellowed the spirit of Chris. Even when he 

comes to know about Keller's crime wroch was respons ible for the crash of twenty-

one P40s he cannot do anything against him. In his frustration he tells Ann: 

I k'now what you' re think ing, Annie. It's true I'm yellow. J was 
made yellow in this house because J suspected my father and I 
did nothing about it. but if f knew that night when I came home 
what I know now, he'd be in the district attorney' s office by th is 
ti me, and I' d have brought him there. Now if I look 8t him, alII 
am able to do is cry. ( 123) 

Chris knows that what has been done cannot be undone. and so he says, " Do I rai se the 

dead when I put him behind bars? Then what' lI l do it for" ( 124)7 

Kate, who could never acce pt Larry's death. is fi nally reconciled to it and tries 

her best not to disturb the ba lance of the present with the truth of the past. Her concern 

is to save her husband and lea .... e the present undisturbed.. But when Ann manages to 

take away the letter from her hand which she had given her earlier and show it to Chri s 

who reads it aloud. the past \\;th regard to Larry ' s death is completely exposed puuing 

the blame directly on Keller and clearing whatever illusions remained in the minds of 

both Keller and Chris Keller, real izing hi s role in the death of his son, is immediately 

ready to accept hi s punishment and go to jail. Despite all is said and kno\\ll Kate tries 

to dissuade him from his course of action by reminding him that Larry was his son 100, 

and he would not lell hi m 10 go to prison. Keller, looking ilt the lener. which he 
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grabbed from Chris, says, "Then what is this if it is" ' 1 telling me? Sure, he was my 

son. But I think to him they were all my sons. And I !,'Uess they were, I guess they 

were" ( 126). Telling Chris to get the car ready he goes into the house. Kate becomes 

desperate to convince Chris to let bygones be bygones. But after havi ng read the letter 

ofL.rry Chris is a changed man. He tells his mother that Larry did not kill himself just 

to make them feel sorry. She says. "What more can we be!" Chris replies: "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 that, you threw your son because that's why he 

died" (126.127). Keller, realizing the intensity of his past crime and social 

responsibility, instead of coming down to go to the Anorney's office for social justice, 

shoots himself in his room becoming the dispenser of justice rather than its target. 

Chris, almost in tears, considers himself responsible for the death of his fathe r. Kate. 

failing to save her husband. holds on to the present to save whatever she is left with. 

and so she tells her son, "Don' t dear. Don' t take it on yourself. Forget now. Live" 

( 127). / 

In Salesmon the past is constantly referred to or recalled by the protagonist 

Willy Loman, his wife and their two sons to compare and contrast it wi th the present 

Dissatisfied with their present lot. the entire fami ly dream oflJetter days in the future. 

At the very beginning Or Ule play we sel! thai Willy has returned from his abortive tnp 

to Boston. He tells his wife, Linda, th31 while driving his mind became complel-ely 

blank and he tended to go off the road. He wenl as f3r as Yonkers and drove back 

home len miles an hour , He presses two fingers ag3insl his eyes and says, "I have such 

thoughts. I have such strang!! thoughts." Linda says that he n\'!eds more rcst and 

suggCStS that he should talk to his employer so that he can stay in New York and avoid 

going to New England. Willy is a\ .. 'are that under the present circumstances nothing 
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will come of it. but ifhis old boss Wagner was alive. things would be different and he 

would be in charge of New York. He says, "That man was 3. prince, he was a masterful 

man. Bul that boy or his, that Howard, he don't appreciate" (133). The pastoral 

scenery in the midst of which Willy \\,'as driving back led him into dreams of the past 

and made him oblivious of the present. Dissatisfied by the present surrounding and 

environment he complains that their house has been boxed by the apartment buildings 

around it. there is not a breath of fresh air in the neighbourhood and nothing can be 

grown in the backyard.. He misses the n\'O beauti ful elm lrees ",,'here BifT and he hung 

the swing and longs for the spaciousness and freshness of the past "They should've 

arrested the builder for cutting those down. They massacred the neighborhood Lost: 

More and more 1 think of those days, Linda. This lime of the year it was lilac and 

wisteria. And then the peonies would come out, and the daffodHs. What fragrance in 

the room" ( t35)! B. W. Bates observes how the recurring melody played on a flute is 

associated with the past in Salesman: 

' A melody ... played upon a flute: one o f the se\'eral keynoting 
images present as the opening curtain rises. is a multivalent 
symbol , suggestive not only of the past but also of the lost 
pastoral life. Strongly associated with Willy's wanderer father, 
it is later often heard as Willy begins his schizoid voyages into 
bygone years. Similar melodies announce Willy's brother Ben 
and accompany Ben's brief tales of his and Willy's father. (60-
6 1) 

As \\; th nature there ~ bet>n changes ft)f Ihe \~orse in the profession of salesmanship 

as well. La.ter on "hen Will . goes 10 SI..~ Howard he emphasizes such changes from 

lh(! past to lht! prescnt h'n those days there was pe rsonality in it , Howa rd There '\a5 

respect, and coml"3deship, and gratitude in it. Today. it's all cut and dried, ilnd there's 

no chance for bringing friendship to bear - or personality ... .. (180- 181 ). 
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Hearing Willy talk about his old car with Linda, Happy. who is in the upstairs 

bedroom with Bi rr. tell s Biffthat he must have smashed up the car again. The brothers 

talk about Willy's present condition, Happy observes that someth ing has happened to 

Willy: he talks to himself and most oflhe time he talks to BitT. 

Birr: What's he say about me? 

Happy: 1 can't make it out 

BitT: What's he say about me? 

Happy: I Ih in\: Ihe faci lhal you' re nOI senled, lhal you' re still 
kind of up in the air. 

Bi fT: "mere's one or two things depressing him, Happy. 

Happy: Wh .. do you mean? 

Biff: Never mind. JuS! don ' I lay il all 10 me. (138) 

Unlike Happy, Linda is aware of a tension between BitT and Willy, and so she 

enqui res of BitT the cause of the strained relationship between them. She says: "You 

were such pals! How you used to talk to him on the phone every night! Ho" .. -lonely he 

was till he could come home to you" ( 163)! Linda wonders why he was thrown out of 

the house. Oin'says, "Because I \..:no\\ he's a fake and he doesn' t like anybody who 

knows" ( 164). BifTs words here, as well as what he said earlier to Happy, clearly 

Indicate that he knows something about Willy which others are not aware of. Brian 

Parker observes that in bolh Snns and Sale.\·/1um "Miller adopts Ibsen's ' relrospcclive' 

structure. in which an explosive situation in the prescnt is both explained and brought 

to a criSIS by the gradual rcvdalion of something which has happened in the past" 

( 12). We cannot accept Ihe observat ion as val id because Miller' s technique of 

unfo lding the past and sho, ... i ng its consequences in the present are not the same in the 
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Iwo plays. Biff does not tell anyone about Willy's adultery which he came to know by 

chance q uite a few years ago when he went to vis it hi s father in a Boston hoteL 

Throughout the play no one other than Bi tT is aware of this particular lapse in Wil ly's 

li fe. On the other hand, the past crime of Keller is revealed to everyone gradually. As 

soon as Keller is exposed and condemned by his son, Keller takes on him the 

consequences of his crime and kills himself. Willy takes no such step. As in the past. 

in the present, too, Willy shows no regret for his adultery. No wonder he has lived 

wi th it till he is past sixty years of age in the present. Willy' s past suicide anempts 

...... ere not impelled by any sense of guilt. / 

In the chronological present of the play Wi lly's fortunes are at the lowest ebb. 

His failures and unhappiness make him conscious of the past prospects and clutch at 

the fai ntest hope of future success. His elder brother Ben's memory constantly 

reminds him oflhe opportunities he missed in the past. He tells Happy. hI got an awful 

scare. Nearly hi t a kid in Yonkers. God! Why didn ' t I go to Alaska wi th my brother 

Ben that time! Ben! That man was a genius, that man was success incarnate! What a 

mistake! He begged me to go" (152). Laler on, when Biffand Happy tell him aboul 

BifT s plan to sec his ex.-employer for a loan the next day to start a SpOrting-goods 

business of their own, he gets carned away with the very idea of the project's bright 

prospects. Willy still has a great deal of hope il nd confidence in his elder san. He and 

Li nda recall with immense pleasure the chn.mpionship game at Ebbet's Field where 

BitT outshone everybody: 

Wi lly: ... When the: team came out - he was the tallest. 
remember'! 

Linda: Oh yes. And in gold. 
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Willy: Like a young god. Hercules - something like that. And 
the sun, the sun all around him. Remember how he waved to 
me? Right up from the field. with the representatives of three 
colleges standing by? And the buyer.; I brought, and the cheer.; 
when he came out - Loman, Loman. Loman~ God Almighty, 
he'll be great yet. A star like that, magnificent. can never fade 
away! (171 ) 

Linda asks Willy whether he will ask Howard to let him work in New York. He 

assures her of doing so the first thing in the morning. 

In life when we are in the grip of despair we do not care to plan our fu ture life 

but once we see a ray of hope we often stan building castles in the air. The prospects 

of a good life for Birr and Happy make Wi lly forget his frustrations and sorrows. For 

the first time in months he has a sound sleep. He enjoys his breakfast and looks rested 

and refreshed. He visualizes a home in the country and a bappy ramily lire. He hopes 

10 build a guest-house so that when his sons get married they can come to visit him. 

He feels that he has the necessary tools and he would just need some lumber and peace 

of mind for its construction. He thinks that he could build two guest-houses for his two 

sons and their families. Before leaving ror his employer's office he even decides to get 

some seeds ror his garden. Although all his plans centre around his sons. both BiITand 

Happy remain ignorant of them. In SOfU it is quite dilTerent. Keller cli scloses his future 

plan to Chris as a kind of bait, so that he does not think or leaving his house and 

business. 

Willy goes to Howard and requests him for a New York posting. He rt:minds 

his young employer of hiS contributlons to the linn and the relat ionship that existed 

between Howard ' s father and himself. But to Howard, Willy is of no further use. He 

considers him no better than a pt!el of orange. and so despite Willy's repeated 

entreaties. he tells Wi lly that he is not rt'quired any longer. Losing his job Willy goes 

straight to Charley's office to ask his rriend ro r some money. He meets there Bernard 
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who is now a successful anomey with good social connections. Before his depanure 

Bernard has a candid talk with Willy regarding BifT's past, cSpc!Cially the time he went 

to Boston to see Willy because he feels that since then Bifr has lost all interest in li fe. 

He ,,\'SnlS to know what happened the re. Willy is annoyed and does not tell bim 

anything. 

Chariey is proud of his son and lells Willy "i th complacence that Bernard is 

going to argue a case in front of the supreme court. Willy on his part sees DO 

achievement of his sons to boast of. Realizing his present wonh he tells his fri~ 

"Funny, y'know? After all the highways. and Imins, and the appointments, and the 

years, you end up worth more dead than alive" (192). Charley understands what Willy 

is up to, so he cautions him against hjs contemplated action saying. "Willy, nobody's 

worth nothin' dead. After a slight pause: did you hear what I said" (192)? But Willy is 

110t completely beaten yet. Before leaving Charley's office what he says about their 

sons indicates that be still bas a great deal of hope and opt imism in the days to come: 

"Apologize to Bernard for me when you see him. 1 didn 't mean to argue with him. 

He' s a fine boy. They' re all fi ne boys, and they' ll end up big - all of them. Someday 

they' ll all play tennis together. Wish me luck. Charl ey He [BifT] saw Bill Ol iver 

today" (193). 

Losing his job. Willy looks forward to the success of his sons. Accordi ng 10 

the ember schedule when he goes to have dinner wl th his sons he is made to realize 

that ail his hopes regardi ng them have come to nothing. As Biff starts tell ing him the 

bare fac ts about himself and the absurdity of his interview ,-,'th O live r, Willy loses his 

patience and says: "r m not inte rested in the stones about the paSt or any crap of that 

kind because the woods 3re burning. boys. you understand? There' s a big blaze going 

on all around. 1 was fired today" ( t 99), Now Willy has nothing to hold on to and no 
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good news to tell his wife. Left behind by hi s sons in the res taurant in a pitiable state, 

he enquires about a seed store from a waiter and says. 'Tve got to get some seeds, 

right away. Nothing's planted. I don ' t have a thing in the ground" (209). As he has 

nothing in the soil, which might come up in the form of plants. he has nothing in life 

to look forward to. Back home, while planting, the seeds he has in his mind the 

suffering of Linda and the sense of his utter hopeless state. He wants to make up to 

Linda for all the financial hardships she had been through. In hi s mind he talks with 

Ben about his contemplated suicide and gets carried away with its profitable outcome: 

"What a proposition, IS, Is. Terrific. ' cause she 's suffered. You understand me? ' " 

Remember, it's a guaranteed twenty-thousand-dollar proposition. Now look, Ben, J 

want you to go through the ins and outs of this thing with me. I've got nobody to talk 

to, Ben. and the woman has suffered. you hear me" (2 12)1 Ben, Dot supporting hi s 

plan. says that he will simply make a fool of himself because his insurance policy 

might not be honoured. and besides. it would be a cowardly thing to do. But Willy 

argues that he worked like a "coolie to meet every premium" and so his policy has 10 

be honoured. He also lell s Ben that he does not like to prolong his li fe being no more 

than a lero. 

Ben. who is dead but makes his appearance to Willy, is clearl y Willy's 

conscience where he considers Ihe pros and cons of his next move. With this device 

Mi ller has Ihe advantage of using two streams of time, the conscious and the 

ubconscious, in the present. BOIh are imponant because what ha ppens in the 

conscious stream affects the subconscious, and vice·ve rsa. Willy indica tes to Ben that 

beside helping Linda his suicide has its oth~r advantages. It \l,i l1 be! an ac t of revenge 

on BilT, who spites him, for he thinks that Willy is not ,\orth anything, When Birr wi ll 

see Willy's massive funeral attended by many of his professional associates from the 
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distant c-jties he would be simply amazed because he never realized Willy's 

imponance and popularity. Ben says that Birr will simply consider him a fool and a 

coward and wi ll hate him for his aClion. Still hanke ring aner the pnSI love and 

comradeship that existed between BifT and himself, he says, "Why. why can ' t 1 give 

him something and not hate me." This ~1sh of Willy indicates that the breach in the 

relalionship between Willy and BitT has all along lonnenled Willy. Allhough Ben is 

dead, he lives in the present in Willy's subconscious mind to remind him of the 

tension free and happy family life of the past and the missed opportunities. W illy on 

the other hand li ves in the past because in the past he did not have the frustrations and 

problems of the present. 

BitT returns home, goes to Wi lly and tells him of his decision to leave the 

house nursing no ill feeling agai nst him. But Willy 's love for his son is SO strong that 

the ir relationsh ip cannot come to an e nd so easily, He tell s Biff. «May you rot in helt if 

you leave this house!" Biff asks him what exactl y he wants from him. Willy refers to 

the past by tell ing him that he wants Biff to know that he cut down hi s li fe fo r spile 

and so when he would be suffering somewhere in the future he should not put the 
, 

blame on Willy. Birr tries to do away hi s fa ther' illusion by td ling him exactly what 

they are and the hard fac ts about his li fe. Blaming his father for creating in hi s m ind a 

\'Tong idea of himself Birr tell s him what it cost him. He had no add ress fo r two 

months because he was in j ail for stealing a suit in Kansas city. Miller has introduced 

here an element o f surprise withho lding thi s info rmation so far fTom Willy as well as 

the rcadl!rs. Willy and Bin' IT) to put the blame on each other for Birr s fa il ure: 

Wi lly : r suppose that's my fault ! 

BiO': I stoh: myselr out of eve ry good job since high school! 
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Willy: And whose fault is that? 

BitT: And 1 never got anywhere because you blew me so full or 
hot air I cou ld never stand taking orders from anybody! That 's 
whose rault it is ' (2 16) 

BitT is the only one in the fami ly who sees himself and others in the right perspective. 

He tries desperately to make Willy reconcile to the present realities and gel rid of his 

past dream. He says: 

I am not a leader of men, Wi lly, and neither are you. You were 
never anything but a hard-working drummer who landed in the 
ash can like the rest of them! I'm one dollar an hour, Willy! I 
tried seven states and couldn' t raise it. A buck an hour! Do you 
gather my meaning? I'm not bringing home any prizes any 
more, and you"re going to stop waiting for me to bring them 
borne' (2 17) 

But Willy. in. .. tead of accepting the present reality, clutches at the illus ion of fUIUIe 

success. In hi s attempts h. convince his father to reconcile with the present facts of 

life. BifT finally breaks down a nd starts sobbing holding on to Willy. The re is no trace 

of any spite in his words and action. The wheel has taken a full circle and the pasl 

bond between the father and the son is restored. To Willy the outbreak of Biff's 

passion is a clear demonstration of BifTs love and affection for him. The fact thut 

despite everything BitT loves h im, is a revelation to Willy. Moved by what BitT has 

said and done. Willy immediately rcalius wha t he can do to materialize his dream. 

and decides on his next course of action. The sui cide that he contemplated earl ie r 

becomes a finality. He says, "That boy - that boy is going to bt! mab'l1ilicent ~" And 

Ben, his conscicna. prompts aloud. "Yes, o ut standing, wi th twenty thousand behind 

him" (2 18). We notice thiS change in Ben because \\:hat Willy has just experienced is 

rcnected in hi s subconsc ious mind as well. And so, onct! agai n he becomes optimistic 
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of Bitrs potentials and future success. After Linda and Happy move upstairs. he talks 

to Ben and gets carried away with the success BifT would be able to achieve with his 

insurance money - "Can you imagine that magnificence with tv.'cnty thousand dollars 

in his pocket?" The success of Bemard and the failure ofBifTbeing very much in his 

mind, he gloats over the prospects of his son getting ahead of Bernard once again. 

Willy visualizes in Bitrs expected future success his 0\\11 success as well . He feels 

that finally his dream has come true, and so he tells Ben, "I always blew, onc way or 

another we were gonna make it. BitT and I!" Willy remains resolved in his decision, 

and despite repeated calls fTom his wife he does not go upstairs to his room~ he goes 

OUI in his car al full speed and kills himsel[ 

Like Sons and Salesman the past has a great deal to do in the action of Price. 

In the play there are constant references to all that was said and done in the past. There 

are no memory scenes or flashbacks in Price; the past is narrated or referred to, to 

support or dispule a point The aClion cemres on Ihe selling of some old furnilOre lying 

in the attic of an old Manhattan building. At the very beginning of the play. Victor, in 

police unifonn, enters the anic of the building. Soon hi s wife Esther joins him. The 

condition of the building makes her feel a hundred years old. She tries to remember 

the name of the person who had rented the front parlor and reIXtired saxophones, 

Victor tell s her that it was Saltzman The name makes them recall the past and 

Saltzman' s success \\;th the girls. Victor tell s her humorously how at times he al so 

benefited from Saltzman's invitations. Esther goes to the phonograph and as ks him 

about a record. 

Victor: It's a Laughing Record, It \\'35 a big thing In the 
T"cnties. 

Esther. ('IlrfOIlS/Y : YOli rcmem\xr it '? 
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Victor: Very vaguely. I was only five or six. Used to play them 
at panies. You know - see , .... ho could keep a straight face. Or 
maybe they just sat around laughing~ I don't know. 

Esther: That's a wonderful idea! ( IO) 

Later on Victor draws out the chassis of an immense radio. He looks at the ceiling and 

points at the damage done to it by the explosion of a battery. Not seeing any trace of 

the dealer. they decide to leave. Victor takes up the foil and mask lying there and 

demonstrates his past ski ll in fencing. Exhausted and tired. the dealer, Solomon, enters 

coughing. A brief introduction being over, Esther leaves for the cleaner to get Victor's 

suit. and Solomon and Victor get busy with the furniture. 

Victor tells Solomon that the furniture was moved to the building after the 

1921 crash, and since his father died sixteen years ago the furniture bas been left there . 

Solomon says that time is a terrible thing. Indicating the harp. he tells Victor that the 

sounding board is cracked. He points at the annoire and says. "an annoire like this, 

thiny years you couldn't give it aw-ay: it was a regular ml!asles. Today all of a sudden~ 

they want it again" (30). He then says that he is no longer in his furniture business as 

he used 10 be before and that Victor must have found his name in a very old phone 

book. He adds: 

. . a couple of years ago already I cleaned out my store. Except a 
few English andirons 1 got it!ft, I sdl when I need a few dollars. 
I figured I v.as eighty. eighty-fi .... c. it was time a\ren.dy. But I 
waited - and nothing happened - I elten moved out of my 
apartment. I'm living in the back of the store \\;th a hotplate. 
But nothing happened. I'm still practically a hundred perel!nt -
not a hundred. but I r~el very well . And I figured maybe you got 
a couple nitt! pieces - not that the rest can' t be sold. but it could 
take a year, year and a half For me that 's a big bet.. . (39-40) 
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The deaJ for the furniture is fixed, and when Solomon is handing Victor the hundred 

dollar bills the latter's brother, Walter, arrives Quite unexpectedly. The two brothers 

enquire or each other about their famil y. Victor talks proudly of the success of his son, 

Richard; Walter, on the other hand has no enthusiasm to talk about his daughter and 

sons because like Willy in Salesman he has nothing to boast of so far as his children 

are concerned. 

Walter tells his brother that he will not take anything from the sale proceeds 

and that he bas just come to say hello. But Victor has pride and self-respect not to 

forget Walter's past attitude towards him and their father and take Walter's share of 

the money. As Walter helps Solomon to the bedroom, Esther says that since they need 

the money she can think of no reason why they should not accept Waiter's offer. 

Victor says: "Esther, I've been calling him all week: doesn ' t even bother to come to 

the phone. walks in here and smiles and I'm supposed to fall into his anns? I can' t 

behave as though nothing ever happened. and you' re not going to either! Now just 

take it easy, we' re not dying of hunger" (70). Esther is not still convinced. but Victor 

has reasons not to feel the same \\'ay. He says: "Certain things hnve happened. haven ' t 

they? I can' t turn around this fast , kid. He's only been here ten minutes, I've got 

twcnt}-eight years to shake otimy back" (70). 

Waller is not much concerned with the past It is the present . which is 

important to him, 3nd he wants to make the best of it. Shrewd, worldly-wise and 

bus iness-minded. he ghes a formula according to whit-h after an inn.1led \lalue of the 

furniture has been fi :~(:d he would donate the money to the Salvation Army saving 

about twel ... c thousand dollars in income ta.x . half of which. i.e. six thousand dollars he 

would give to Victor. Walter also talks about the prospect of Victor working in his 

project ESlher is easil y taken in by Walter"s suggestions. Though appreciative of 
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Walter's offer, Victor is unable to forget what happened in the pas!. Estm!r 

understands what is standing between Walter and Victor; Walter had refused to loan 

him live hundred dollars that he needed to gel his degree. Victor cannot forget 

Walter's neglect of him in the past. The work that Walter otTers him huns his pride 

and dignity because he knows that he is not educated to do anything decent. He tells 

Walter: 

Walter. I ha\'en ' t got the education, what are you talking about? 
You can't walk in with one splash and wash out twenty-eight 
years, There' s a price people pay. I've paid it, it's all gone, I 
haven't gal it any morc. Just like you paid, didn 't you? You've 
got no wife, you've lost your family. you' re ranting around all 
over the place? Can you go home and stan all over again from 
scratch? This is where ' lie are; now, right here, now. And as 
long as we' re talking, I have to tell you that thi s is not what you 
say in frOnl ofa man' s wife. (98) 

Walter says in his defence that the five hundred dollars that victor needed was not 

what kept him from his degree. He could have left his father and gone ahead. He 

himself did not pay their father more than five dollars a month because he knew their 

father had four thousand dollars. So instead of giving Victor five hundred dollars he 

told him to ask their father for it. He adds later. "Well , all I can tell you is that I 

wouldn' t sit around eating garbage \\; th (lwl staring me in the face! He points at the 

harp. Even then it was \\'orth a couple of hundred. maybe morc! Your degree was right 

there . Ri ght there. if nothing dsc" (\04). All this is revelation to Esther. She simply 

cannot believe that despite Victor knew that his father had money they had to bear 

with thl! hardships to sUpJX)rt him. She declares his past cares for his father a tarce, a 

goddamned farce. 

Victor: don't. Don't say that. 

Dhaka University Institutional Repository



151 

Esther: Farce! To stick us into a furnished room so you could 
send him a part of your pay? Even after we were married, to go 
on sending him money? Put off having children, live like mice ­
and all the time you knew he . . ,? Victor. I'm trying to 
understand you. Victor? - Victor! 

Victor, roaring 0 11(, agoni:ed: SlOP it ! Silence. Then: Jesus, you 
can't leave everything out like th is. The man was a beaten dog, 
ashamed to walk in the street, how do you demand his last buck 
- ? (105) 

Victor, hO\I,'ever. says that he told hj s father what Walter had suggested but in reply he 

jusl laughed. He tried 10 figure oul thaI laugh and thought how their father could be 

holding out on him when be knew that he loved him. But in the present he know'S the 

truth . Even then he does not condemn him. He remembers vividly the scene when 

their father all dressed-up told them that he was bankrupt and their motber vomited on 

his ann and he kept on sining letting it dry on his hands. He did not want him to feel 

helpless and all aJone, and so he stuck to him, He says, " I just didn ' t want him 10 end 

up on the grass, And he didn' t, That's all it \vas, and 1 don' t need anything more" 

( 11 2) 

Victor cannot forget Walter's past apathy and indifference towards him and 

their father. Walter's present ovenure of offering him ajob and making him the gaine r 

with the proposed six thousand dollars do not convinCe! hiro of hi s good wishes He 

says."1 would know if you'd come to give me something! I would know that" ( I t IV 

He says finally. " 1 couldn't work with you, Walter I can't. I don ' t trust you" ( 11 2). 

The past thus acts as a St rong barrie r to any kind of reconciliation between the h\O 

brothers. 

In the plays li1.. e fm.m:y and ('ruelbltt, although the past is often TlXalled, the 

action in the present is a continuation or the result of what was done or took place in 

the immediate past [n",my. like SOilS, " bc'gins In an atmosphere of undisturbed 
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normality." At the very beginning of the play we see that everything is quite nannal 

and fine in Dr, Tomas Stockmann's house. The Stock manns not only enjoy eating but 

also are liberal in sharing their good meals \vith those who come to visi t them. People 

like Kill , Hovst1ld. Billing, Horsier and the others aTC in the habit of benefiting from 

their hospitality. Hovstad tells Peter Stockmann. the Mayor, that the Doctor at times 

contributes to his paper, the People's Daily Messenger, "when he wants to uncover the 

real truth of some subject." As the Doctor returns home, Peter tells him that one of his 

articles about the springs that Hovstad is going to print would be quite timely. A hint 

iIlal all may nOI be right is dropped by iIle Doctor. He tells Peter that undcr iIle nonnal 

conditions ifhis anicle came Qut in print, it would be quite timely, but he does not feel 

quite sure about it at present: ''There could be a great deal abnormal about conditions: 

then again, there could be nothing at all" (26). He does nol tell the Mayor anything 

about his being apprehensive oflhe condition of Kirsten Springs and of the samples of 

the spring water already sent by him to the University for an analysis, The entire 

action of the play is moulded by the findings of the University. 

Afte r Peter's departure Tomas's daughter, Petra comes to house, She hands her 

father his mail which the mailman had given to her on her \vay to school. He takes the 

letter wi th great eagerness and leaves for his room. The Doctor, as Billing and Petra 

arc informed by Mrs, Stodmann, has been impatiently \\'aiting for a iettc::r, and during 

the past couple of days he has lxen ask ing again ond again about the mailman, Dr, 

Stockmann comes out of his room, Ht! is excited and jubilant. He informs them that he 

has just rt:'cci"ed a report un the amples of spring water \\hich confirms his doubt 

about the existence of infectious organic matter in the water. HO\ Slad, Billing, Mrs, 

Stockmann and Petra are extremely happy at the discovery of the: Doctor. Hovslad 

says that he would like 10 put a brief item about the discovery in the Mes,wmger 
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because the public ought to know about it soon. He adds - "By God, you'll be the 

le.ding man in the town, Doctor" (37). 

The next day at the Doctor's house Aslaksen. the publisher of the Messenger, 

says that there should be 3. demonstration of the citizens done with the utmost 

moderation complementing the Doctor for bringing the matter to everyone's notice. 

Hovst.d tells Stockmann that the "blunder of the water system has to be made clear to 

every voter," and so he wants the Doctor's permission to print his report. Dr. 

Stock'lOann feels elated at the promise of support from Aslaksen and Hovstad and the 

backing of the solid majority. He tells his wiJe: " It's wonderful. You can' t imagine the 

feeling, Catherine, to know that your own town feels like a brothc-r to you. I have 

never felt so at home in this tOWTI since I was a boy" (50). But with the Mayor's arrival 

evcrything changes. Peter, from whom Tomas could not think of any opposition, 

stands firmly against making his findings public for fear of the present and future 

consequences. Apart from the financial side, the thought of the long time of two years 

wruch may be required to build a waste·disposal plent and reconstruction of a brand 

new water system is a good reason for Peter to abandon the project altogether. He tells 

Tomas that as soon as it is known that the water is dangerous the town will not have a 

single visi tor and so they will be compelled to shut the springs. He tells his brother to 

reconsider everything because the future ,,,; iI depend on what they do in the present. 

But the Doctor. not at all happy ,,,ith the present condition, is fully aware that the 

present malaise is the outcome of the doings in the past. He accuses Peter saying that 

he and his administration \\ere the ones who insisted that the water supply be built 

where it is, and now they are afraid to admit the blunder they committed. Peter is not 

w1l1ing 10 listen to any reason and the Doctor. too, remain..'i finn in his stand' 
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Peter Stock mann: Then we \vill publish our own statement . to 
calm the public. 

Dr. Stockmann: Good enough! And I will write against you. I 
wi ll stick to what I sa id, and I will prove that I am right and that 
you are wrong, and what will you do then? 

Peter Stockmonn: Then I simply won ' t be able to prevent your 
dismissal. (57) 

PClf"'cl expresses her di sgust at the treatment of her father by her uncle. Peter leaves the 

place making it quite clear that he means what he says. 

Tomas is blocked from gening any public place for his lecture on the water 

system. HorsIer offers him the use of his place, which he gladly accepts. But when the 

meeting starts Peter and his lackeys take control of the meeting and the Doctor is made 

to look a traitor in the eyes of the people. Booed and insulted, he just manages to 

escape with his family unhurt. But the onsl.ught of the mob does not stop. They make 

him thei r target and throw siones at hi s house. The Doctor collects the stones which 

fall on the noor of his house as souveni rs to remind him in future of his undaunted 

stand against what is wrong. He tells his wife: ''I'm going to keep these like sacred 

rdics. rli put them in my will. I want the boys to have them in their homcs to look at 

every day ..... (99·100). Nobody wants to help the doctor or cooperate with him: the 

glazie r does not come to fix the \\;ndov .. -pancs; he also receives a notice of eviction 

from his landlord. He tries to pacify his wife saying that they \\; 11 go to Amenca and 

the whole thing will be over like a dream She asks him how he \...'TlO\\S "it'll be any 

different there," He repl ies: " I don ' t know. It just seems to me, in a big countT)' like 

that, the spirit muSt be bigger. Still , i suppose they must have the solid majority there 

too. 1 don't know, at il!3St there must Ix more room to hide there" (101). He tel ls her 

that he docs not think he is ever going to forget the fnce of the crowd which 

condemned him. 
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The Doctor's sons, Ej lif and Monen, return home. the latter with a bruised 

head. He has been beaten up by the boys because he retaliated to thei r call ing the 

Doctor a trai tor. Shocked by such violence, the Doctor declares that to such people 

who teach their O\vt1 children to think with their fists, he is an enemy. He resolves not 

to run away and stay back to fi ght fo r truth. He is confident that truth one day will be 

vic torious. He dec ides not to send his children to their school - he and Petra will 

teach them in Captain Horster's house along with the helpless ignorant and uncivi lized 

children. f rom the Doctor's stand we can conclude tbat the present is not the end of 

everything, and a person like Doctor Stockmann cannot accept defeat because he has 

his ideals and future dreams to l ive fOf. 

The action in Crucible triggers from what Abigail , Beny. Tituba. Mary 

Warren. Ruth and Mercy Lewis did in the forest before the play opens. At the very 

beginning \'.'e fi nd Reverend Parris prayi ng for his ailing daughter, Betty: "He 

mumbles, then seems about to weep; then he weeps, then prays aga in; but his daughter 

does not stir on the bed"' (229). The rum our has spread that she is bewitched, so the 

parlour of Panis' s house is packed \vith curious people. Pa rris does not want to believe 

that Betty is under any demonic spell, and so he has already sent for Reverend Hale, 

an expert on demonic an, to confirm his belief. He discovered his daughter and niece, 

Abiga il. dancin g. like heathen in the foresl along with some other gi rl s, He tell s 

Abigail that he cannot go dQ\\1\ and face the cnmd till he knows from her \ .. 'hat she 

and the other gi rls \\ erl! doing 10 the forest 

Abigai l: Uncle, \\ e did danc\!: let you tell them I confessed it ­
and I'I t be ' I.'hiplXd if I must be. But they' re speakin' of 
witchcraft . Betty' s nol witched. 
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Parris: Abigail, I cannot go before the congregation when t 
know you have not opened with me. What did you do with her 
in the forest? 

Abigail: We did dance, uncle. and when you leaped out of the 
bush so suddenly, Beny was fri ghtened and then she fain ted. 
And there' s the whole of it (23 I) 

Parris then asks Abigail why she was discharged from Elizabeth Proctor 's service, He 

has heard that Elizabeth comes rarely to the church because she does not want to "sit 

close to something soiled." He cannot understand what she meant by the remark. He 

wants to know in detail what happened in the past. and till it is known he feels 

uncertain about the present and is apprehensive for the future. 

Putnam and Mrs. Pumam, who have come to see Betty, seem to be too eager 

for the public to know that Parris' s daughter is bewitched. Putnam wants Parris to 

dectare that he has discovered witchcraft. Parris is horri fied at the probable 

consequences of such a declaration. After they depart Abigail spells out to Mercy 

Lc\\"s. Mary Warren and Betty thei r stratcb'Y to face the present crisis. She does no t 

want to reveal more than what Parris already knows: she has told her uncle that they 

danced in the fo rest and T ituba conjured Ruth' s s iSle r to come out of the f,rrave; he saw 

Mercy naked.. Mary knOIlo'S what was done to the witches in Boston two years ago, and 

she is arraid or \...-hat might happen to them. She says, "Abby, we've got to tell. 

Witchery's a hangin ' crror. a hangin' like they done in Boston two years ago! We 

must tellthc: truth , Abby! You' ll be whipped for danein' and the other things" (237)7 

As Betty \\; himpers and raises her ann s as though to tl y, reaches fo r the window and 

gclS one leg out, Abiga il pull s her awn. from the window and tTies to calm her down 

sa~ ing that she has told her father eve r}1hing.. Betty says, she d id not tell him that she 

drank blood. Abiga il warns her not to utter it again. Bl!ny says, " You d id. you did! 

You drank a chann to ki ll John Proctor's wi fe ! You drank a charm to kill Goody 
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Proctor" (238)! Abigail smashes her across the face, tell s her to shut up and 

pronounces dire consequences on each of them if they uuer anything more than she 

has already said. When John Proctor comes and Abigail is left alone with him, she 

lells him franldy that their dancing in the woods and the fright Ihat Betty took at the 

sudden presence of her father arc at the root of the present commotion in Salem. 

Although Proctor is determined not to revive his affair with her, she bankers after his 

10't'e. She thinks that he sti1l loves her and says that she was discharged from his house 

by his wife. not by him. She implores him to give her what she wants but Proctor says 

that he will cut off his hands before he wi ll ever reach for her again. 

In Crucible, unlike any other play of Miller, the playwright, like a novelisl, 

narrates the past of some characters prior to their appearance to give us some idea 

about their nature. At the very beginning of the play before Parris opens his mouth the 

playwright says, " In history he cut a villainous path, and there is very little good to be 

sa id about him. He believed he ,,~s being persecuted wherever he went , despite his 

best efforts to win people and God to his side, ln meeting, he felt insulted if someone 

rose to shut the door without first asking his penn ission" (225). Similarly, we kno\ .... 

that Thomas Putnam was a man of many grievances. In the past his wife's brother· in­

l{l\\ . James Bayley. had been turned down as minister of Salem. "His vlndictive nature 

was demonstrated long berore the \\;tchcrafl began. He could never forget his failure 

In making his brother-in-law minister ... . Thomas Putnam felt that hi s o ..... n name and 

the honor of hi s family had been smi rched by the village, and he meant to ri ght matters 

however he could" (22~ ) , So, the pla)'\vrigh t says, " it is not surprising to find that so 

many accusations against ~ople ar~ in t h~ hand\ .. ri ting of Thomas Putnam:' The 

Putnams bore grudge against Francis urse and Re~cca Nurse because "the Nurse 

clan had been in the faction that prevented Bailey' s taking office." Before we hear 
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anything from Proctor we are told about his nature and character - <~But as we shal l 

see, the steady manner he displays does not spring from an untroubled soul. He is a 

sinner, a sinner not only against the moral fashion of the time, but agai nst his own 

vision of dc:cent conduct" (239). / 

CrucIble is a play of vengeance in which the lines of action are clearly stated 

The past in the play contributes to a very great extent 10 the theme of vengeance. 

Abigail , fai ling to win Proctor's love, takes her revenge on Proctor and his wife. Parris 

avenges his hun pride on those who did not attend his church, and Putnam his past 

embarrassments on the people responsible for them. Elizabeth, too, cannot forget or 

forgive her husband' s pasl relationship with Abigail. When she hears of Abigail ' s role 

in the identification of witchcraft, she wants her husband to go and inform the court 

what he was told by Abigail about Betty' s sickness. He falters and says, "1 am only 

wondering how I may prove what she told me, Elizabeth. If the girl's a saint now. I 

think it is not easy to prove she ' s a fmud, and the town gone so silly. She to ld it to me 

alone - 1 have no proof for it" (Crucible 264). As soon as she comes to know that he 

was alone with Abigail suspicion creeps into her mind and she tell s him, "John. if it 

, .. ere not Abiga il that ),ou must go to hun, ,vould you falter now? I think not" (264). 

That Eli zabeth is still suspicious of .. I, hat Proctor did in the past makes him angry. fi e 

says: 

... spare me ~ You forget nothin' and forgive nothin' , l earn 
charity, woman. I have gone tiptoc in this house all seven month 
since she is gone:. I have not mo\,'cd from there to there without 
I think to please you, and still an everlasting funeral marches 
round your heart. 1 cannot speak but I am doubted. every 
moment judged for hes. as though I come into a court \\'hen I 
come into thi s house! l265) 
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Th~ Proctors get to Io.--now from Mary that Elizabeth was accused in the court. This 

fully convinces Elizabelh Ihal Abigai l wanlS her dead 10 rake her place. She feels Ihal 

in the past some promise was made in bed between her husband and Abigai l and SO 

she wan ts Proctor to go and break the promise by declaring in public that Abigail is a 

whore. 

When, at the accusalion of Abigai l, Elil.abelh is forcibly laken by Ihe Marshall , 

Proctor goes to the coun to save his \vife by revealing hi s past relationship \";th 

Abigail. Not caring for his shame and humiliation he admits hi s lechery with Abigail, 

and tells the court that his wife threw her out of his house because she knew about the 

relationship, He declares that he has never known his wife to lie and the court can 

confinn what he has said about him and Abigail from her. He cannot prove his 

adulterous relationship with Abigai l because his wife lies to save him from his 

humiliation. Mary. whom he has brought to expose the pretension of Abigail and the 

other girls, accuses him of witchcraft to save her own life, and so, instead of freei.ng 

his wi fe he himself ends up in the prison. 

After about three months since Proctor and some other people were 

imprisoned. Deputy Governor Danforth is informed by Parris that Abigail has 

vanished. Although Danfonh is no longer convinced of the guilt of Proctor and the 

other prisoners. he tells Hale that he cannot postpone their hanging and pardon them 

because tweke people have ocen already hanged for the same crime. The confi nemt:nt 

has made Proctor more conscious of his guilt and imperfections. When his wife is 

brought to him he tells her: "1 cannot mount the gibbet like a sainI. h is a fr3ud~ 1 am 

nOl the m3n. My honesty is broke. Elizabeth. I am no good man. Nothing's spoi led by 

gi\ ing them th is lie that \\ I!rC not rotten long before" (322). Proctor, however, refuses 

to hand over his signed confession 10 Danforth to make it public. The concern for hi 

Dhaka University Institutional Repository



160 

identity and his present and future name makes him say: "You will not use me! I am 

no Sarah Good or Tituba, I am John Proctor! You will not use me! It is no part of 

salvation that you should use me" (327)! Like Proctor, Joan, too, in Shaw's SainI 

Joan, despite her obdurate resolute stand against the pressure of the inquisition for 

giving a signed confession of her heresy, yields to save herself from the fire, and 

finally tears the signed paper into pieces as soon as she is told that she would not be 

set free. To Joan. death at the stake is more welcome than perpetual imprisonment. 

Proctor' s concerns, on the other hand. are of different nature. He docs not want to 

bring any shame on his children and blacken 1he names of those who have died for 

silence. Ronald Hayman rightly observes about Proctor's predicament: "Like Shaw's 

St. Joan he is so eager to stay alive that he makes the 'confession' that is required of 

him, only to tear it up aften'lard,. kno\,.i ng that if he puts his name to it he \ViII never 

'find himself again. Identity is more precious than surviva)"' (Hayman. AM 57). When 

Danrorth asks him why he will not give him the signed paper, he says, "Because it is 

my name! Because I cannot have another in my li fe! Because I lie and sign myself to 

lies! Because I am not worth the dust on the feet of them that hang! How may I live 

without my name? I have ghen you my soul; leave me my name!" He teors the paper 

and says, ..... for now I do th ink I see some goodness in John Proctor. Not enough 10 

wea .... e a blln.ner with. but white enough to keep it from such dogs .. : · (328). Leaving 

ror posterity this goodness and integri ty Proctor goes to the gallows without any 

vacillation. In the concluding note of the play. "'Echoes DO\lm the Corridor." the 

playwright notes: Parris was voted out of offiCI;!; Abiga il turned into a prostitute in 

Boston: Elizabeth married again four y~ars after Proctor's death~ some steps , .. "ert: 

taken to comp.!nsatc the famili es of the past victims. All th is shows that li ke time li re 
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does not stop 8t one poi nt. With the continuity of lime tht"TC is also the continuity of 

li fe from present to the future. 

In GlllJ's Phillip GeUburg wants his wife Sylvia to get cured from her recent 

inability 10 stand and walk and 10 be happy in life. He suggests Ihal they should go 10 

Doctor Hyman and tell him about all their problems. In their talk a certain thing of 

their past life is referred to. Sylvia is surpri sed that he is still worried about it. 

Gcllburg says that he is not worried but hejust thinks about it now and then. But as far 

as Sylvia is concerned what happened in their past life is irretrievable. She says, "it 's 

too late:' and .. it does not matter any more .... She adds that they talked to Rabbi Steiner 

twice about it but it did not do them any good. For the last couple of years the past has 

remained a barrier in their life. She complains that he regrened marryi ng her. 

Although in his defence he says he did not regret it, he tells her - "in those days ' 

Ihoughl lhal if we separated I wouldn ' l die of it. I admillhal" (45). He lells her Ihal he 

is now a changed man, and makes a move for reconcihation. From her rollo\\-ing 

words we know that their relat ionship is beyond repair: '<I'm here for my mother'S 

sake, and Jerome's sake, and everybody's sake except mine, but I'm here and here I 

am. And now fi nally you want to talk about it. now when I' m turning into an old 

woman: How do you \\iant me to say it? T !!II me, dear, "II say it the way you want me 

10. Whal should I say" (45-46)? 

Sylvia' s sis!!!f, Harriet. glXs to Dr Hyman to discuss Sylvia's problem \\;th 

him. While talking to him she rdcrs to a past happening of Hyman's life \\;th regar(. 

to hl!r cousi n Roslyn Fein whom he look out once. He does not seem to remember 

ei ther Roslyn or the time of their dating. Harriet tries 10 jog his memory giving mOre 

details. Qui te pleased with whal he hears about himself, he laughs and tells her to give 

Roslyn his regards. He asks Hamel about Phillip and how he met Sylvia. She tells him 
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that Sylvia was head bookkeeper at Empire Street in Long Island City. She got to 

know Phillip when she was twenty. Her company look out a mongage and she had to 

explain all the accounts to Phillip. Hyman asks her about their marriage, which he 

feels is a troubled one. Harriet tells him that on One occasion he picked up a steak and 

slapped her in the face with it because it was overdone. Ifber mother hadn't patched 

up the maner, she says that she is not sure what would have happened. To make it UP. 

Gellburg bought his wife a gorgeous beaver COOl and painted the whole house. She 

also tell s him about one of the New-Year parties which they used to have at the 

basement of their uncle Myrone' s place. It was about fifteen or sixteen years ago. 

They all had a lot of fun looking at the photographs of naked men and women kept in 

the shoebm:. When Sylvia was laughing looklng at the picture of a man he look it out 

of her hand and gave her a real push up the stairs and she got a cut on her scalp. He 

sc reamed at everyone and took her out of the place. The story was that he was not 

adequate anymore in his sex·relationship. 

Dr. Hyman comes to Gellburg's house to find out the progress in Sylvia's 

physical condition. He pinches her toe but she does not feel anything. He tells her to 

try to relax her muscle and mOve her legs. Hyman wantS to knO\ .. ' marl;! about her and 

asks her if Phillip was her first boyfriend. She says that he was the first serio us one. 

The)' mostl y talked about business. Hyman th inks that she was a good 

businesswoman. Sylvia says, ··Oh. I loved it! r .. e alw'ays enjoyed .. yo u know, 

people depending on me" (68), He gets the mfonnation from her that Phill ip did not 

wan t her to cont i nu~ her \\o ork . Hyman leaves and the ne).1 lime we sec him with 

Sylvia is when Phillip is away to Jersey for a zoning meeting. They have a friendly 

talk. She asks thl!m aboullhe flyi ng birds she heard in the morning. Hym:ln says that 

they were fenlly amazing. he saw hundreds of them shoOt up like a spray in front of 
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his house. The thought of the birds makes her feel nostalgic for the 10S1 past as in the 

cases of Paddy and Edmund in O'Neill 's The Hairy Ape and Long Day 's .Journey mto 

Niglu. res~clive ly. Both Sylvia and Hyman seem 10 share similar ideas regarding the 

pa."t. Sylvia ' s talk about the past not only reveals what she misses in the prescnt but 

also a trai t of her pasll ife wi th all her responsibilities in her family. She, like Willy in 

Salesman. feels nostalgic for the freshness and spaciousness of the past surrounding. 

She says: "Brookl yn was really beautiful, wasn' t it? I think people were happier then. 

My mOlher could stand on our porch and watch us all the way to school righ t across 

the open fie lds for - must have been a mile. A IlfIle laugh. And r would tie a 

clothesline around my three sisters so I wouldn' t have to keep chasing after them" 

( I08)! Changing the lopic Hyman asks her a very personal question regarding her 

relation with Phill ip. He wants to know especially what Phillip told him recently about 

their having a relation, which she could not remember in the morning. Quite surprised 

by what she has j ust heard she tells him that they have not bad any relations over 

t\Venty years - since a few years atler Je rome was born. Sylvia recalls the past to tell 

him what happened between them. He just could not have relations wi th her any more. 

He was incapable of it. She was so young. Afier abou t 3 month she told her fa ther 

abo ut it . Her father, who toved Phill ip. tried to suggest a doctor. but Phillip was so 

furious that it took him months to have normal coO\'crsBllon with her again. For a 

wh ile she thought of having a divorce. She thinks that Phillip felt ashamed in front of 

Hyman, so he made 11 up that he had relations with her. / 

Whcn Gdlburg returns home he is surpri sed to see Hyman ,'11 th Sylvia who 

has just fa inted. The doctor tell s him to get soml.! waler immediately. His commanding 

and possessive att itude an noys Ge ll burg. After his dt parture he tells his \\i re that he 

" i ll change her doctor, but Sylvia is detenn incd not 10 do SQ. He does not approve of 
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her tone. But her declaration that " It ' s a Jewish woman 's tone of voice!" shows to 

what extent she identifies herself ,\:ith the Jewish cause and is embittered by 

Gellburg's apalhy lowards il. He cannol simply understand her, She finally tells him 

not to sleep with her again which he finds difficult to accept. He says that if they 

cannot be together it will simply kill him. They both recall the past to explain what 

actually happened to make a pcnnanent breach in their manta1 relationship, As past 

time cannot be brought to the present so is the case with the paSt happenings. Like the 

broken glass, in life certain things once damaged cannot be restored to their original 

position. Sylvia complains how much she has sacrificed for him and what a waste she 

has made of her li fe: "What I did with my life! Out of ignorance. Out of not wanting to 

shame you in front of Other people. A whole life. Gave it away like a couple of 

pennies - I took better care of my shoes" (129), He defends himself in an apologetic 

manner saying that he was ignorant and could not help himsel( He says that it a1l 

started when she wanted to go back to the finn and join her job. After Jerome was 

born she did not want to keep the house any more: "You held it against me, having to 

stay home. you know you did You' ve probably rorgonen, but not a day passed, not a 

person could come inro this house that you didn' t keep saying how wonderful and 

interesting it used to be ror you in business. You ne\o'er rorga ... ·e me Sylvia" (130). So. 

he says that he could not feel al case with her any more. And on lOp or evcrJ1hing 

when she did not wan t to have any more childre n he could not just be nonnal with her. 

Everythmg inside him dried up: he became passio.e and incapable or havi ng an y 

relations wi th he!r. 

Quite! unlike Mag.gie in Fall. Gcllburg did not protest. Ht! acccph:d his r:lte 

because she meant evcf)1hing to him. The realization of the bre..1.ch of conjugal 

relationship makes Maggi\! neurotic. Like Q uent in, Phillip too, admits his fault. But 
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although Phillip med to talk to Sylvia aboUI il he could nol He says Ihal he kepI 

waiting for them to change. But time changed everything and everything went beyond 

his contro\. He adds. "And then we got to where it did not seem to maner anymore. So 

I le ft it that way. And I couldn't change anything anymore" ( 13 I ), But now he is more 

than eager to make amends. He suggests teaching her driving so that she could go to 

any place she liked, or if she liked. she could find a new job. But she remains 

detennined not to allow him to share her bed. Later on, while discussing his marital 

problems wilh Hyman, Gellburg says that somelhing sticks in his mind thai he has 

always wanted to talk to somebody about. tn this case he does not feel the barrier of 

lime. He says: "Il 's like it happened. this morning. But years ago, ." when I used to do 

it with her, t would feel almost like a small baby on top of her. like she was giving me 

binh" (147). Lying next 10 him in bed, he relt she was like a marble god. He says Ihat 

he worshipped her from the day he laid eyes on her. Gellburg does 001 lose all hope or 

future happiness. He wants to obliterate from hi s mind the unhappiness of his present 

life considering it an intennediary stage between the past and the future. 

In Rrulge. unlike any other play of Miller, the past action is rec.alled and 

narrated by Alfieri . a lawyer, who is also a character in the play. The play deals wi th 

the past time cen tring on a longshoreman Eddie Carbone and hi s family. The entire 

action is shown in flashbacks with Alfieri performing his role like a chorus. Quite 

interestingly Al fieri ' s recall of the past becomes the present from the point of view of 

Eddie and hi s family who \-ery ofkn refer to the time funher back in the past. At the 

\ery beginni ng Alfieri addresses Ihe audience to tell them how the general people Ulke 

to his profession of law, He gives the hinl of a case, a problem, the like of which was 

heard in the past " in Calibria or on the cliff at Syracuse by another lawyer. quite 

differently dressed. heard the same complai nt"' and sat there as po\\'crless as him, and 
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"watched it run its bloody course" (379). Immediately we sec Eddie, the main person 

involved in the case. Back from work he takes leave of the other longshoremen and 

enters his house where he is greeted by his wife Beatrice's niece, Catherine. Soon 

Eddie starts expressing his disapproval of Catherine's ways. I-Ie does not 1i.ke the looks 

the people give Catherine or the way she attracts their attention walking on high heels. 

He refers to the past to make her change her present ways: ·'Kattie. I promised your 

mother on her deathbed. I'm responsible for you. You ' re a baby, you don't understand 

these things. I mean when you stand here by the window, wavin' outside" (381). 

Eddie has news for Beatrice that her cousins have anived in America. They are 

still on board, hut in a couple of hours they are expected to be at hi.s place. He warns 

them that since they are illegal immigrants. they should not utter a single word to 

anybody about them even by mistake. Beatrice and Eddie tell Catberi_ne how Vinny 

betrayed his uncle to the Immigration authontie.s and what was done to him, Beatrice 

says: "Oh. it W"olS terrib le. He had fi ve brothers and the old father. And they grabbed 

him in the kitchen and pulled him down the stairs - three flights his head was bouncin' 

like a coconut. And they spit on him in the street, his own father and his brothers. The 

whole neighborhood was CI) in'" (389) 

Marco and his brother Rodolpho arrive at Eddie's house at night They tell 

Eddie, Beatrice and Catherine ahout their life In haly. Marco has come to America 

leaving behind his three children. aged, four. five and six. Beatrice tells him 

sympathetically, "Ah ... 1 bet they ' re cryin' fo r you already, heh?" Marco replies, 

"What can I do? The older onc is sick in his chest. My wife - she feeds them from her 

mouth. I tell you the.: truth , If I stay there they "ill never grow up, They ent thl! 

sunshine" (393). He says that he will earn sufficient money staying in America fo r 

four to six years and then he \\ill go back home. Rodolpho adds that they will work 
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hard, work all day and night to materialize their dream. Unl ike Marco he has no plan 

to go back to his country within the next few years. He wants to live in America and 

be an American. and when he is rich he w1ll go back to Italy and buy a motorcycle to 

work as a messenger for the rich people staying in the hotel. Later on as Catherine 

tries to find out the real motive behind his feeling for her and suggests going to his 

country with him. he tells her that if he took her home with no money. no business. 

everybody would call him crazy. He thinks that it would be criminal to do her hann. 

He tells her, .. tn two years you would have an old, hungry face. When my brother'S 

babies cry they give them water, water th.t boiled a bone" (419). 

As recalled by Alfieri we see how the development in the relationship between 

Rodolpho and Catherine annoys Eddie. He tells Beatrice grudgingly, "They must 've 

seen every picture in Brooklyn now. He's supposed to stay in the house when he ain' t 

working. He ain' t supposed to go advertisi ng himsel f ' (397). He tries to convince 

Catherine that Rodolpho' s only motive is to be a citizen of America by marrying her. 

Besides, he also emphasizes to what extent Rodolpho is impractlcal and irresponsible: 

" Is that a \"'orkin' man? 'A'h3t does he do with his first money'? A snappy new jacket 

he buys, records, a pointy pair new shoes and his brother's kids are starvin' over there 

with tuberculosis? That' s a hit-and- run guy, baby; he's got bright lights in hi s head, 

Broadway. Them guys don't think of nobody but thei rself! You marT)' him and the 

nest lime yo u see him it ' l\ be for dhorce" (403)! Later on he tries to pro\'e to Alfieri to 

what extent Rodolpho is effeminate by sayi ng that he: is blond, sings like: a ~i rl , se\\s 

dress , etc. 

Beatrice dOl!s not like Ihl! \Va) Catherine is treated by Eddie. She wants 

Catherine to reatilt that she is no longer the child of tht! past. She tells her that she has 

got to be her own self morc, and so she should not act the ,,'ay she acts, like walking 
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around in front of Eddie in her slip or sitting on the edge of the bath tub when he is 

shaving in his und~rwear. Catherine is what the past has made her. She knows that it is 

not easy to go agajnst Eddie and make him unhappy. She says, " I've been here all my 

life . ... Every day , saw him when he left in the morning and when he came home at 

night. You think it's so easy to turn around and say to a man he 's nothing to you no 

more" (421 )1 

Not being able to stand the relationship b4:twt:en Rodolpho and Catherine, 

Eddie goes to Alfie,ri for legal action against Rodolpho. Getting no endorsement from 

Alfieri he rings up the immigration bureau about the illegal stay of the brothers. When 

Marco and Rodolpho 8re being led away by the immigration officials, Marco spits on 

Eddie' s face and condemns him in front of the e"the neighbourhood. Marco cannot 

forget Eddie's treatment of Rodolpho and his final betrayal and neither can Eddie his 

public humiliation. Marco tells Alfieri , "He degraded my brother. My blood. He 

robbed my children, be mocks my \\'ork. I work to come here, mister" (434). 

Beatrice expedites Catherine's marriage to Rodolpho to enable him to have the 

legal status to Stay in America. As Beatrice gets ready to accompany Catherine to the 

church ror her \\wding, Eddie forbids her to go. Catherine who has 10S1 all her love 
/ 1 

and respect fo r Eddie call s him a rat and tells Beatrice that he belongs in the sewer. As 

far as she is concemed he has forfei ted all his rights to telt anybody an}1hing the rest 

of his life. Rodolpho Comes and apologizes to Eddit! for all that has happened. He tdls 

Edd ie tha t if they demonstrate to Marco that they are frie nds then maybe Marco will 

not try to do anything against him. Both Catherine and Beatrice plead with him, but 

Eddie cannot fo rgcllht.: shame and humiliation he WJ.S subjl."Ctcd to by Marco. He tdls 

them: '" want my namc:! He didn ' t 13ke my name: he's onl y a punk. Marco's got my 

name - to /?rx/o/pJIt) : and you can run tell him. kid. that he ' s gonns give it back to me 
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in front of this neighborhood, or we have it oul. HOisting up Ills pant.": Come on, 

where is he? Take me to him" (437). Beatrice makes il last tl)' to save Eddie with her 

love, and when she finds him insensitive to it she tells him quile bluntly. "You want 

somcthin ' else, Eddie, and you can never have her:' Before he can recover from the 

shock of wh.t has been told he hears the challenging call of Marco. F.llen in the eyes 

of the two women at home and to the entire neighbourbood outside, Eddie becomes 

desperate to get back his self-respect in front of everyone. That Catherine has caUed 

him a rat does not seem to be of any concern compared to the public humiliation. 

Eddie cannot visualize a respectable existence for him in the present ifhe cannot raise 

himself in the eyes of the people. As Marco approaches he shouts and says, " I want 

my name Marco. Now gimme my name and we go to together. to the wedding" (438). 

He goes out to face Marco, The present and the future are important to both Eddie and 

Marco, and so they feel no qualms in risking their life to find redress to thei r present 

humiliation. 

In Time the present is a struggle for existence; this struggle is against the odds 

created by the selfish, self-centred and insensitive people. The plans for the future and 

the thought for the fulfilment of such plans are what make most peoph! live in this 

world. It makes I1fe meaningful. If one has no slich plans and does nOI bother to look 

into the future, one loses the power 10 li ve. Fania, 3S we see a.t the very beginning or 

her prison-life in TIme, does belicH in resigning herself to dctenmnism, She tell s the 

frightem:d sobbing Marianne, 'T\c always had 10 ha\e an aim in life - something I 

wanted to do next. That ' s what we need now if \\c ' re ever to get out of here ali\e" 

(.t;9). Marianne does not seem to h3\e any such plan. As Fania sees her straddling a 

kapo, she tries 10 justi fy her action by saying, ''I'm not going to live to ge t out ofh~re 

anyway," Fania asks, "But if you do? Marianne? Whal if you hve?" Marianne. 
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resigned to her fate, is si lent and walks away with a cena;" stubborn air (479), Later 

on we see her biting into a bar of chocolate which two kapos had given her and being 

led away by them around the comer of the barracks. onc holding a bottle of wine. Like 

Fania, Michou and Esthe r live for the future. To Michou the cruelty or bumanity orlhe 

Nazis is of no concern. For her there is still hope, "because when the war is over 

Europe: will be communist," and that is what she wants to live for. Michou's optimism 

is similar to Bayard's, expressed to Von Berg in VIchy . Bayard feel s that in the 

present-day world one cannot be oneself. As a socialist he sees in the future triumph of 

the working class people a salvation for the suffering humanity. Esther thinks 

otherwise. Quite conscious of her identity, she dreams of Palestine. Not sharing 

Michou's zeal for communism, she tells her, "No. To see Palestine - that's why you 

have to live. You're Jewish \vomen - that's your hope: To bring forth Jewish children 

in Palestine ... " (483-484). / 

Elzvieta's present fate is a sharp contrast to what she was in the past. She tells 

Fania that she is one of the most successful actresses in Poland. Her father was a 

Count and she was brought up in a castle, She has a husband and a nine-year-old son, 

Marok, She bas lost her faith in the goodness of human beings and SO she admi ts to 

Fa nia that she wonde rs whether it will be worse to survive than not 10 She is 

disappointed at the Christian kingdoms because their leaders have not done anythjng 

to put an end to the 1 azi atrocities. She tell s Fan ia: "When I first carne here I was sure 

that the Pope, the Christian leaders did not know; but v,· hen they found out they would 

Sc!nd planes to bomb out the fires here, the ra il tracks that bring them e"ery da y, But 

thl! trains keep coming and lires continue burning. Do you understand itT Fania tries 

to rationalize their attitude sa)'inS, "Maybe other things are more important to bomb. 

What are \\'e anyway but a lot of women who can ' t even menStruate anymore - and 
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some scarecrow men" (503)? When the news of Mala and Edek's escape reaches them 

and othe r prisoners, they are a ll proud of their daring feat. Elzvieta fee ls that through 

them the world will know about their ordeals. and so she proposes to play for them 

The Wedding March. 

Alma, the leader of the band, is delighted at the prospeet of leavi ng the 

barracks after the next Sunday concen. She will be sent on a lOur to play for the 

troops. In her excitement and pride she tells Fania ... , am going to be released, Fallin! 

Can you imagine it? I' ll play what [ like and as I like. They said ... Elaled now.fillmg 

herself they said a musician of my caliber oUght not to be wasted here!. .. What's the 

maner? I thought you'd be happy for me .... Fania does Dot approve of her entertaining 

men who are keeping them enslaved., and so she cannot be happy for her. The fact that 

she is a Jew is of no concern to Alma. She tell s Fania with pride that she is a German 

and she can' t help that. She says ,hat she will play for German soldiers and adds: " I 

will be playing for honorable men, not these murderers here' Soldiers ri sk their 

lives ... !" In that case, Fania asks her why she needs her approval and says 

sarcastically that if it makes her happy she can enjoy her happiness (5 11 ). 

In the plays of Miller, in some cases, by recalling the past what is brought to 

light or what one remembers in the present does not contribute simply to reveal a 

portion of the lived existence, but also it shows the moral significance orthat existence 

which enables ant! to understand and judge onesdf and others as they really were in 

the past and are in the prescnt. In SoIlJ', although Kate was aware of Joe' s compl icity 

in supplying the defecthe parts, and Ann \\3S aware of the de:uh of Larry, they \\ould 

nOt like to accept the implications of their past knowledge George is the first person, 

who understands the real significance of what happened in t~ past concerning Keller 

and hi S fathe r. Keller is not concerned \\; Ih the past till he is made to understand by 
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his rebellious son, Chris, the intensity of hjs past crime, There are people like Willy in 

Sc,lesman and Sylvia in Glass who feel nostalgic for the past peace and happiness and 

crave to regain them. Willy finds the present unbearable because he remembers 

constantly the opportunities he missed.. his young sons full of promise, and his b3PPY 

family life. The past in some cases intrudes into the present and reverberates in the 

memory of some characters like, Proctor in Crucible to make him wish to escape it at 

any cost . He wants to forget hi s past relationship with Abigail . whereas, Abigail is 

prepared to do anything to revive it . Proctor' s \Vife Elizabeth, the Pumams and Parris 

ourse what happened in the past and judge the present accordingly_ The past is a 

barrier to reconci liation in Price and GIlL'S. In Salesman, too, it is the past, which is 

responsible for antagonism between WiUy and Sift In &In.,' and Enemy the past 

contributes to unbalance the present. The past is revealed in Bridge to show the 

unavoidable course of life. Although the future expectations in Miler' s plays do not 

playas conspicuous a role as the recalling of the past, the concluding idea or 

expectation for a number of characters is guided by the thought of the future. The 

present, passing to the future in life, shows life as nn onward movement. Death brings 

an end to thi s process, but as long as we live, we go ahead with time. rn Sons and 

SOIt;!.'WIUli . the prOiagonists. kill ing themselves, bring an end 10 their li fe. In CruCible 

and Time external forces cut short lhe life of a number of characters. But life continue'S 

for those who live. In S'ons, Kate. who had all along tried to look after her husband's 

interest, does not take any time to shift her auention from her dl!ad husband 10 her 

living son because she wants thl! living to li\e. The "Requiem" pan in Sl.IlesnulII . 

"Echoes Down the Corndor" in ('ruc /hit!., and thl! "restaurant scene" at the end of 

Ttmc!, all demonstrate life as somc!lhing which goes ahead with time. The concern for 

one' s name, identity, sclf· respect and dignity is moulded mainly by the thought for the 
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future. It is 8S much true for Willy Loman. John Proctor and Dr. Tomas Stockman" as 

it is true for Eddie Carbone. The ideals and future expectations of Stockmann in 

Enemy and Sigmund in Ceilmg make them finally change their decision of leaving 

their homeland for America. The dream and plan for a better future make almost all 

c.haracters of Miller desi re an escape from their present ordeal and look fOl"\vard to a 

better future . 
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CHAPTER FIVE 

Time and Memory 

OUf realization of time is inextricably linked with our memory. Without 

memory there would be no sense of time and no sense of human existence. Georges 

Poulet, a French philosophical literary critic, rightly says in the introduction to his 

classic book on lime, entitled. Slllfiies in Human Time, that the great discovery of the 

eighteenth century is the phenomenon of memory: 

By remembering. man escapes the purely momentaJJ: by 
remembering he escapes the nothingness that lies in wait for 
hIm bel\\een moments of existence, "Without memo!)':' says 
Quensa.y, "the sl!nlient being would have only sensation, or the 
idea of the actual instant ... all his ideas would be consumed by 
forgetfulness as fast as they \,"'ere born; all the instants of his 
duration would be instants of binh and instants of death." And 
Buffon: ··In as much as the consciousness of our existence is 
composed not only of our actual sensations but also of the tmin 
of ideas which the comparison of our scnsallons and our past 
existences has brought to binh. it is eVident that the more ideas 
onc has the sura he is of his existence: the more \\;ts one: has 
the more he exists." (24) 

He funhcr sa}S that to exist is to be one's present and one's recollections. 
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In conscious memory. which follows chronological time. the present, the past 

and the future arc distinctly separated. But very often, time as conceived in memory 

may have no such chronological distinctness. Here the past or the future may take 

place of the present, and in the present one may move to the past or the future. Such 

lime, which is purely psychological , lacks the metric. order and direction of 

chronological time. Because this time is completely at the mercy of memory. living in 

time we may lose all sense of nalural or objective time. In human life the subconscious 

memory, which is as important as conscious memory and at times even more 

im ponant, affects one' s sense af the present, the past and the future. Miller has s.hown 

this particular aspect of lime and memory in a number of plays, like SaIe.mlGn. Fall. 

Clock. Love Story. Can ', Remember. Clara and MI. Morgan . 

Exploiting the nature of experiential time and subconscious memory and the 

link belween the two, Miller uses a technique of unfolding time in Salesman. which is 

solely dependent on the mental condition of Wily Loman. It is a means of revealing 

the character of Willy, his pa."t life. hi s val ues and particularly the \Vay his mind 

works, Willy's overwork and repressed guilt . hi s sense of failure in professional life 

and unhappiness in famil y life result in a mental breakdown in which the present and 

the past mingle inextricably. Miller says in Intmdll£:tion that the fi rst im::tge that 

occurred LO him which was to result in Sol.t., ,,rall was "of an enonnOllS face the he ight 

of the proscenium arch which wo uld appear and the n open up and we would see the 

i nsid~ of a man 's head " In fact, The " ,.\'lcll: of Ii,.\' Hl!acl was its fi rst title. He 

cont i nu~s : 

The im::tge was in direct opposition to the method of All A{y 
S UI1.\' - Ii method anI! might call linear or eventual in that one 
fac t or incident c reates the necessity for the next. The S(l/rt,\'man 

image was from the bcginn in~ absorbed with the concept that 
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nothing in life comes " next" but chat everything ex ists together 
and at the same time within us; that there is no past to be 
"brought forward" in a human being. but that he is his past at 
every moment and that the present is merely that which his past 
is capable of noticing and smelling and reacting to. (23) 

In this play Miller wished 10 create a form which would be the process of the 

protagonist's mind. He wished to speak of the salesman most precisely as he fe lt about 

him, "to give no part of that feeling away for the sake of any effect or any dramatjc 

necessity: ' The following words give us a clear idea of his treatment of time in the 

play: 

This time, if 1 could, I would have told the \vhole story and set 
fonh all the characters in one unbroken speech or even one 
sentence or a single flash of light. As 1 look at the play now its 
form seems the form of a confession, for that is how it is told. 
now speaking of what happened yesterday, then suddenly 
followlng some connection to a rime twenry years ago, then 
leaping even further back and then returning to the present and 
even speculating about lIle fUlUre . (24) 

Miller says that unlike Sons he did not consider it necessary to prove the connections 

between the present and the past~ between events and moral consequences. between 

the manifest and the hidden in this play. All he d id was to bring the past to Willy's 

mind 

Amidst Willy's present problems and rrustrations we arc exposed to the scenes 

of his past life. But these post scenes and incidents arc nOI mere flashback s: they are 

the memo!)' sccnt!'S, which Willy himself sees and feel s, and WI.! see them exactly as 

they come to Willy's mind. To what extent these memory scenes control and compel 

Willy to his catastrophe becomes clear from what Miller says in /nrr<k. /Ilc:t IO" : "The 

play \Vas begun wilh only one finn piece of knowledge and this was that Loman was 

to d~troy himself .. . . I was convinced only that ir, could make him remember enough 
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he would kill himself, and the structure of the play was detennined by what was 

needed to dr.lW up his memories like a mass of tangled roots without end or 

beginning" (25). 

Remembrance of the trungs past docs not necessarily torment our lives. In 

some cases they may be pleasant and invigorating. When we say that forgetfulness is a 

blessing, ''t'e mean those incidents and happenings which if not forgotten would make 

our life no better than living death. In the case of Willy, at times an incident or a word 

in the present conjures up a related or contrasting experience, either pleasant or 

unpleasant, of his past life , Linda making the suggestion 10 Willy that if it is warm on 

Sunday they will drive in the country and open the windshield. makes rum conscious 

thut while returning from the abandoned sale-trip he was thinking of his old Chevrolet, 

whereas, in reality he had some other car. He reminds her of those past days wben 

they had the Cbevrolet. The next we see Willy he is in his past. He is pleased with his 

sons for the care they take of the car They are overjoyed to see the punching bag that 

he has brought for them. There is no nace of any tension in the family. Everyone is 

rela;'(ed, the talk beh\'een Willy and his sons is intimate and hearty. Birr asks his father 

where he went and tells him that they were lonesome for him and missed him every 

minute. Willy proudly confides in his sons that someday he \",ill ha\le his own 

business. and then he will never have to leave home anymore. He asks Birr about his 

next game and lakes greal pride in his son 's popularity. Birrs love and a"achment for 

him make Willy feel quite: complacent. As Linda enters the pl:lce carrying a basket of 

washed c101ht!s. Willy asks his sons indulgently since when they let their mother carry 

wash up the stairs. They are immediately ready to help their morner. Linda informs 

Biffthat the cellar is full of boys and that they don 't know what to do whh rnemselves 
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Bitrs reply, "Ah, when Pop comes home the)' can wait!" demonstrates his love and 

feeling for his father. 

Willy's disintegrated family life and his disillusionment with his sons' 

capabilities are in sharp contrast to what he experienced, believed in, and expected in 

the past. The fact that we see Willy in the past through Willy himself proves that the 

past is very much alive and living in his mind. which makes him conscious of the gaps 

between his life in the present and in the past In the present Willy regrets missing the 

past opportunities for benering his economic condition. He is all praise for the dare 

and adventure of Ben. As Happy assures him of his support, saying, " Pop, I told you 

I'm genna retire you for life," Willy explodes by expressing his disappoinbllent in his 

sons and revealing the Sia le of his tormented life and physical exhaustion in bis 

attempts to cope with the demands ofrus professional life: "You' ll retire me for life on 

seve nty goddam dollars a week? And your women and your car and your apartment, 

and you' ll retire me for life! Christ's sake, I couldn' t get past Yonkers today! Where 

are you guys, where are you? The woods are burning! I can't drive a car" (152)1 

Charl ey, Willy's neighbour and friend, enters the room and signals Happy to leave. He 

and Willy engage themselves in a game of c.ards. Charley. cognizant of Willy's 

financial crisis, offers him a job, which Willy takes as an insult. At one stage of their 

game Willy says, ''('m gett ing awfully tired, Ben:' Charl \!y asks him if he called him 

Ben. Willy replies, "ThaI 's funny. For a second you reminded me of Ben," Here. 

Will) operates on t\' O levels - the: present and the past, and the memory scene appears 

gradually and usurps the present bit by bit. Although Willy tell s Charloy about the 

death of Ben, \\C find Ren talking to Willy about the bright prospects in Alaska. Still. 

not losing ent irely the link \\;th the present, Willy tells Char ley - ·'sure. sure ! If I had 

gone with him to Alaska that time, eve()1hing would have been totally di fTerent" 
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(155). He cont inues his conversation with both Ben and Charley, and at one point we 

find him totally in the past. 

Memory plays an important part In the action of Salesman . In Tennessee 

Williams's The Class Menagene. too. memory plays a significant role. In the 

"Production Notes" of the play the playwright says, ' "Being a "memory play," The 

Glass Menagerie can be presented with unusual freedom of convention'" (xx). We see 

the entire play as narrated by the protagonist, Tom Wingfield, from his memory. At 

the beginning, Tom gives the social background of the play saying, "To begin \\i th, I 

tum back time. I reverse it to the q uaint period, tbe thirties," and after giving the 

background he adds, "The play is memory" (2-3). But memory in the play is not 

exploi ted from psychological point of view. It is more or less the conscious recall of 

tbe past time as we get in flashbacks. In Salesman. in the case of Willy. memory is not 

conscious, it is subconscious. This memory is psychological or Proustian rathe r than 

the kind we notice in The GlllSs Menagerie. What goes on in Willy's mind is not 

perceptible to any character olher than Wi11 y. H. W. Koone points out this panicular 

treannent of memory in Salesman: 

In Milh:r's usage, an incident or a word in the presen t suddenly 
conj ures up the memory of a related experience that rorn"8rds. 
or is part of the aclion .... Willy's mind goes from present to 
past to present v.' thout the other characters noticing anything 
more than a temporary silence. a nonsequilur of speech or a 
minor memory lapse too slight to be alann ing. (IntroduClion 
13 ) 

Willy's memories present a subJecllve rather than an Objective record and are directly 

linked to hi s thoughts in the present. Whereas in the present the eHnlS develop 

chronologically and there is a causal link amongst them, the memory episodes arc 

neither sequential with each other nor do they fonn a Single cohesive unit. '11e order 
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of the memory episodes depends on the way they come out of Will y's memory 

because of his emotional association with the happenings in the present. The past, as 

in hallucination. comes back to W1\Iy, not chronologically as in ' n ash~back' but 

simultaneously ""dth the present W'ith the characteristics of "dynamic interpenetration." 

In psychology we call this "the return of the repressed:' "wben mind breaks under the 

invasion of primitive impulses no longer capable of compromise with reality." 

(Weiland. Salesman 27) / 

Willy became a salesman by choice. He forgoed Ihe prospeclS of an 7 

adventurous life with his elder brother because he was impressed by the success of 

Dave Singleman, a salesman. When he goes to see his employer he cites the example 

of Singleman's successful career which inspired him to choose the profession of 

salesmanship; 

And when l saw (ha~ I realized (hat sell ing was the !,'1catest 
career a man could want. 'Cause what could be more satisfying 
than to be able to go, at the age of eighty-four, into twenty or 
thi rty different ci ties. and pick up a phone, and be remembered 
and loved and helped by so many ditTerenl people. (180) 

Despite all his hard work Willy was ne"er successful professionally and well off 

financially, In a ml!mory scene we find that he is nowhere near the success, comfort 

and popularity of Dave Singleman: He is under constant financial pressure and can 

hardly cope with the repair COStS or the payment of premiwn for the refrigerator, 

washing machine, vacuum cleaner. C3!. etc, When Linda gives him the lotal fi gure 

they o\\e, he expresses his frustration, saying, "A hundred and twenty dollars! My 

God, If business don' t pick up I don ' t know what rm gonna do" (1-'8)' Linda makes 

him oplimistic saying that the coming week he \\i ll do bener. Inspite of his perked up 

fightin g spirits and inflated self-confidence, Wi lly acknowledges his limitations to his 
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wife. He says: "Oh, I'll knock 'em dead next week. I' ll go 10 Hartford. I' m very well 

liked in Hartford.. You know, the trouble is, Linda, people don' t seem to take to mc" 

( 148). He adds that when he walks in the buyers seem to laugh at him. he is not 

noticed and they just pass him by. Linda tries to give him a boost with ber encouraging 

words: "But you' re doing wonderful. dear. You're making seventy to hundred dollars 

a week:' Willy repl ies: "But I gatta be at it ten, twelve hours a day_ Other men - ( 

don ' t know - they do it easier. I don', know why - I can' t stop myself - I talk too 

much. One thing about Charley. Hc' s a man of few words, and they respect him" 

(149). In addition to his being conscious of all these defects, Willy is also aware of the 

handicaps in his phys ical appearance, i.e. be is fat and very foolish to look at. Still , he 

is not prepared to resign to his fate and accept the things as they are, We notice in him 

sparks of determination to succeed and survive. He tells Linda, '" gona overcome it. I 

know 1 gotta overcome it. I'm not dressing to advantage, maybe" ( 149), 

We know nothing about Dave Singlernan's family, In the memory scenes, 

Willy seems to be enjoying a great advantage over Charley with regard to hjs family, 

Besides, Willy is good at handling tools, which makes him feel superior to his 

neighbour. Charley, He maKes fun or Charley telling Ben, " Great Athlete! Bet\\ccn 

him and his son Bl!mard they can' t hammer a nail." He considers Bernard il weakling 

and a good.for·nothing bookwonll , whereas he is proud of his well ·built. athk:tic 

sons. BifT and Happy, To him they are the handsomest and mOst able boys in the 

world (nol staled dlTectly but implied in his words and anitudc), BitT and Happy tell 

their father about Bernard that "He's lI ked. but he's not well liked." Willy's following 

\\ords prOVI! to what extent hI! is proud of his sons and what he considers most 

unpotUn! for success in life: 
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That's just what I mean. Bernard can get the best marks in 
school , y'understand. but when he gets out in the business 
world. y'understand. you are going to be live times ahead of 
him. Thai 's why I thank almighty God you ' re bolh like 
Adonises. Because the man who makes an appearance in the 
business world, the man who creates personal interest, is the 
man who gets ahead. Be liked and you will neve r want. (146) 

What Willy lacks in his proressional field, physical looks and personali,>, are more 

than made up in his family and familial bonds. His w;fe, Linda, is the personification 

of what could be called oriental love and devotion. She tells him that to her he is the 

handsomest man in the world and that few men are idolized by their children the way 

he is. Willy responds with great feeling and passion [or her. "'You' re the best there is, 

Linda, you' re a pat . you know that? On the road - on the road' want to grab you 

sometimes and just kiss the life oula you" ( 149). Linda 's love and care are the constant 

unfading elemenlS in Willy 's life. t/ 

Willy' s convictions regarding success in life, as we get especially in the 

memory scenes, are far from being sound. He tell s his sons that if they are liked, they 

will be successful. Hjs boastful utterance about himself - " You take me, for instance. J 

never have to wait in line to see a buyer. ' Willy Loman is here!' That' s all they have 

to know. and t go nght through" - is, as il is clear from hi s subsequent admission to 

his wife, noth ing but 3 lie ( 146). His preference for physical charm to intellect, to say 

more plainly placing ofhrawn over brain , cannol be considered right and proper from 

the standards of a ci,ilizcd socit!ty l-k looks at the \\orld from the \\Tong angle, and 

that is why h~ is quite oblivious of Birr s drawbacks and c.annot appreciate the 

acad~mic inte rests ot' Bernard When Bernard comes to remind Willy and Linda that if 

BifT does not study seriously he \\;11 fail in mathematics and Li nda says that he is 

right. Willy explodes with annoyance - " there's nothing the matter with him! You 

,...-ant him to be a worm like Bernard? l-k 's gOt spi rit. personality ... .. ( lSI ). In two 
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scenes of the past we find Willy giving his sons all indulgence in stealing and 

indirectly encouraging them to break the social norms. He does not take BifT's stealing 

of a footba ll seriously. On the other hand he approves BifT's action telling him. 

"Coach' lI probably congratulate you on your initiative." On one occasion he tells his 

sons to get some sand from the building site of the apartment building for rebuilding 

the entire front SlOOp. He does not pay beed to the warning of Charley against such 

acts: 

Charley: Lislen. if lIley Sleal anymore from that building the 
watchman will put the cops on them! 

Li nda. IQ WIlly: Don't let Birr ... 
Ben laughs lustily. 

Willy: You shoulda seen the lumber they brought home last 
week. At least 8 dozen six-by-tens wonh all kinds a money. 

Charley: Listen, if thal watchman -

Willy: I gave them hell . understand. But I got a couple of 
fearless characters there. 

Charley: Willy. the jails are full of fearless charnete". (158) 

The past time which intrudes inlo the presenl subconscious mind of Willy, 

does nOI make him condemnablt! in his eyes so much as it makes him conscious Of Ih" 

failure of his sons. especially of Biff, and of his unhappy family life. There is an 

intrinsic evidence in the play to Sho\\' thai il is Willy, nOt BifT, who is actually 

responsible for thei r strained relationship, the fonn!!r's unhappiness in his ramily life 

and the I:mc(s derailment from the expected course of rus lifl! and the subsequent 

failures. All these can be accounted for in Willy' s moral lapses unvei led to his son 

quite accidentally in a Boston ho tel and revealed to us in a memory scene: After 

fai ling the mathematics test Biff comes to Boston to sec his father, fu ll of confidence 
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that his father would be able to convince the teacher to give him the required grade, 

But BilT's life-long respect and love for his fat her arc reduced to nothing as he sees a 

naked woman coming out of WiJly's bathroom and taking whh her two boxes of 

stockings, Willy tries to cover up her presence in his room with lies, tells his son to 

take it easy and not to overemphasize what he has seen. BitT finds ever)1hing so 

disgusting that t t he would hate to have anything funher to do with his father, He 

simply cannot believe his eyes and cannot accept the fact that his father has given the 

\!"oman his "mama's stockings." He tells WiHy not to touch him, calls him a liar, a 

fake and leaves the hotel-room alone. This particular incident is pivotal in the 

alienation of Biff from Willy, and it is responsible more than anything else for Willy's 

subsequent unhappiness in family life. 

Miller uses a technique in Salesman, which is solely dependent on the mental 

condition of Willy Loman; it is a means of revealing the character of Willy Loman, his 

past life, his values and particularly the way his mind works, WilIy's overwork and 

repressed guilt, his sense of failure in his professional life result in a mental 

breakdown in which present and past mingle inextricably, Miller blends realism and 

expressionism in Salesmlm because this combination reflects the protagonist's actual 

way of thinking, The family set-up in the Loman-house with the four members and 

their interactions in the pn:senl are realistic But the past as seen by Willy in his 

subconscious memory and the exposure of Willy's subconscious life are 

expressionistic. Besidl!s. Ben is introduced 10 us exactly as Willy sees him in his 

subconscious mind. and so Ben is distinctly k ss real than the other characters. This 

becomes most explicit in the card-game scene where Willy talks to Ben and Charley 

simultaneously. as \ .. "ell as, in the last memory scene where Willy tells Ben about his 

SUIcide plan. In the onginal production of the play, to give a proper presentation of 
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Ben on the stage. "Elia Kazan had the part acted unnaturally, like an automation" 

(Parker 45). The pa.<t lime which appears in Ihe subconscious mind of Willy although 

is involuntary, depends very much on his present mental condition. Time in the 

subconscious mind of Willy serves a contrast to the natuml or linear time in the 

development of the plol. 

Fall is Miller's second play in the expressionistic technique. In the stage 

direction of the play it is clearly mentioned that the action takes place in the mind, 

Ibought and memory of the protagonist, Quentin: "People appear and disappear 

instantly, as in the mind; but it is not necessary that they walk off the stage. The 

dialogue will make clear who is 'alive' at any moment and who is in abeyance. The 

effect, therefore. will be the surgi n~ flittin~ instantaneousness of a mind questing 

over its own surfaces and into its depths" ( I). As tbe setting of the stage is skeletal and 

is not limited by the boundaries of reali sm, the realism sought in the play is subjective, 

rather than objective. As in the mind the past and present shi ft from one to the other or 

are simultaneous. 

At the vcry beginning of the play while awaiting the arrival of Holga from 

Frankfurt to Columbia Quentin addresses an almost invisible listener telli ng him about 

his hesitati on of commiuing himself to a mari tal relationship with her because he 

already has had two divorces. He indulges in se lf·analysis reca lling to his mind or 

tell ing the li stener what he did, came to kno w of and e.'<perienced in the past, and th us 

reveal ing how many of hi s commitments - familial , soc ial and political - co llapsed, 

lea\ ing him rather shaky and disillUSIoned regarding himself and his role. 

Quent in is quite uncertai n and uncomfortable concerni ng hIS hold on life tn 

the present stale of his mind he remembers or recalls d ilTerent incidents and 

experiences in the past moving freely in time and space with no regard for chronology. 
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The listener, who may be considered Quentin's own mind or conscience. is often 

addressed by him to express Of confirm what he feels in the present. He tells the 

listener how every morning he wakes up full of hope only to be confronted with his 

life and its pointlessness. Felice, with whom he had a short affair in the past, appears 

and reminds him of meeting her two years ago. The arri val of Felice in the scene, 

Quent in's dialogues with her and the listener, and the appearance of Louise, Maggie 

and Holga. the three important women of his life, show how the different phases ofthe 

past time come to his mind, and he is both in the past and the present at the same time. 

Very onen the memories in Fall, as in the Other plays of Miller, are 

assoc iat ive~ one thing in the present or tbe past leads to another in the past. Seeing in 

the distance two pall-bearers carrying aD invisible coffin, Quentin remembers his 

mother's funeral and admits his inability to mourn for her. His mother appears with 

anns crossed as in death. and he says: '" still hear her voice in tbe street sometimes. 

loud and real. calli[]g me. And yet she's under the ground. That whole cemetery - I 

saw it like fie ld of buried mirrors in which the li ving merely saw themselves. I don't 

seem to know ho\ to grieve for her" (6). He does not believe that grief is grief unless 

it kills someone. This is funhcr conftrmed by what he remembers of his father's 

reac.lion to his motber's death, and we immediately move on to a p..'lS1 scene in a. 

hospi tal where he tell s his brother. Dan, thai their fa ther ought to knm about her 

death. Dan protests saying that it \\-'ould be like sawing ofT his arm. After the news is 

finally broken and the;: disappearance of his mother from the scene, the shocked and 

agonized father is kd away by Dan and the nurses Quentin h!l1S tbe li stener how afte r 

a shan span of time his fa ther reco\cred from his shock. In the middle of Quentin ' s 

sentence a tower begins to light . Quenti n is caught by it and says that he visited a 

concentrat ion camp in Germany. He starts towards the tower. and there is an 
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interruption: Felice appears raising her arm in blessing and tells him to close his eyes. 

Without responding to ber in the past, Quentin in the present wonders why she sticks 

in his mind. His mother appears again and raises her hand in blessing as Felice does. 

Felice says, "1'11 always bless you!" and exits, and the Mother exits 100. Quentin in the 

present starts to tell the listener what he did after they had left, In the middle of his 

sentence Maggie enters, he starlS a fresh sentence and says by spreading his arms how 

in his hotel room he could reach oul and rest his arms on two light fixtures some 

distance apart. Just before he completely spreads his arms Maggie sits up, her 

breathing sound is heard, and she exi ts with the comment "Liar! Judge!" Holga 

appears as in the past and bends to read a legend fi xed to the wall of a torture chamber. 

Sti ll in the present. Quentin says, "Oh. The concentration camp .. . this woman ... 

Holga look me there" ( II ). Immedialely he is in the past " , Ih Holga who lranslates 

and explains what took place in the concentration camp, Their conversation conti nues; 

he kisses her and asks her why she keeps coming back to this place which seems to 

tear her apart, His mother is heard softly singing a musical comedy~ballad of the 
. 

twenties. The reply that Holga ghes, and Quentin ' s response in the past and the 

present to what she says and hi s address of the li stener sho\'" how Ihe Iwo levels of 

time coalesce in his mind: 

Holga. after a parI,,"/!.: she! IS JlsllJrb~J. uflcerlOm: I don ·t know. 
Perhaps ... because I didn·t die here. 

Quentin, fllmlllg qwck(v to the hSfttftl!r : What? 

Holga. Although that \\-'ould make no sense! I don' t really 
know' 

Quentin, going lOwurd the! l .ml!ner at the edge vf lite stage: The 
people ... what? "Wish to die fo r the dead:' No-no, I can 
undc!rstand it: survival can be hard to bear. But I - I don' t think 
I fc!C\ that way .. . . Although I do thi nk or my mother now, and 
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she's dead. Yes' He turns to Hoiga, And maybe the dead do 
bother her. ( 14) 

Holga's dialogue with him continues without any interruption on her side and Quentin 

is very much with her till the lime she leaves him 10 get some flowers. "He stands in 

stillness a moment; the presence of Ihe tower bores in on him; its color changes; he 

now looks up at it and addresses the listener" ( 1 S).His mother appears: Dan enters. 

kisses her and exits. and we immediately move to a domestic scene when Quentin was 

a little boy. The Mother addresses little Quentin, whereas adult Quentin sOlil<Xjuizes in 

the present. The domestic scene continues and becomes more real when it highlights 

to some length without any interruption the strained relationship between his parents. 

At on stage the Mother rushes out after little Quentin; we notice exit of the father and -
Dan, and instantly Holga appears \\;th a bunch of \\'i_ld flowers. The broken 

conversation between Quentin and Holga continues till the exit of Holga and return of 

Quentin to his present self (22). This pattern of link between time and memory is 

repeated throughout the play with Quentin in different scenes in the presence of the 

same or different persons. / 

In his subconscious mmd Quentin is tormented by the loss of innocence 

man ifested in the violence of man and the lack of trust and feeling in the fami lial and 

social lives. In some scenes of the past we see that adult Quenti n cannot obliterate 

from his mind the unhappy relat ionship of his parents. He is very much aware of what 

caused their unhappiness. And so, wherl he marries Louise he nics hard for mutual 

truSt and oneness in their marital life. But tht:if relationship, too, becomes strained. 

Quentin blames his \,ife for this state of their relation.ship and tries to gain credit 

saying how much he cares and \VOmeS about her. He also tries to impress upon his 

"iff! the necessity of trust and oneness in their fumilial relalionship by reminding her 
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of his public commitments. He cannot simply understand what is left of their 

relationship if they arc sc:parate persons. and so he says in desperation. "'When you've 

finally become a separate person, what the hell is there?" He re3lizcs his failure to 

mould Louise according to his likes; he gives their relationship a last try by telling her 

- "but I swear, Louise. if you would just once of your own wi ll , as right as you are - if 

you would come to me and say that something, something important was your fault 

and that you were sorry, it wouJd help." Louise's pronouncement. "Good God! What 

an idiot" (42)! And her sudden exit could not have helped but remind him of the 

similar attitude afhis mother regarding his father. 

In some of the memory scenes and flashbacks we see the value Quentin 

attaches to innocence and the sense of oneness in public life as well. Mickey. a 

professor of law and a friend of Quentin, was subpoenaed by the committee 

investigating un-American activities because it wanted to know the names of his 

radical associates, He tells his colleague, Lou. that he had already been in front of the 

comminee t\ll'O weeks ago and he asked to be heard again because he wants to speak 

the truth, Quentin cannOI suppon M ickey's ,concern for self-interest and his 

indifference to the miseries of his past and presl!nt time associates and friends, But it 

does not mean that Quentin is above his OW11 self-interest. He tells the listener in the 

present how he avoided Mickey during the latter'S time of crisis, He is very much 

aW3re of his own limitations with regard to Lou as well. When he comes to kno\",' 

about Lou 's death he tells Louise about the gap in his friendship with him: In the last 

meeting bc:twcen them Lou S3id that he was his only friend Quent in th inks that it was 

a dre,adfullhing to hear becausl! he was quite 3\\ '3rt about himselr. Tears well in his 

eyes as he says - .. It \\'3 S dreadful because I was not his friend either, and he knew it. 
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('d have stuck it to the end but I hated the danger in it for mysel f, and he saw through 

my r.i lhlessness ..... (59). 

Act Two begi ns with Holga address ing Quent in and approaching him wi th 

open arms. As he turns from her to the listener, she moves out. He says that he does 

not mind waiting; asks how much time he has and looks at his watch. Instantly Maggie 

appears in a lace wedding dress; Lucas, a designer is on his knees, finishing the vast 

hem. Carrie, a Negro maid. stands by. holding her veil. Maggie, In an ec.'fta:ry offear 

and hope says: "All right, Came, tell him 10 come in! A.~ though Irymg the angular 

wordli: My husband"! Carrie, walking a few steps to a P Olnl, where she halts: says: 

"You can sec her now, Mr. Quentin" (63-64). They are gone and Quentin in the 

present philosophizes to the listener on love and his women, punctuated by the 

presence and exit of Holga, appearance of his mother, and Felice. who is about 10 

remove the bandage on her nose. All this shows how the past merges completely with 

the present in Quentin's mind. He says about Felice - "Maybe that's why she sticks in 

my mi nd. He walks around her. peermg. Well, that's power. isn' t it? To innuence a 

girl to change her nose, her li fe? ... It does, yes, it frightens me, and I ",ish 10 God ­

Feltce reuses her arm - she'd stop bless ing me! Mother e.,'(liS on upper plat/orm. Ht! 

lallgh.~ Imeasily. sllrpn~ed at the force of IllS fear. Well , because there IS a fraud 

invohed, I have no such po\\,cr" (64). Immediately we lind Maggi( in man's pajamas 

reminding him adorably over telephone about her four years after their first meeting. 

Quentin, glanCing from Maggu! 10 Fd tce. t~ lI s the listener about the simibrity he sec:s 

in thei r at11t\1d~ to\\ards him. Holga appears at a cafe table and tells him, "110\-.: the 

way you cal ~ You eat like a Pasha, a grand duke" (65)! Quentin's words to the listener, 

"Yes, adored again! ", show how cautious his past ex.periences have made him. 

Dhaka University Institutional Repository



191 

In the present Quentin has no illusion about himself y.rith regard to his second 

wife, Maggie. In a past scene when we see Maggie telling him about his influence on 

her life because she found him different from the other people, he t ri es out to the 

listener tell ing him what a fraud and a liar he is. Later on we find Maggie tell ing 

Quentin that she would do anything for him because to her he is like a god. When 

Quentin tells her that anybody would have told her to mend her dress. she replies in 

the negat ive and says that they would have only laughed at her or tried to take 

advantage of her condition. Quentin, very much aware of his mundane limitation of 

his exalted position in her eyes. tells the listener: "Yes! It's so clear - the honor! The 

first honor \vas that 1 hadn 't tried to go to bed with her! She took it for a tribute to her 

' value.' and I was only afraid! God, the hypocrisy'. ... , (72). 

In a memory scene we see that when Quentin marries Maggie he takes total 

responsibility for her. But he soon discovers that she is set on a course thai can only 

end in self·destruction. Fully aware of his limitations that, unlike God he does not 

have the capacity for selfless love, he withdraws to become a separate person. 

Quentin' s experiences in the past are very much alive and vivid in his mind The sense 

of right and ' ''Tong makes him aware of his tilt towards the latter. Tormented and 

hounded by his past fai lings and fail ures. he does not leel confident to take another 

life , especially the life of tht! woman he loves. into hi s hands. Quentin's dilemma, 

which Miller points out In " Fore\\ord 10 After Iht! Fa"', is the product of his memory 

In relation to different levels of time: 

He is faced. in short, with \ .. hal Eve brought to Adam - the 
terrifying fac t of choice. And to choose, one must know oneself, 
but no man knows himself who cannOI face the murderer in 
him, the sly and everlasting compl icity with the forces of 
destruction. (£.t.wy.\· 256) 
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In the present. Quentin no doubt understands himselfbener than the past in the light of 

the past. Being a j urist he has put himself in the dock and tried to see everything 

objectively, quite unlike Wi lly Loman. the protagonist ofSa/esman. 

In l'vlt. Morgan Miller exploits the characteristics of both memory and dream. 

Unlike Salesman, Miller does not limit here memory experiences to the protagonist 

alone, At the very beginning of the play we see the protagonist, Lyman Felt, who has 

met with an accident, deeply asleep in a hospital bed. His one leg and one arm are in 

casts. He starts talking as if he is conducting some office activities in the past His 

father addresses him further back in the past. He does not approve of Lyman's 

activities and says. " I'm sorry to say you very stupid boy. big disappointment." Lyman 

responds saying, "1 promise. Papa~ I promise!" and wakes up (2). Time, which is 

treated here and in some cases in the dreams of Lyman, is shaped by the 

characteristics of a dream. This time, which is purely the product of Lyman's 

subconscious mind, lacks the order and duration of objective time. But as in dreams 

the past and the present become as real as the present. Dreams in some cases may 

affect the person concerned more than !.he mcmory experiences, which are brought to 

light by the subconscious mind. Lyman comes 10 know from thc nurse what has 

happened to him and that he is in Clearhaven Memorial Hospi taL His wife, Theodora, 

and daughter, Bessie, have arrived from New York. but he docs not wnnt to Sl.--e 

anybody. As the nurse exits we see Lyman in hospital gown but not bandaged. The 

empty cast is on the bed. He has a vision of all thai passes hem/cen Theodora and 

Bessie in the hospital waiting-room where they ate seated on a couch. Like a spirit he 

is m ... isibk and is free to move 10 any place. Hc sits beside his wife and daughter, and 

is impressed by \Vh3t the fonner tells to console the laner. He also hears them talking 

about his mother and reacts to what they say. As his second wife, Le,ah, enters he is 
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terrified, claps hands over his eyes and uners: "No, she mustn ' t! It can ' t happen! II 

mustn' t" ( II )! He starts to nee but finally stops to see what happens. As a 

conversation develops among them leading towards their identity. Lyman is horrified 

and desperately wants them not to continue funher. Theo and Bess ie are shocked to 

know that Leah is Lyman ' s wife. As the nu rse announces that the doctor would like to 

see Mrs. Felt, both Leah and Thea start toward her. Theo sways and starts to fall to the 

noor, Nurse and Bessie catch Theo, and Leah yells frantically for a doctor. At this 

point the scene ends. 

The next time we see Lyman, he is having a dream. Lyman's father upbraids 

him for being preoccupied with his interests in girls. As Tom. a lawyer friend of 

Lyman, enters, the nurse tells him about Lyman's condition. Tom wakes him up. The 

dream being in his mind, he asks whether Tom is in the store. Tom says that it is the 

hospital and that Theodora called him. It seems Lyman saw in a dream a1\ that 

happened earlier in the hospital waiting room. Tom says that Theo and Leah have met 

already. The conversation conti nues: 

Lyman, Pause. He !urugg/es to orrent Jllm,fe /f Theo ... didn' t 
collapse, did she? 

Tom: Yes, but she' s come round, she' ll be all right. 

Lyman: I don ' t understand it, I think I dreamed the whole 
thing .. 

Tom: Well , that \ .. ouldnOt be too difficult , it's all preuy 
inevi1able. (40) 

Lyman discusses , .. i th Tom his predic,ament n:gardmg his two wives and children. 

Theo and Bessie enter the room and try 10 talk to Lyman. He manages to respond three 

times and then his eyes close: deep snores c:mc:rge from him. ext we see Ihot Lyman 
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has moved out of the cast. He is in a hospital gown but unbandaged. There are 

apparently two Lymans - one in the cast lying in bed and another out of it reaching to 

Thco's words. Everything takes place in lyman's mind as in a dream. When Leah 

enters Theo wants to gCI rid of her. As she is about to lay her hands on Leah, Lyman 

throws his arm up and cries out imploringly, '" want everybody to lie down" (46)! He 

makes Leah and Theo lie on his two sides and talks to them. At one stage we find that 

he and Leah link arms as they walk and sit together on a park bench. It seems to be the 

meeting alter their first physical relationship. Here we find no time barrier between the 

past and the present. At the beginning when Lyman is in the cast we fi nd Tom asking 

Lyman to give Theo a few minutes for saying goodbye (42); at the end, too, when 

Lyman is back in the cast we find Tom asking him the same thing (56). All that 

Lyman has said and all that has gone on in between have been the product of Lyman's 

subconscious mind and covers no time at all. Lyman's subconscious desire for an ideal 

bigamy where there is no contlict between the 1\\'0 wives is demonstrated with his 1\VO 

wives in bed with him at the same lime, This is also sho\1/T1 later on when Lyman 1n 

sleep has a vision of his two wives preparing meal in the kitchen as the best of friends,./ 

In some cases, the memory scenes in the play are mere flashbacks of the past 

experi~nces and occurrences relating to a particular character or characters, Tom has 

known the Felts for about sixteen years. He comes to the house of Leah, who claims to 

hi! Lyman's second \\ifc, 10 read Lyman's will . Tom tells leah that although the \\i ll 

recognizes her son as Lrman"s son, she cannot estab lish her claim to be his \\ife 

becaUSe! Lyman never di\orced his \\if~. Theo, he infonns Tom that she 

accompanied Lyman to Reno to obtain the divorce decree. She sa)s, "God, I'd 

forgotten all aboullhis .. , Rreuh off How could J have been so stupid ! - You see. it 

was July. a hundred and ten on the street. so he had me stay in the hotel with the baby 
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while he went to the court to pick up his divorce decree ... .. (22). She says that she was 

curious to see what 8 decree looked like. Immediately we go to a scene in the past. 

Lyman enters in short·sleeved summer shirt and tells Leah that he threw the decree 

away; she asks in surpri se ' why?', and thei r conversation continues: 

Lyman: I don'1 want to look back. Darling, I feel twenty·five! 
Laughs. You look stunned! 

Leah. k,sses him lightly: [ never believed you'd do it. darling. 

Lyman: I know. It's a miracle. fie draws her 10 him: Tom ;s a 
f""'fee l away. I reel li ke no"i ng round me like I"m like a rock 
in the river. - I bave a car and driver downstairs~ come to your 
wedding Leah my darling! (23) 

Leah tells Tom that she cannot understand wby Lyman lied to her. Tom recalls that he 

and Lyman had a discussion about a divorce about nine years ago. Next. we see 

Lyman entering in a business suit, and he and Tom are in the past. Lyman taJks about 

bigamy. what people think about his business partner. his cheating on Theodora, his 

having fallen in love, divorce, etc. Leah is bewildered because it was Lyman who was 

pushing her to get married, and once she was pregnant he simply would not listen to 

reason, Before she can complete the sentence we see a paSt scene: Lyman wants to 

have the baby. He is definite that it will be a boy and names him Benjamin Alexander 

after his father and mother's mother, As the conversation continues we kno\ that 

although he is in earnest to have the baby, he wants their relationship to remain as it is. 

But Leah's main concern is the baby and its parentage, Before leaving. Lyman tells 

her to give him a \\ ec:k to teU his wife, Theo. Ihat he is going to marry her. Tom's 

comment in the present " I see" proves Ihal he Comes 10 know what happened bel\\een 

Leah and Lyman through Leah. Tom also gets to know cenajn things about the past 

from Thco. Alone stage " .. hen Theo tells Tom Ihat Lyman tried to kill her, the scene in 
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the past is revealed to us. We see Lyman in swim-tlunks and Thea in a swim-suit. 

There is an announcement about the sighting of sharks in the water. She does not take 

the warning seriously and says. "sharks arc impossible this time of the year: ' Lyman 

says in reply, "I know I shouldn ' t say this, Theo, but how you can hang onto your 

convictions in the face of a report like that ... j ust seems . .. I don 'I know - fanatica'" 

(65-66). Before diving into the water she wants to wano up, and so she backs up to 

make a run for it . Lyman does not agree to join her. As she starts running behind him 

toward the w:ller, he catches sight of a moving shark, and as she comes abreast of him. 

he suddenly reaches out and stops her at the edge yelling at her to stop. Tom says in 

the presenl - -rhat sounds like he saved you" (67). Tom's reaction to the scene in the 

past indicates clearly that the past here has been described in flashback. 

Certain things of Lyman's past life are revealed to us in memory scenes. which 

affect no one but himsel f. These memory scenes are not chaotic or nonsequential as 

we find when Thea along with Bassie comes to see her husband in hi s hospital room 

to say goodbye to him. She accuses him of his relationship with Leah and other 

women_ She says that Lyman has been ut1erly se llish and that he has never loved 

anyone Lyman in his defence: says that he made both Leah and Thea ha ppier than 

they had ever been in their li ves. Theo says sarcastically. "Really and truly happy" 

(93)! Lyman steps out of the cast and says. " In fact if' dared admit the whole idiotic 

truth, the only ant: who suOered these past nine years - was me" (93)! The scene.: 

changes to thdr safari in Africa before nine ye.ars. Although they are all very happy, 

Bessie obser\ocs some kind of sadnr:ss in him. As tht:y see :ll ion heading toward them~ 

Bessie and The.:o get into th~ car as instructed by the guide but Lyman holds ground 

ignoring the guide's call. The lion gj"es a roar. Lyman, \\; th eyes on the lion and 

shout ing toward it with c.:xhilanu ion sa}'S . .. , am happy, yes! That l'm married to 
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Theodora and have Bessie ... yes, and Leah. too'" (99)! He also says about the 

immense fonune he has made and that both he hand the lion love their lives. Thea and 

Bessie are simply amazed because the lion turns back. They are proud of him: he tells 

them what he plans to do in the future, which makes Theo happy beyond all limi ts. 

Lyman tells them about the time he ""i ll spend with them without forgetting to add, 

"except maybe a week or two a month in the Elmira office!" A! Theo and Bess ie 

leave, the nurse addresses Lyman in the cast and says that she does not understand 

\\lhy a man like him married Theo. Lyman is in the past once again. He stares ahead 

and Leah appears as before when she was about to go for an abortion. He tells her to 

cancel the operation giving her tbe assurance that he is going to ask his wife for a 

divorce just the next day. He tells her about having a son wi th a gi rl he knew. He says 

- " A long time ago now. - I' m ashamed of this - I convinced her to have it. I was 

crazy about her. But I had to break it ofT or lose my marriage. It was torture .... ' ( 1 03). 

He tell s he r how he met his son at the ai rport in Los Angeles after seventeen years. He 

could not introduce himself because his son was sure to feel he had betrayed him. and 

so hate him. The sense of guilt makes him tell Leah repeatedly not to go for abortion. 

Even afler they part the past time continues, but the scene changes. As promised 

c:.uli t! r Lyman comes to Theo to ask her for the di vorce. Thea receives him with a 

~shme rc sweater wishing rum 3 happy bin hday. She is overjoyed for being able to 

gi\ c him Ihis IOHly present. She tells him dd ightfully abo ut another surprise, that is, 

she got tickets for the theater and a table booked fo r dinner. Lyman makes sevt!ra l 

attempts to tdl her "hat he has come for but he has to abandon the idea in the face o f 

Theo's olr'crnowing love and care fo r him. Back to the! present he! says to him.self, "No 

guts. That's the whole story. No guts" ( I06)! The "cry next moment we see Lyman in 

the past again. This time ht! has come to the hospita l to see Leah who has given bin h 
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to a boy. She, like Maggie before her marriage to Quentin. is prepared to continue the 

relationship with him without any kind of strings attached. Lyman tells her, Give me a 

month ! By June first f either settle with Theo or I disappear" (110). After Leah is gone 

we find him in his cast again, and Leah in the present comes to visit him and 

announces her presence. 

Clock deals with the past in America as reproduced by Lee Baurn and 

Robertson from thei r memory. The play opens with Lee Saum in his fifties facing the 

audience and tell ing about the only two truly national disasters. He is apprehensive of 

another. Robertson in his seventies enters and just tells his point of disagreement, 

which is, that the American people are now more aware of ups and downs, so a total 

emotional collapse is not possible. Lee and Robertson in the present, despite being the 

dramatic personae, seem to address the audience as it could be in the Epic Theatre. 

Besides, like a chorus they comment on and reveal the past. In the play two times are 

shO\\TI - {he present and the past. The past covers the time immediately before the 

crash and during and after the crash. 

Lee and Robertson talk about the Depression years. Robertson tells Lee how 

he made more money during the Depression than he ever had before by sellmg his 

shares and remov ing hi m.self from the market. Rose 8aum, in the past, appears softly 

playing the piano. but although hcr sight moves Lee, their talk continues. Lee says, 

"But there were ~'"Op\e "ho could not pull out because they belie .... ed. And ",ith all 

their heans. For them thc clock would never strike midnight , the dance and music 

could never stop .. .. (2). Robe rtson recalls the p!ople who believed in the boom. and 

Immediately we arc in Ihe past. C\t1rence. a black shoeshine man enh:rs. sets his bo~ 

down: Robertson approaches him. and Lee moves in another direction toward Rose. 

Robenson in his fonies asks Clarence how he is doing and puts his shoe on the box. 
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Before Clarence can respond the scene changes to a domestic one where Rose asks 

Lee, now a boy, to sing Lee sings the first line of "for I' m just a vagabond Lover" ­

there is a blackout on Rose and Lee, and WI! see a continuation of the Clarence·and­

Robertson scene. Clarence requests Robertson to invest fo r himself another ten dollars 

on the General Electric. Robertson tries to discourage him and leaves. We are back to 

Rose at the piano playing Vagabond Lover softly. Before taking his position in the 

past. Lee comments on " .. hat [he different people achieved by banking on their belief, 

and finally expresses his disappointment with his mother's bobbing of her long hair. 

His comments merge with the past. and his mother defends her new hai rstyle. The 

scene now concentrates on the Saum family before the Depression. 

In the next scene we see Robenson advising Dr. Rosman to sell all his stocks 

and buy gold bars. The next lime we see Robertson he is with Lee in the present 

talking about the financiers Jesse Livermore and William Durant. The flashback takes 

them back in time and we see them ,,,lith Tony in the latter's Speakeasy. They talk 

.OOUI the deaJh of Randolph Morgan, a broker. Morgan's siSler, Diana, who has an 

appointment with Robenson, joins them. Soon we see the impact of the Stock Market 

Collapse On these two millionaires who within minutes lose al most everything they 

owned. The scene continues with Robertson joining Diana. He tells her about her 

brother's death. All fade except Robenson, \vbo turns to face the audience. He is in the 

present and tells the audience about the fate of Livermore, who shot himself in thc 

bathroom of a hotel. Tht! past once again merges wuh the present. We see the boy Lee 

as he rides on a bike. Robcnson asks Lee in the pre~nt about the death of Livermore. 

Lee n!plies and Rose. otTstage in the past, calls for him. Saying "interesting" in 

response to Lees reply, Robcnson \\'alks into darkness. and Rose appears. The scene is 

the Baum house, but this timt: ' it is during the Depression. Rose's sending of Lee to a 
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pa\.l,l1 shop with her diamond bracelet, and Moe's getting rid of Frank, their chauffeur, 

are indicative of their financial crisis. As Frank. relinquished from service. walks 

away. Robertson, in his seventies, appears again and says that they just walked away 

to nothing, no unemployment insurance, and no social security, just fresh ai r. He adds 

to say about his feeding of a number of hungry people every night - "There were 

seventy-five new ones every night. It began to look like Gennany" (20). Lee joins him 

and says how the population jumped overnight on a certain block as the married 

people and parents with children came bock home. The flashback then shows the 

Bawn family during the Depression when we find the uncomforuble Grandpa lodging 

\\i th them. Lee in the present comments on how everything fell apart and the system 

broke down, We see in flashback how some Iowa fanners took the law in their hands 

to stop a judge from the legal auctioning of Heruy's fann_ The scene changes to the 

Baum house where we find Lee talking about his tuition ",,; th Moe. Three hundred 

dollars tuition a year is too much for Moe, who simply lies back in chair and closes his 

eyes. Lee says: "Minnesota here is, a hundred and fifty. for instance. And Ohio State is 

about the same, 1 think. Tums to Aloe. awaits reaClion. Pa? Moe IS asleep. l.ee closes 

cata/oguo! and loo/cs/rolll " (29). He continues, but this time it is no longer the p.1St . it 

is the present. He says: 

He ahva.ys got drowsy when the news got bad. (.\1ove.f 
duwmlage). And the mystery of the marked house began. 
You'd sec the strange r coming down the street - poor and 
ragged - and he-d go past house after house, but at our 
dri \ cway he'd make 3 nite sel f-assured tum right up to the bad. 
porch and ask for something to eat. Why us? (29) 

ex t. we see Henry, the fanner from 10wo., ringing their doorbell in search of \' ork . 

He almost fa ints in starvalion> Lee 's grandpa tells him nOllO bother about the str.rnger 
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but to worry about himsel( Robertson asks ho\\' he reacted to that advice. Lee says 

that all he knew was that, it was a very strange July. He had graduated from high 

school but nobody was mentioning college any morc. Then the flashback takes us to 

the Baum house in the past where the scene starts with his talk with Rose about his 

enrolment in a college. The episodes from the past 3rc thus revealed and commented 

upon by both Robertson and Lee. 

The progression of time and the change of place as have been shown in this 

play do not take place in a real istic manner. Robertson and Lee simply alter their outfit 

and physical appearance to change their position in the context of time. The plOl 

moves freely in space and time. The flashbacks are associative. A comment in the 

present on some incident in the past shows something similar during the same time to 

make it more elaborate. The lime in the present stands still . The plot does not develop 

in the present. The hands of the clock, which move forward in a systemat"ic and 

rhythmic manner. represent no forward motion in this play. On the other hand they 

move backward and forward and vice--versa in the past. This way Miller has been able 

to show through the memory of Robenson and Lee the past time, similar to the time 

traversed by tbe hands of the clock. till the present. and the true nature of the present, 

which is fixed and unchanging. 

So far we have se:en the coexistence of the different periods or levels oftirne in 

memory. The fact that memory can be blocked to time. whether present or ",,'lS1, has 

been shown in I .()v(! Story, ('em'/ Uem.:mbe,.. and C/Ur(l - all three \\Titten and 

produced in the 1980s. The first play nOt only shows how memory can be consciously 

suppress(!d, it also shows how on(! travel s buck in time: in mcmory despi te the altempt 

to k(..'cp one stuck to the prescn!. In Love Sto"y. Torn O'Toole, a detcctive. is anxious 

to solve a five-year old murder because he is sure that his client. Felix Epstein, who 
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has been kept in prison all these years. was falsely implicated in the crime. Angela. a 

call girl. knows that Felix is innocent but does not tell her one· lime lover, Tom, whom 

she has called into her apmment at night, aJl that she knows. Maneuvered into an 

emotional comer she offers only fragments of information, the hints of funher 

revelations. She tells Tom that she has been losing her memory and consciousness of 

her surrounding. She narrates that during the day she was walking past the piano store, 

Ramsey' s, and all she remembered next was that she was sitting on the fender of a 

parked car with a whole crowd of people around her. She sa),s, "I go blono for longer 

and longer stretches, I think. Sometimes I get the feeling that I don't know where the 

hen I been all day, or what I said, or to wbo I said it" (31). Tom suggests that she 

should go to a psychiatrist. Angela feels that it would be of no use because he would 

simply say that she is schizophrenic, which is nothing new to her. If what Angela tells 

is true, then we can surely say that her memory is at limes blocked to what happens in 

the present. But laler on she admi ts to Tom that what she said eartier about her 

temporary loss of memory is not true. In reality she was picked up into a cruiser by 

two cops and a detective. They asked for the letters written to her by Charley, the 

prosecutor of Felix, and threatened her with dire consequences if she did not comply 

with their demand. But Ihal does not mean that Angela IS wi thout any psychological 

problems. Psychologically, Angela is unstable to the extent that her personality is in 

constant danger of fragmenting. Profoundly frightened by what she experiences in her 

mind, she retreats into 3 series of alternative personalities Angela ' s personality 3t 

limes di sintegrates. Psychologically sht: goes back to her past and forgets the prescnt. 

In one such fit sht: th inks thai she IS linle Emily and bt-haves like an eight·year old 

girl. Tom tries to hold her to the prescnL Nor succec:ding. he treats her like a Iinle girl. 

He says: "Okay, Emily ... (OfJl!nmg hiS coal and holtlmg ullf IllS fXllms.} ... see? 
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Nothin' on me at all. Okay, darl ing? Why don't you come out and we get a litt le ice 

cream from the comer? Your father's gone, honey - honest. he won' t be comin ' back 

tonight" (47). He then te ll s Josh, a psychiatrist , over telephone - "Oh, zonked out 

again, being Emily now, all scrunched up like an eight year old .. . " (47). Soon Angela 

c.omes round and is very much herself in the present. Later on, faced with Tom's 

charges and questions she turns into 8 new personality. Renata Marshall . a terribly 

austere. dignified lady with upper-class speech. She tells Tom. " ... it might just be a 

terribly good idea for you to think a little more highly of me and stop irritating me" 

(58-59)! This spell too, soon passes, and Angela is back to the present. Although 

Miller does not tel l us about Angela's past in detail, by making Angela transfonn into 

different personalities in her subconscious mind Miller is able to glve US a good idea 

of her past life. 

At the begiMing of the second play. ClIll', Remember, Leonara enters her 

long-time friend Leo's living-room kitchen through the open door. They discuss 

various things relating to their past life and experiences, But Leonara has some 

psychological block to admit the past into her memory. This block is not total and 

compll!te. She remembers the faith the people had in Ne\\>' England. She thinks that she 

has no purpose in life, and that she is totally useless, At times she is oblivious of 

cenain things she did in the past. Leo tell s her to do something and take up the piano 

again, She is surprised at the suggeslion. and sa)S, "1 don't know where I'd ever bebrin 

a thing like that:' Leo then suggests an accordion; she is surprised even more and says 

that she nevcr played the accordion in he r life. Leo tells her of a pany where she 

played the accordion. She sta res and says in reply: "Sometimes .. 'think ' remember 

something, but then 1 \\onder if I just imagined it My whole lire often seem 

imaginary. II ' s very strange" (7-8). Leonara often says that she cannot remember 
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anything: She does not remember to have eaten bread just the previous week. She does 

not remember to have used rOSl!mary in food , though Leo tells her that she used to use 

a lot of it. especially on gigot. 

Leonara's mental block to the past is not total as the following conversation on 

the gramophone retord that she finds in a packet sent by her son sho\\'s: 

Leo: Another record? Oh Christ. 

Leonara (IIncerlain): He never sent me a record before. 

Leo: Sure he did, about three years ago. that goddam Indian 
music, it was horrible. 

Leonara: Yes. I remember now ... it was wonderful for a certain 
mood. (12) 

Leo suggests 10 Leonara that she should take a trip somewhere and find somebody to 

go along wi th her. She observes that everybody except l eo is dead. In reply to another 

suggestion that she should visit Asia because she has never been there, she says that 

she had been there when Frederick did the Ganges Bridge, and they stayed with the 

Maharaja for six months. She tells hjm about her experiences there, about her fi rst 

meeting with Frederick, and all that Frederick told ht!r mother ubout her. Leo says. 

"Sec now? You remembered all that" (19)? She wants to play the record because her 

machine is broken. She says, "Am I \\Tong? Didn ' ( you and t dance once?" Leo 

reminds her that there must have been a couple hundred nights when he would come 

over to her and Frederick and just the three of them would play records, and Frederick 

and he would take turns dancing with her because she would never get tired. He also 

says that they would drink a dOlen bottles of wine: and that Frederick had a fantastic 

French corkscrew. Now Leonara does nOI complain that she does not remember 
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anything. On the other hand, she tells him that she thinks she still has the corkscrew. 

Before she leaves, Leo tells her: "We could have 8 lot more interesting conversations 

if you"d stop saying you can' t remember anyth ing" (23). Quite obviously, without 

Leonara' s past memory Leo does not find her as she should be. On the other hand, 

Leonara., too, remains incomplete and unreal without her past. 

At the very beginning of Clara we find that Detective Lieutenant Fine and 

Officer Tierney have come to Clara Kroll's apartment-office where her murdered body 

is lying. Clara's fatber, Alben Kroll 's mind is completely blocked to the fact tbat his 

daughter is dead. The shock has made him oblivious of certain things in the present 

and the past I ie mixes Fine with Bert, one of his past time friends. Kroll however 

faces no problem in teUing Fine that as a child Clara did not know what danger was. 

He describes how she faced a dog, which scared off everyone on the street. He 

remembers her age and says that she was twenty.eight last July. He also tells Fine that 

"she was mainly interested in prisoner rehabilitation," "worked for three years in 

Botsford Penitentiary ... and also Mt. Cannel;' and that the people who got out of the 

prison idolized her (3)·34). Later on he admits that he did not tell his daughter 

any1hing about the risk implied in her job because he was in a way proud of it. Allhis 

moment Clara is shown entering with a birdcage, waggling her fi nger at the bird Kroll 

says that his words to Clara would be of no use because she would always give the 

ans\\er - " If my work requires me to be in a place ..... He continues mouthing the 

\\'ords as Clara says, .. ... pt:oplc somehow know it and they never hassle me:' And 

Kroll says simuhaneously. "Never hassle me" (38) We see here that in his 

subconscious mind Kroll's memor;. of Clara is so vivid and so much in one with her 

that. at times "c find her appearing physically nnd Kroll repeating aloud her words. 
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At filSt Kroll does not remember that Clara had a piano, but soon he recalls 

thai he played on the piano one evening. Gradually he reveals that a young man who 

had been in prison for murdering his girlfriend but was out of it a number of years. had 

an intimate relationship with Clara. Kroll cannOt recall his name. He has no problem 

in talking about his landscaping business in the past and his present association with 

Ruggierie Construction. but he does not remember the name of the person whom Clara 

brought to his house. He says that be will get through and it will come to bim. Fine 

tries to reconstruct his memory regarding the person by asking leading questions. like, 

where he used to live? Wha' sort of fella? Jewish, Irish, Italian ... ? Short? Tall? Did 

she drive him up? How did Clara greet him? Was the person introduced to him? Etc. 

Fine tells Kroll - "You know about mental block, don ' , you - you've been '0 college. 

haven ' t you?" "Generally - you probably know - we block th ings we' re ashamed to 

remember" (40). Kroll's answer is in the afTinnative. Fine keeps on questioning him. 

"Luiz appears overhead and quickly fades out. ,. Kroll just mentions "Luiz" and asks 

himself why he saw it like on a screen, Yet he does not remember the second name. 

But he remembers what the person was wearing and what his wife. Jean, ,vas doing 

during that time. 

Fine wants to know how Kroll felt when he 'vas told about the person being in 

prison for murdering his girlfriend Fine says, ''I'm wondering, Albert - are you guilty 

because you didn' t put your foot down right then and there'" (43)? He also says thnt a 

murderer is a murderer. and no kind of social injustice or di scrimination should be 

brought to his defence. All this confuses Kroll and he cannot give any explanation. 

lmmedialely there is a memory scene, and \\c find Kroll discussing \\;th Clara her 

relationship with luiz: 
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Clara: He has two things that are a lot like you, Daddy. He 's 
soft and he's strong. And he's overcome so much that we can't 
even imagine. But it's made him deeper, you see"! It's made him 
love life more ... 

Kroll : I don' t understand enough about the mind, darling. How 
a man can ever kill a woman. 

Clara: But you've killed. 

Kroll : In a war. That 's a different thing. (44-45) 

Claro tells her father about uncontrollable rage. She reminds him how this rage made 

him grab an att:lcking Japanese and bend him over his knees till his back broke. Still 

he cannot justil)! Clara's defence of her boyfriend. He tries to discourage ber from 

continuing her relationship with her new friend by telling her that he is not sure 

whether her friend is in love with her or she is simply a medal for him and that he 

considers her like an accomplishment. Clara understands that the matter has not been 

settled Kroll blesses her, she walks into darkness, Kroll is back to the present. and the 

talk between him and Fine continues: 

Fine: Where ""'Quid that be, some island? 
Kroll looks af him. Im,·omprehendmg. 
That fight in the tent. 

Kroll : Ohl Yes, the Philippines. Was I talking? (He hr\!ok.f off. 
{XWlIS a/ Fmc, And $11/1 confused ahO/lIII.) 
Ofcou,," I was. I'm sorry. (45) 

Thl:! abo\-C example IS Illustrative of the ract that Kroll's memory IS nOl simply the 

remembrance: of the things past. At times he also mumbles out part of it quite 

u",~onsciousl)' . 

T i~ me)' enterS the room carrying a record of Kroll in its covc!r. Krolt tells Fine 

that many years ago he had a choral group for a while. As the rc!cord plays, he goes 
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back to the past and we see him in the company of young Clara, At her insistence he 

tells her how he joined the war as an officer and gives an account of one of his 

exploits in which he saved some of his soldiers from being lynched. Clara is all 

admiration and praise. She kisses him. And as she moves backwards and finally 

vanishes. he is terrified and cries out "Clara!" A doorbell rings and Kroll is back to the 

present. Hernandez suddenly blazes up in the air above and vanishes. Kroll's mental 

block with regard to the past di sappears completely, and he utters loudly -

"Hernandez." "Luiz Hernandez. Worked at Kennedy. For Pan American" (56). In 

sho\\ing Fine leave the place instantly. Miller exposes here the professiona] side of a 

detective. who unlike a psychiatrist, is interested only in crime and not the person. 

Time in Memory discussed in this chapter generally deals with the wide range 

of past time, Time in the present proceeds in a linear manner. ,,,,'hereas time in memory 

does not adhere to any chronological order. Time in memory moves forward and 

bacbvard quite freely. At times the change of time is Quite abrupt and at times it is 

indicated in penumbraec manner with double exposure where the changed time and 

characters gradually supplant the existing oncs. In some cases the memory scenes are 

shO\ ... n in flashbacks with conscious awareness of one or morc people, but in some 

other cases these scenes arc involuntary and concerns the individual persons onl y. 

Whether flashbacks or subconscious travels in time - they arc most ly associative - one 

thing or event in the present or past leads to another si milar or contrasting thing or 

event in the past. When the memo!)' unfolds an experience or incident of the past in 

the subconscious mind. it becomes as real and alive as anylhing that takes place in the 

present. 

Memory in Miller's plays is both conscious and subconscious. In Salesman, 

what Willy tell s his v,:if~, Linda. and his employer. Howard, it is conscious memory. 
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Same is the case in Full regarding what Quent in tells the listener about his oYm past. 

But in Fall, unlike in Salesman, the conscious memory. too, is fully subjective because 

the listener is no one other than Quentin's own mind. So what Quentin sees and 

experiences are very much the product of his own thoughts. Willy has absolutely no 

control over his subconscious memory experiences also, bUI it is rather different with 

Quentin. Quentin's wishes and expectations give rise to his memory experiences. and 

besides, the memory experiences in a way explain his present doubts and fears. In 

Glass. we see the memory experiences of not only Lyman, but also his two wives, 

Leah and Theodora. Here the degree of control on the subconscious memory of the 

three characters is more than what we find in Futt. In Clock the control is still morc 

because an observation in the present is clearly confirmed or supported by what 

follows in the memory scene. Memory in Love Siory is unlike the memory in any 

other play. The subconscious memory in Angela affects her so much that it completely 

disintegrates her personality. the manifestations of which we see in reality \,,.hen she 

behaves like little Emily and Renata Marshal1, 

The sense of the past and the present depends exactly on the conscious 

perceptions and reproductions of memory expenences. Our awareness of the past 

dc:pends on what the memory retains. Without memory. as in the case with Leonara in 

(an °1 Remember. there is no past Miller also shows through Kroll in Clara thai to 

some people the past as well as the present may not have any existence because mental 

or memory blocks c·ause similar blocks in the awareness of time as well . 
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Unity of Time 

The Unity of Time is the only time related concept in drama on ",:hieh there 

have been elaborate theoretical discussions since the days of Aristotle. It is one of the 

three unities, also called the unities, which stand for a certain limit to the duration. 

setting and action or a dramatic plot. Popularly. though not justifiably, kno\\on as the 

Aristotelian or the Classical Unities, most neoclassical cri tics considered them the 

binding rules on all playwrights. In Dryden's A ll J:.)·say oj Dranla/lc PoeSIt! we get il 

detailed discussion aD the unities. Cri tes. one of the four interlocutors, tries to prove 

Ihe superiority of the ancient classica l playwrights to the English pln)'\\Tights on the 

grounds that th..: ancients were faithful imitators and wise observers of nature which 

according to him were the outcome of their scrupulous fidel ity to the unities. Going 

into detai ls, first of all he talks about the unity of lime as practised by the ancients: 

The Uni ty of Time they comprehend in 2~ hours. the 
compass of a Naturnl Day~ or as near it as can be conmv' d: 
and the reason of it is obvious to every one, that the time of 
the feigned action, or fable of the Play, should be 
proportion'd as near as can be 10 the duration of that lime in 
which it is represented: since therefore all Plays are acted 
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on the Theater in a space of time much within the compass 
of 24 hours, that play is to be thought nearest imitation of 
Nature, whose plot or action is confin'd \v1th in that time~ ... 
(146) 

He concludes the argument by saying that it is the poet's duty to take care that no act 

should be imagined to exceed the time in which it is represented on the stage, and that 

the intervals and inequalities of time may be supposed to fallout between the acts, 

A number of neoclassical critics and writers beJiev~d Aristotle's Poetics to be 

the origin and source of the unities. What Aristotle said on the unities may become 

clear if we go through a standard translation of Poetics or On the Art of Poelry and the 

comments of some critics on the work. 1n Chapter 5 of On the Art of Poelry while 

talking about the similarities and differences between epic poeuy and tragedy Aristotle 

mentions the length of action in the two types of compositions. According to him. one 

difference benveen the two literary foons is in length: "Epic poetry ... differs from 

Tragedy ... in its length - which is due to its action havi []g no fixed limit of time, 

whereas Tragedy endeavours to keep as far as possible within a single circuit of the 

sun, or something near that" (42). Hwnphry House thinks that there is not the slightest 

question that by the phrase "3 single circuit of the sun" Aristotle meant a solar day of 

twenty-four hours. He rightly observes: "Aristotle says nothing of the twenty-four-

hour limitation as a ruJc~ it was merely a fairly nonnal practice. and even Greek 

practice was tlexible" (House 65). 

What is important about the Gl'\:ek practice is that no claim was made by 

Aristotle or anyone else in the classical period to show that the time taken in 

performance coincided precisely with the duration of the action. Although it was quite 

normal to compl~te the aclion wi thi n twenty- four hours, a number of exceptions may 

be cited to prove the contrary and the Greek pla)v.Tight 's liberal attitude to time. In 

Aeschylus' Agamemnon the gap between Ihe news of the Greek's viclory over the 
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Trojans and the arrival of Agamemnon to Argos is of several days. In The Eumenides 

though specific time between the first scene at the oracle of Delphi and the second 

scene at the temple of Athens is not given, it is definitely more than a day or two and 

may extend up to weeks or months, Terence has neglected the unity of time in his 

HeaUIOnlimOfllmenos, or Self.Pllnisher - he has taken two days, In The Suppliants of 

Euripides there is a gap of more than a week for the raising of an anny in Atbens, its 

march to Thebes for a battle. its victory and return. Eugenius, in An Essay nf Drama/ic 

Poesle. cites this lapse of time to prove to what extent the ancients failed to correspond 

the stage time with the imagined action (55), 

Aristotle does not say anything about the unity of place, which is, that the stage 

should represent only one place throughout the course of act ion, in any of hjs extant 

works, Humphry House rightly observes that it ""as the 16t.b century Ital ian critic, 

Castelvetro, who started the doctrine of "The Three Unities" in its rigid fonn with his 

edition of Aristotle's Poetics in 1570, In this work Castelvetro argues that " the time of 

the representation and thai of the aClion represented must be exactly coinc ident", 

besides. the lime should not exceed the limit of twelve hours, for people "owing to 

bodily needs, could not possibly remsin in theatre longer than that ," The effect of a 

drama on its audience, according to him, depends on its adherence to the un ities, He 

says th~1 there is no possibility of "making the spectalors believe that many days llnd 

nighls have passed, when they themselves ob";ously know that only a few hours have 

actuall) elapsed" because -' the), refuse to be dece ived" (Chariton 84-86)_ 

The Sland taken on the three unit ies by the V".lrious neoclassica l writers and 

crit ics '''':15 dictated mainly by thei r concern for verisimililUde and their 3nitude 

towards the ancient \"'Titers and critics. especially Aristotle. A number of them had 

such high esteem for the classical \ .. Titers that they considered their works inseparable 
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from life and hence most proper for imitation. But there were others who had 

sufficient historical sense and analytical mind not to be carried away by the blind 

admiration of the ancients and their rules. What Pope says with regard to the rules 

supposed ly laid down by Aristotle in the fo llowing lines of hi s "Essay on Criticism" 

express the typical neoclassical writer's attitude towards the ancient theorists and 

wTiters. and justify their desire to follow and imitate the ancients: "Learn heoce for 

ancient ruJes a JUSt esteem~ I To copy nature is to copy them" (lines 139-140). In An 

Essay of Dramalic Poesie Dryden expresses 8 different view. He speaks through 

Neander to say that strict adherence to the rufes, that is the three unities, restricts and 

thwarts creativity. He quotes Corneille to say that writers in the past were constrained 

and limited by the ruJ es and thus were forced to banish from the stage many anistic 

beauties (85), Although in the essay Dryden defends the Engli sh playwrights against 

the accusation of their violation of the three unities, he follows the unities in All for 

Lo ve and speaks in support of them in the preface to the play on grounds of his respect 

for the past ","ters. He says: •. , have endeavoured in thjs play to follow the practice of 

the ancients, wno, as Mr. Rymer has judiciously observed, are and ought to be our 

masters" ( 18-19). Saint-Evremond. a French writer, read ily concedes in his writing 

that Aristotle's PoetiC.f is a fine work. but then, according to him "'there is nothing so 

perfect as to rule all ages and nations" (Atkins 2). There ,vere also wTiters like Johnson 

who objected to the mks I:x:cause thl!Y found some of them arbitrary and without any 

logical basis. In Ramb/~r. 156 Johnson aflinns that all laws previollsly laid down arc 

not of equal importance: 

Among the laws of ,~h ich the dl:sire of extending authori ty. 
or ardour of promoting knowledge, has promoted the 
prescription. all which writ'ers have received, had not the 
same original right to our regard. Some are to be 
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considered as fundamental and indispensable. others on1y 
as useful and convenient; some as dictated by reason and 
necessity, others as enacted by despotic antiquity~ some as 
invincibly supported by their conformity to the order of 
nature and operations of intellect: others as formed by 
accident or instituted by examples, and therefore liable to 
dispule and al1eral;on. (96) 

The un iti es, as professed by the neoclassicists, concerned the nature of the 

dramatic illusion necessary for achieving credibility through verisimilitude. For them, 

the less the call was made on the audience's imagination in shi ft ing their attention 

from a place and the less the lime was stTetched the more persuasive and satisfying the 

play was likely to be. They fell very strongly that one of the preconditions of delight 

on the pan of the audience was verisimilitude, which depended on the strict 

observance of the unities. Sidney says in hi s A Defelice of Poetry thai the neglect of 

the three unities by the Eng.lish playwrights is the main reason why the English people 

are averse to poetry. i.e. drama. In Dryden' s essay Crites echoes Sidney' s attitude to 

English drama with regard to the form or the rules relating to the unities. He says: 

Ifby these rules {to omit many other from the Precepts and 
Practice of the Ancients} we should judge OUI modem 
Plays; ' tis probable, that few of them would endure the 
tryal : that which should be business of a day, take-s up in 
some of them an age; and fo r one spot of ground (which the 
Stage should represent ) we are sometimes In more 
Countries than the Map can she\\! us. (48-49) 

The necessity of observi ng the unities of time and place, as Johnson rightly points out 

In his Pro!jo<:1! (0 Shakespeare, ari ses from the supposed necessity of making the drama 

credible. Thl! advocates of thl!se unitil!s arc not prepared to stretch the extent of 

delusion by making allowances for the mnge and scope of imagination. They cannot 

accept that "an action of monlhs or years can be possibly believed to pass in th ree 
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hours: or thai the spectator can suppose himself to sit in the theatre, while ambassadors 

go and re turn between distant kings, while armies are levied and towns besieged, while 

an exile wanders and returns, Of till he whom they saw courting his mistress. shall 

lament the untimely death of his son" because the mind revolts from "evident 

falsehood", and "fiction loses its force when it departs from the resemblance of 

reality:' Johnson finds no reason why the spectator is not capable of imagining the 

stage to be different places from what he imagines it to be when the play opens 

because if delusion is admitted, there is no limit to it. The argument is similar to Sir 

Robert How1lrd 's critical attitude towards the unities of time and place justified on the 

presumption of being neareSt to nature because it is considered to be most natural 

which is thought to be most probable and nearest to that which it represents (Howard 

109). 

The advocates of the unities failed to understand that the credibility of drama is 

different from life and that " the delight of tragedy proceeds from our consciousness o f 

fiction" for if we thought murders and treasons real we would be simply shocked and 

re pelled by the m. What Johnson says in the following words aptly demonstrate thi s 

truth: 

ImilatiOn produce pain or pleasure, not because they are 
mistaken for realities. but because they bring realities to 
mind. When the imagination is recreated by a painted 
landscape. the trees are not supposed capable 10 give us 
shadl! . or Ihe founta ins coolness: but we consider, how we.: 
should be pl1!8sed with such foun tai ns . and such woods 
waiving over us. (Shakespeare 146) 

Contra!) to the neoclassical principles , Johnson does not consider the unities of time 

and place obl igatory for a drama. He says thnt the unities of lime and place are not 
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essential to a just drama. and that though they may sometimes conduce to pleasure, 

they are always to be sacri ficed to the nobler beauties of variety and instruction, He 

thinks that a play written wi th minute observation of the critical rules "is to be 

contemplated as an elaborate curiosity, as the product of superfluous and ostentatious 

an, by which is shown what is possible than what is necessary (Shake,OjJJeare 147). 

A number of seventeenth century and later writers who cannot be bracketed 

wi th the neoclassical school have fo llov"ed the unities in their plays. But it does not 

mean that they have done so in veneration to the classical writers and critics. Even the 

greatest of playwrights. Shakespeare, who was not at all scrupulous about the un ities 

of time and place, followed the three unities in The Comedy of Errors and The 

Tempe,~/ . What the Chorus says in the prologue to Henry V demonstrate that 

Shakespeare was fully aware of the role of imagination in transcending the boundaries 

of the physical realities of stage perfonnance: 

But pardon, gentles all, 
The fi rst unraised spi rit that hath <Sar'd 
On this un worthy scarold to bring forth 
So great an object. Can this cockpit hold 
The vasty fie lds of France? Or may we Cram 
Within this wooden 0 the very casques 
That did affright the ai r at Agincoun? 
0, pardon! Since a crooked figure may 
Attest in little place a mill ion: 
And let us, ciphers to this great accompt 
On your imaginary forces work. 

The thrl!C unities ha\;e long since ceased to bother the critics, but in some cases 

the practical playwright has to lah them into consideration, c:ven if unconsciously he 

may do so. In some plays, especially in some tf3gedies where the tragic fa te and 

vicissitude of the protagonist may not be shown within the time limit of twenty-four 
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hours and a limited place of action, the unities of time and place may be dispensed 

with without marring the effect of the play on the reader or the audience, David 

Daiches observes: "Most contemporary comedies. and indeed the greater number of 

plays that are not comedies. lend 10 stick roughly to the unity of time. if only because 

it takes a greater genius to handle a large area of lime successfully than to keep the 

aClion confined to a relatively short period" (232). Although there may be some truth 

in the argument given here by Daiches about the competence of a playwright with 

regard to the bandling or lime. it may also be argued to the contrary. 

It is the selection of plot. character and place of action that necessitates the 

adherence to or the violation of the unities in a play_ No play or for that matter no 

literary composition can include life in ils totality. The selection, whatever it might be, 

is a must for all creative wTitings. In Chapter 5 of 0" tire Art of Poetry Aristotle says 

about such selection while discussing the time covered by the tragic and epic writers. 

Aldous Huxley in "Tragedy and the Whole Truth" mentions the differences in the 

selection of the aspects and particulars of life in the tragedy and the epic. 

h takes time for a reader or a spectator to go through or watch the staging of a 

play. The duration of the fl!ading time ofa play is sure to vary from a reader to reader. 

But thl! staging of a playas viewed by the audience is more or less fixed. The 

dramatist. unlike the novelist is constrained by stage time, and so he has to keep his 

compoSition within a reasonable time. Although the actual time of staging a play may 

be limited to a fe\\' hours. the fictional time may cover many hours and days. The 

nl;!oclassicists, especially the advocates of the three unities, were great ly troubled by 

tht! discrepancy between the audience 's clock time and the lictional time as actua lly 

covered in the play. According to Johnson the audience 's clock time and the fictional 

time do not present any difficulty to the imagination: "Time is, of all modes of 
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existence, most obsequious to the imagination; a lapse of years is as easily conceived 

as a passage of hours. In contemplation we easily contract the time of real actions, and 

therefore willingly permit it to be contracted when we only see thei r imitation" 

(Shakespeare 145. 146)./ 

A playwright , unJike a historian, does not need to say everything from the 

beginning and step by step. He has the freedom to leave out many things that 8rc not 

essential to his plot. The action covered in a play is proponional to the time taken to 

unfold the action. Aristotle says in Poelic~' that as a beautiful lilti ng creature must be of 

some size that is agreeable to the eye, "so a story or PIOI must be of some length, but 

of a length to be taken in by the memory," Castelvetro's concern for the limit in time 

and place makes him critical of Aristotle for not justifying one action and the 

importance of one person in a play. He says: "But he ought to have justified this, not 

by the fact that a plot is incapable of comprising more actions, but by the fact that the 

extreme temporal limit of twelve hours and the restriction of the place for the 

perfonnance, do not permit a multitude of actions nor the action of a whole race, .. " 

(Charlton 89). In A Defence of Poetry Sidney also lells us how the plot can be 

shortened by comin.g to what is most relevant instead of dwelling on the unnecessary 

delail. and lelling ever}1hing from the beginning (Sidney 66-67). Henry Fielding. the 

novelist, not in fa vour of follo\\~ng the path of the hi storian justi fies tht! method of 

selection by the time jwnp in 7'om .lones, Book II. Ch. l , According to him, t h~ writer 

is nOI obliged to keep even pace \,.i th time ( 87-8~) . 

Most plaY\\.TighLS arc not consistent in their plays regarding the breach of time 

in the progression oflheir plots. Instead of overleaping the gaps between one scene or 

act and the next scene and aCI. they prefer to achieve the continuity by 5e\erely 

restricting the fi ctional time. In some cases they take help of a single or a series of 
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intercalated flashbacks. The classical epic poets. like Homer and Virgil, used single 

retrospective episodes. The stream-of-consciousness technique. transferring the events 

to the mental plane, can dispense wi th the ordinary chronological sequence. In 

exploiting the mental processes the playwrights may use associative memory which 

follows pure ly private and ind ividual laws of sequence. 

Whatever the technique or techniques followed In unfolding the plot, the 

play\,.'Tight must make some selection of life to complete the action of his play. Miller 

in Introduclion points out that the playwright like the prosec-utof concentrates on only 

those characteristics of life, which are gennane to the construction of rus symbol or 

what he wants to communicate. He al so says: "To one degree or another every play 

must do thi s or we should have to sit in a theater fo r years in order appreciate a 

chameler and his story" (6). 

The rictional time in Miller' s plays can be known from the references he makes 

to the social or calendar time in the developme-nt of the plots, as well as in some cases 

at the beginning of acts and scenes. In the latter c,ases the time covered in the play 

becomes quite evident. and we face no problem in calculating the time. In the plays 

where time is not indicated :1\ the beginning of acts and scenes we can calculate the 

duration of the action from the intrinsic references to the social or calendar time. On 

the basis of fictional time Mi lh:r' s plays can be broadly placed in four groups: 

(3). The plays which violate the unity of time. Such plays arc: Luck. Ene",). CrucIble. 

Mondays, CreatIOn. Tim~. and Cla." .... 

(b). The plays, \\hich mainL3.;n Ihe unity of lime by confining the actions to a single 

circuit of the sun, i.e . t\vcnty·four hours. Such plays are: Son .... SaII!,'O,PUlIJ. and I\.h. 

MorKWI . 
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(c). The plays which maintain the unity of time in the strict sense of the term. In such 

cases the plot time corresponds exactly to the staging time. That is, the fictional time 

and the time covered in reality to unfold the action are exactly the same. Such plays 

arc: Bridge, VIchy. Price. Foil. Clock, Ceiling. Ele&.~. l.ove SlOry. Cw,'/ Remember, 

Clara, and Yankee. 

(d). The plays which maintain the unit)' of time but go far beyond the twenty-four-bour 

fi ctional time-limit by exploiting the nsture of time in memory. Although all these 

plays have been grouped in (b) and (e), as memory plays they form a class of their 

own and so should be discussed separately. These plays arc: Salesman, MI. Morgan, 

Bridge. Fall, Clock, and Clara. 

The firlit play in h'l'OUP (a) is Miller' s first-pnnduced play, Luck. In the play, 

after the cast li st, the time and place of action of the different scenes are clearly 

mentioned. The stage direction for Act One: Scene 1 indicates that the action begins in 

the evening of a cold day in April . As the action proceeds we are introduced to most of 

the characters. David Friebar runs a garage in Shory' s place and works hard to 

materialize h..is dream of marrying Hester. whose father stands as a barrier between the 

two. J. B. FeHer, who is very fond of David, arranges for David to work on a Mannon 

car belonging to hi s brother-in-law, Dan Dibble. By the time the scene ends the car 

which is the key to David's success knocks dow'll dead Hester' s father in an accident 

eliminating the barrier to his marriage. In this scene we are also introduced to 

Patterson Bc!eH~'S and his son, Amos Beeves. Patterson has put a1\ his energy In 

training Amos to be a star baseball player. 

Act One: Scene 2 stans in the follo'\oing morning, two hours before dawn. 

David has been working on the Mannon throughout the night. Hester cannot sleep, and 

so she comes to see the progress in Da .... id ·s work. Da .... id wanls to know the tim( • and 
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she says thai it is about four. Just after her departure, Gus, a motor mechanic and a 

new<omer to the town, drops in to get himself introduced to David and make it clear 

to David that if he is nOt wanted in the town he \Yillleave. They get friendl y, and with 

David's pennission he starts working on the car. David soon falls asleep. By morning 

the car is ready and Gus leaves the place. Hester, J. B., and Dan enter the garage at 

about t 1 a.m. and wake David up. 

There is a considerable lapse of time between Act One and Act Two. Act Two: 

Scene I starts three years later. in June. The time is noon. David, happily married to 

Hester, leads a comfortable and solvent life. Gus visi ts them , they get ready and wait 

eagerly to be joined by Shory, J. 8., Patterson and Amos to go to the basketball game 

where Amos will be playing in the presence of a Detroit Tigers scout. In the meantime 

Bucks, a mink man, comes to David 's house to persuade him 10 rear mink. All the 

expected people soon tum up, and they leave the house in a hilarious mood. 

Scene 2 starts on the same day at about 7 p.m. Amos is sleeping in an office­

bedroom at the back of David's house. The game is over~ Panerson. proud of his sonls 

perfonnance. is optimistic of getting the news of his son's selection for Detroit Tigers. 

David and Hester have a party for Amos in their new house. The scout comes and tells 

Pat1erson and Amos about Amos' weakness and the faulL in Panerson's tra ining. 

David. who t'11r1icr thought that luck could be created by one 's effons, is now full y 

convinced that everybody including himself is a victim of fate. Despite hal,. jng 

everything he cannot ha\t! a son. When the news of an expecting baby is broken to 

him by Hcstl!f. he dt'cidcs to sign his property to different names and start on his name 

the new mink busi nt!Ss ixcause he has 11 feeling that he \,rill ha\ c to pay 11 price for his 

good fortune and he does not want to lose evcT)lhing connected with his name. 
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Act Three stans in an ea rly evening of March the following year. By this time 

David has a son and has invested almost everything he OW11S in mi nk business. This 

act frees him from the psychological premonition of payi ng IlS price the thing he loves 

most for retaining all that he has. Although David has the chance to save his mink, 

Hester makes him refrain from doing so voluntarily so that he is fully convinced that 

whatever he has lost has been lost by his doing and not as a matter of ill luck. By 

letting the mink die David loses his enlire investment. I-lester, however, fills his mind 

with hope to start afresh with the shop of which Gus has sixty percent and he bas forty, 

and the play ends covering a total time of about four years. With the jump in time from 

act one to act ("\\'0, aDd from act two to act one Miller shows quite convincingly the 

changes in David 's fonune and family. 

Enemy is divided into three acts. The action in Act One: Scene 1 stans in the 

evening at Dr. Tomas Stockmann's living room. In this scene Petra hands her father. 

Dr. Stockrnann. the lener for which for which the doctor has been waiting impatiently 

for the last couple of days. The letter, a report from the university, confirms the 

doctor's suspicion of the existence of infectious organic matter in the water of Kirsten 

Springs. He feel s buoyed up for gening the opportunity to serve the cause of people, 

I.!xposing the rl.!al truth about the springs's water. He is sure that everyone, including 

his brother, Peter Stockman~ the M3yor of the IO\\n, will have nothing but praise for 

his timely discovery. The repon is sent to the Ma)or for his perusal. The tb llo".i ng 

morning when Scene 2 stans, Or. Stockmann receives a rener from Peter. who does 

nOI sho\\' any enthusiasm regarding the report. In the leuc:r he j ust says that he \,rill 

come around in the aOernoon. Aslakscn, the publisher of the Peol"t;!'s DmZ\' 

Me.\'s~lIger, and Hovslad, who works for the daily. come to Dr. Stockmann's house to 

assure him of their support . The latter \\'ants to publish the report because he feels that 
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the "blunder of the water system has to be made clear to every voter" (60). As the 

doctor says that he wi ll not give him permission to print the report till he has talked to 

hi s brother, Hovstad says that he will write an editorial in the meantime. Peter 

Stockmann comes, and instead of accepting Dr. Stock-mann's proposed changes in the 

water supply fo r the springs, puts forward his own suggestions. wruch to the doctor 

seems to be nothing but a trickery. He orders the doctor to deny publicly the rumours 

centring his findjngs. Failing to get the doctor's compliance, the Mayor leaves with the 

threat of dismissing him from the Board of Directors for Kirsten Springs. 

No time is mentioned regarding the beginning of Act Two: Scene 1. The place 

of action is the editorial office of the People 's Daily Messenger. The time is probably 

the evenjng of the second day. Hovstad and Billing. a junior editor of the daily. are 

quite enthusiastic about gening the doctor's repon on Kirsten Springs printed. But 

with the arrival of the Mayor and his disapproval of the doctor's repon, and finally his 

proposal regarding the supply of the springs' water with some minor structural 

changes make the key fi gures of the daily change their stand on printing the repon . 

The se tting of Scene 2 is in Captain HorsIer's house. Although the time is not 

mentioned, with in the scene there are clear indications from Bill ing's greeting to Petra 

and Mrs. Stockmann, and the subsequent dialogues that the lime is evening of the third 

day. i.e. the same day when the mayor' s statement is printed: 

Bill ing, guing (wer Iv this gruup: Good evening, ladies. 
Tltl!;~' .'ilmply look (II " un. I don' t blame you for not 
speaking. 1 JUSt wanted to sa.y 1 don '1 think thi s is going to 
be a place for ladies tOnight. 

Mrs. Stockmann: I don ' t remember asking your advice. Mr. 
Billing. 

Billing" I' m not as bad as you think. Mrs. Stockmann. 
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Mrs. Stockmann: Then why did you print the Mayor's 
statement and not a word about my husband's repon? 
Nobody' s had a chance to find out what he really stands 
for. WhY. everybody on the street there is against him 
already! (83) 

Peter Stockmann in collusion with Aslaksen and others succeeds in humiliating his 

brother, Dr. Stockmann and barring him from tell ing the people about Kirsten Springs. 

Aslaksen declares the doctor an enemy of the people. Booed and hooted down and 

about to be manhand1ed by the audience, the doctor somehow manages to leave the 

place witb his family. 

Act Three stans the follov.;ng morning, i. c. on the fourth day, in Dr. 

Stockmann's living room. In the meantime the windowpanes of the doctor's house 

have been shattered by stones thrown by the children. Dr. Stockmann and his family 

have been bearing the brunt of the cold weather because the glazier has refused to 

come and replace the \',i ndo""anes. Soon he receives a notice from the landlord for 

his eviction from the house, Petra returns from her school and informs her parents that 

she has been fired. Horster comes to infonn them that he has no ship to sail as he has 

been fired, for the o,"'ner of the ship belongs to the Mayor"s pany. This news is 

followed by Peter Stockmann' s arrival with an envelope which contains the 

infonnation that Dr. Stockmann, too, has been fired from his position in the 

management of Ki rsten Springs. The Mayor informs the doctor funher that a petition 

is being signed by everybody not 10 call the doctor any morc. The mayor expresses his 

readiness to reinstate! him in his job if he gives the Mayor a signed statement saying 

that in his zeal to help thl;! town he "went overboard and exaggerated:- The doctor's 

f3Iher-in·law. Monen Kill, ~md thc ncv.spapcr people, HO'wslad and Aslaksen. tOO, 

come to the doctor with their proposals. The doctor bluntly !Urns them down. As his 

sons, Monen and Eljli f, return from school mauled up by the fellow students, the 
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doctor forgoes his earlier plan of leaving for America , and decides to stay back to 

continue his figh t against the corrupt system and people. The cause and effect, which 

fonn the CfU.'< of both Ibsen' s and Miller's plays, make it imperative on the 

playwrights to include certain time and place for development of their plots. What 

happens to Dr. Stockmann on the last day is the logical Outcome of the actions which 

take place in tbe preceding days. Since the play is an adaptation. Miller simply follows 

what he found in Ibsen. In Miller's adaptation, the four scenes in the first (WO acts and 

the third act correspond respectively to Ibseo's five acts in lime and place. The total 

time covered in the play is about seventy-nvo hours. With respect to the change of 

locale and lapse of time, Ibsen's division seems to be more proper. There is no 

justification for MiUer to substitute fusen 's first and second acts. which are separated 

by about twelve hours, with two scenes of first act, and Ibsen's third and fourth acts, 

which are separated by about twenty-four hours. with the two scenes of second act. 

Crucible opens in the morning with Reverend Parris distraught with fear and. 

anxiety for his daughter, Beny, who he believes. is under the spell of witchcraft . No 

time is lost by the curious people to come to Parris's house to confinn what they have 

already heard. Mr. Putnam and his wife, who are the first visitors, see in Betty clear 

signs of witchcraft. Reverend Hale of Beverly, an expert in detecting witchcraft, has 

been c:ll1ed to ascertain the cause of Betty's illness. Mrs. Putnam tells Hale that 

Tituba, the servant girl of Parris. has knowledge of conjuring. When T ituba is brought 

to the scene. Hale accuses her of compact \\;th the devil . and presses on to name Ihe 

persons who come to her \\;th the devil. She yields to the threats, a.nd by the time Act 

One ends Tituba. Abigail and Betty name as many as eleven persons of witchcraft . 

Act Two begins in the evening, eight days laler. A number of persons have 

been already arrested tx"C3use the judges in Salem have found in them the signs of 
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witchcraft on the basis of the reactions of Abigail and the other gi rls to their presence. 

Hale comes 10 Proctors' house to detennine their faith in God. Giles Corey and Francis 

Nurse come to Proclor 10 tell him that their wives have been taken to the jail Soon 

amves Cheever. the clerk of tbe court. followed by the Marshal. They find the poppet 

with a needJe stuck into it that was given to Elizabeth by Mary Warren, and forcibly 

take Elizabeth away. 

Act Three takes place in the Salem meeting house. serving as the court house. 

The playwright does not give any indication of the time before the act starts. Elizabeth 

Proctor, Rebecca Nurse, and Martha Corey were arrested on the 91h day. Francis Nurse, 

along witb Proctor and Giles Corey. c<Jmplains to Judge Danforth that they have been 

comi ng to the court for three days but they cannot be beard (287). In the meantime 

they have collected ninety-one signatures to prove the innocence of thei r wives. Mary 

Warren has also come with them. We get to know that she could not come to the court 

during the past fe ..... days because she was indisposed. Marshall Herrick had gone to 

fetch her the previous week but "she said she were sick" (288). At a later stage 

producing her deposition to Deputy Governor Danforth, Proctor says, " I would ask 

you to remember, si r, while you read it, that until two week ago she were no different 

than the other children are today. You saw her scream, she howled, she swore fami liar 

spirits choked hcr~ she even testified that Salan, in the fo rm of women now in jail, 

tried to win her soul away, .. " (296). All these indicate that a period of two weeks has 

passed from Mary's last presence in the court to the begi nning of Act Three. Procto r, 

however, cannot pro\le to Danfonh her depoSition regarding the pretence of the girls 

and the! innocence of the victims be-cause the trickery of Abigail , \\; Ih support from 

Susana Walcon, Mercy Lewis and Betty Paris, compels Ma.ry Waren to lea"c her stand 

and join the girls in the ir pretence: of being tormented by the evi l spirits. To save her 
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own skin Mary accuses Proctor of having evil influence on her in the signing of the 

deposition and condemns him of his compact with the devil. Both Proctor and Giles 

Corey, who refuse to divulge the names of the nincty.nine signatories, are in Jail at the 

end of act Three. 

Although the playwright docs not tell us when Act Four begins. there are clear 

indications in the act that the action takes place after about three months of the action 

in Act Two . In the last night before the hanging of Rebecca and Proctor. Parris tells 

Danfonh that Rebecca has [lot given him a word ·'this three months since she came," 

Later on he says about Proctor and his wife - "He have not laid eyes on her these three 

months" (318). John Proctor's refusal to implicate anyone in witchcraft and to give a 

signed statement of his alleged compact with the devil lends him to the gallows, and 

the play ends. All told. the time covered in the play is about three and a half months. 

The action takes suc-h a long time because the prosecutors kept on trying with the hope 

of gcning some names and a sib'Tled statement of complicity with witchcraft from 

Rebecca and Proctor as were the cases in the history of Salem witch trials. 

The action in Mondays takes place in the shipping room of a large auto-parts 

warehouse in New York. The action starts on a Monday morning in swnmer just 

before nine. The monotonous rout ine work continues in a c.yclic order ~ the same 

Monday returns every \\eek. In th is play we know particularly what happens on two 

Mondays. that is on two days of t\ .. ·o weeks just after the week·cnd. Time passes from 

summer to winter in the middle of the conversation between Kenneth and Burt (357) . 

On the second Monday Bert tell s Rar mond that he \\'on' t be leaving till after lunch the 

nc:xt day (360). Gus goes out just at halr·past nine. Jim narmles how hI! moved around 

the whole day. The next day when it was just getting momjng he round Gus dead in 

his cab The action continues till the afternoon of Tuesday when Ben leaves 3tlast. 
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The memory that would linger in Bert 's mind or (hat lingers in Miller's mind is 

not 'he memory of just two Mondays but the last Tuesday, too. Leonard Moss in his 

book Arthur Nfiller tells us that the second Monday is six months later (50), Benjamin 

Nelson in his article, "A Memory of Two Mondays: Remembrance and Reflection in 

Arthur Miller," snys: 

Although the first Monday is set in midsummer and the 
second in "inter, their chronology is blurred We do not 
know if the winter belongs to the same year as the 
preceding summer or the following year. The two days are 
structured lateraUy. set parallel to each other like l\vo 
railroad trac·ks, never touching yet integrally related as they 
move off toward eternity. The time sequence between them 
is not measwed in hours or weeks but in the period it has 
taken Ben to earn his fiT1it semester tuition at college. The 
transition is made as the first Monday draws to a close. ( 
ISO) 

One obvious indicator of the time passed is the book, War and Peace that Bert has 

been reading. On the first Monday, Raymond asks Bert how long it takes to read a 

book like this. Sert replies, "Oh, probably about th ree, four months, I guess. It's bard 

on the sub,,,'llY. with all those Russian names" (334). The same book comes on the 

second Monday as well. This Monday is obviously the beginning of the New Year as 

the follo\,,; ng conversation indicates. 

Kenneth, III tJ r UIlI/f/4' hay: Morning Mr. Ryan. Have 3 nice 
New Year's , did you? 

Raymond: Good enough. Tu Bl!rl .. ,ecmg lire Book on ,lrl! 
taMe. Slill reading that book1 

Bert: Oh, I'm almost finished now ... (360) 
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The time. as we can understand. has passed from a swnmer Monday morning to the 

first Monday of a new year in the winter. Bert has almost finished reading of the book . 

So from all this we can infer that in the play the time of action covers about five to six 

months. 

The action that Creation encompasses cannot be limited to a day or two. The 

action covers Heaven and Earth. Act One is in Paradise before the fall and the 

subsequent two acts are in the Earth after the fall . The action starts in the morning as 

the darkness disappears and light spreads. God teaches Adam the names of different 

things, and creates Eve from one of his ribs. The two eat the forbidden apple, God 

pronounce their punishments and drive them out of Paradise. 

Act Two starts in the night. Here we find the gestation of Eve. Cain is born. 

The lapse of time between the first and second acts is about nine months. the natural 

time required for the growth and development of the seed within the \\'omb of Eve. 

Act Three Slam after a cOll5iderable lapse of time, Here we find the family complete 

with Abel, the younger son, Cain does the fa rming and Abel tends the sheep, The 

jealousy of Cain toward his brother finally makes him kill Abel. Despite the sins of 

mankind the human beings arc not estranged from God. and they do not consider 

Lucifer thei r God. After revealing the ways of life and death to Adam and Eve God 

leaves saying. "seek me only in your hearts, you will never St.""t! my face again" (445), 

Cain does not ask Eve ' s pardon. Neither can Eve fo rgive him, As he le~lVes , Adam 

calls toward him "Mercy" and the play ends. To show the creation of the world and the 

life of Ada m and Eve before and after thc:ir fnll , the time of action in the play has been 

stretched quite convincingly to cover quite a long time . 

The change of time in Time is shown in nashes. The progress of time is linear -

there are no nashbacks. The action starts in the afternoon of 1942 with Fania Fenelon 
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singing in :1 cafe in Germany occupied Paris. The very next shot shows a train of 

freight cars moving through open French farmland, and then the inside of a freight car 

packed with different types of people. The time is compacted. Since the play is in the 

form of a film script. the change of shots changes the time and space without any 

inconvenience or questions of credibility. With the level of water dropping in Fania 's 

bottle, the coodition of the people also changes. The alen, energetic crowd gradoaUy 

loses its energy. With parched lips people fall down unconscious. one on top of the 

other. late at night the train stops at :1 station . Fania and Marianne end up in a prison 

and are led to a bunk where they find a dead woman. 

In the double exposure on Fania and Marianne time is made to pass very 

quickly. We are shown bow they are made to labow in their imprisonment in the 

changed seasons: 

Snow fa ll s over the image of the two women in their bunk: 
a forest ; now spring comes; flowers appear and green grass; 
brook ice melts - always over the image of Fania and 
Marianne dragging stones, carrying wood, digging drainage 
ditches .. . And finally. once again, in their bunk - now 
without the dead woman. and they are both a<;leep, side by 
side. And both are haggard now, with the balf-starved look 
of the other prisoners. (460-461) 

Fania is taken in the orchestra band, she prepares for the orchestra, and in the very 

nex.t shot we see her performing Schmidt, the Gennan supervisor, invites Alma, the 

leader of lhe band to join her fo r dinner. Alma spruces herself and takes leave of 

Fania. In the very next shot we find the whole orchestra filling into a room , and Alm;l 

is dead in a comn. The sound or L:t.:ening begins and next we are taken to the black 

market where! we get to know thai Schmidt poisoned Alma at dinner , and in the 

morning she, too was shot. The ordeals of Fania and the other prisoners continUe! in the 
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prison camp til11.he Nazis surrender to the allied troops and the British soldiers rescue 

them. 

The action comes to an end in Brussels in 1978. Fania waits in a fashionable 

restaurant and soon Liesle and Charlotte join her. Fania comes to know from Liesle 

that Marianne died of cancer a few years after the war. Charlotte, the young maid of 

the prison camp, now has two children. The period of time covered in the play is about 

36 years - that is, 1942 to t 978, the time between when we see Fania first at the 

beginning of the play and Fania last at the end. Covering such a long time, Miller has 

been able to show to what extent things are different in the late 70s from the early 40s, 

i.e. the wanime. We can also see the effects of rime and the changes in the different 

characters over the years. 

In Glass the time is not mentioned when Act One: Scene One starts. As the 

play opens we know that Gellburg has an appointment with Or. Harry Hyman 

regarding some complications in his wife, Sylvia's physical condition. He has come to 

see the doctor at his office in his home, GeUburg is a bit annoyed with the doctor 

because the doctor'S wife , Margaret Hyman, informs him that he is just changing and 

\'will see him without any delay, Gel1burg says with faint reprimand. "He said seven 

O'clock sharp" (3). That the meeting between the doctor and Gellburg takes place at 

night is clearly understood from what the doctor tells him - 'Tm glad you could make 

illonight, 1 want to talk to you before: I see your wife again tomorrow" (8), 

That the action in Scene T\\'o takes place the next evening, i.e on the second 

day is clearly mentioned by the playwright. Sylvia's sister, Harriet, asks her what she 

will buy from the market Aflcr she leaves, Gellburg enters and enquires about the 

doctor. Sylvia tells him : "He called: he has the results of the lest's but he wants to come 

tomorrow when he has more time to talk to me. He's reall y very nice" (36), Scene 
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Three is set in Hyman's office. No time is mentioned. Harriet has come to see the 

doctor. They talk abollt Sylvia and Gellburg, The time may be the same evening of the 

second day or the morning of the th ird day. The setting of scene Four is in Gellburg's 

employer. Stanton Case's office. No time is mentioned. There is internal evidence that 

it is the third day. Scene Five is in Gcllburg's house. Although no time is mentioned 

when the action begins, since the doctor bas come to see Sylvia it must be the third 

day. The doctor does not approve or her being in bed so late in the day. He says, "But 

look now- here it's eleven in the morning and you' re happily tucked into bed like it's 

midnight' (64). He wants her to tell him everything frankly, and finally leaves saying 

that they will talk again the next day. 

No time is mentioned when Act Two: Scene One starts. GeUburg has come to 

see the doctor at his borne office. The internal evidence suggests that the action here is 

later than two to three days of Act One. Scene two starts on the same day . Before the 

action begins it is mentioned, "Later. Hyman's office .. .. • Hyman ""Tites a prescrip!:ion 

for Harriet. Before she leaves she tells him that Sylvia wants him to pay her a visit al 

night. The doctor is reluctant to make such a visit Harriet reminds him that he has 

been to Sylvia's house live or six times. The number of the visits indicates the lapse of 

some days from Act One to Act Two. Scene Three is in Stanton Case's office. The 

time is not mentioned. Case is disappointed for not being able to make a panicular 

purchase. From what follows in Scene Four \\;'e know that the ac tion in this scene takes 

place on the same day as Scene One. Scene four is in Gcllburg' s house, Hyman has 

come 10 $(!t: Sylvia, Gellburg is away for a zoning meeting. It is clearly night time. 

Seen!! Five is in Case' s office. The time gap between Scene Four and Scene Five is not 

ment ioned. The time in this scene could be the next d'l.y of the preceding scene or a 

few days latt:r. Gcllburg tries to prove his innocence for his failure to make the 
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purchase, but Case would not be convinced, At one stage he collapses, The rime of 

action in Scene Six is not mentioned. The place is Gellburg's bedroom, It could be the 

same day as in $cene Five or the neX'1 day, Hyman examines Gellburg's heart and says 

that he should be in a hospital. Losing his job Gellburg becomes sentimental about his 

Jewish identity, He tries to make his wife stand erect by pulling on her anns and 

collapses. Sylvia with enonnous efTon raises herself to her feet , takes the steps to the 

oxygen mask and hands it to the doctor. Although Sylvia calls her husband to see that 

sbe is standing, sbe gets no response from him because being dead he has reached a 

timeless stage, where nothing maners to him any more. The action of the play covers 

about five to six days, 

In So"s, which has been included in the second group, time of acrion is clearly 

indicated before the beginning of all the three acts. Act One begins " in an atmosphere 

of undisturbed normality"' in an ea rly Sunday morning. The tension in the play 

develops and heightens Chris' detennination to many Ann, his brother, Larry's girl 

when be was alive, Kate. his mother, does not approve of the match. By the end of Act 

One we get to know that Ann's brother, George. who has been to Columbus to see 

their father is coming straight from their to the Kellers' house in the evening, The ' "'j '.t 

news makes Kale nervous because she is apprehensive of her husband. Joe 's danger, 

and so she cautions him to be smart . Act Two stans in the e .... ening of the same day, 

Kate tries to get Chris's support in thl! event of Georgt: ' s attempts to revive the old 

case and create problems for Jo::. George' s arrival funher intensifies the tension and 

exposes Joc 's role in the supply of the cracked cylinder heads 10 the Ann)' Airforce, 

which caused the death of twenty-one pilots. and leads to the crisis of the play. Act 

Three starts at two o'clock in the morning of the nexl day, Kate tries 10 protect Joe 

from Chris' anger, and Ann tri es to persuade Kate to tell Chris that Larry is dead and 
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let him have his way. In utter desperation finally Ann manages 10 show Chris the letter 

that Larry had written to her before committing suicide. Chris reads the letter aloud, 

Joe realizes his crime and involvement in the death of his son, enters the house and 

shoots himself. As Mi ller does not start the story of Keller-family from the beginning. 

and he makes use of the antecedent infonnation. we can see the resolution in the play 

within the limited time of twenty~rOUI hours. 

Now. to come to the group of plays mainmining the unity of time, we can first 

consider Vichy. which is a one-act play. The place of action is fixed At the very 

beginning we find six men and a boy of fifteen seated on a bench in front of a room, 

all waiting to be interrogated by some officials. The men are - Merchand. a 

businessman~ Labeau. a painter~ Bayard, an electrician, Monceau, an actor; a gypsy 

and a waiter. Although time is not given, it is to be understood that the time of the day 

is moming, and more precisely before eleven because soon after the play begins 

Merchand addresses a police guard who appears there, saying - "Excuse me, officer, is 

there a telephone one can use? I have an appointment at eleven o'clock and it's quite .... 

(249). Besides. later on when the Major comes out of the room the "'aiter who serves 

him breakfast at the cafe greets him, saying, "Good morning, Major"' (25 1). Soon 

come to the scene First dc:tective with an old Jew, the Second Detective holding the 

ann of Leduc. the uniformed Police Captain with Von Berg, and the Profe Sor. The 

detect ives direct the prisoners to take scats. 

Merchand, who is nOI at all concerned for his 0\\11 fale, is Ihe first prisoner to 

be called inside and soon released. His release raises hope in Labeau and the rest that 

they hay\:! possibly been rounded up for routine check-up of their papers. The waitc:r 

learns from Farand, the propri~tor of a cafe, that the Jews are being sent to Poland not 

to work but to be burnt in furnaces. The Police Captain appears and calls him inside 
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the room. Leduc tells the rest to overpower the lone guard and make a run for their 

escape but does not get suppon from anyone. After the waiter is taken inside, the Boy 

otTers his help. but Monceau is totally against any such move. Monceau has the 

experience of performing in front of German audience and cannot simply conceive of 

thei r burning of actors in a furnace. But Von Berg has bitter memories of their 

cruelties. The Boy and Leduc are convinced that Von Berg would be released. The 

Boy hands over a ring to Von Berg to take it to his mother. Lebeau, Monceau and the 

Boy are called inside in quick succession. Leduc gives Von Berg the direction to his 

residence and requests him to go there and tell his wife about his fate, Next, the 

Captain and tbe Professor lift the Old Jew forcefully into the office. Left alone with 

Von Berg Leduc tells him that he has never analyzed a gentile who did not have 

somewhere hidden inside his mind a dislike if not a hatred for the Jews. Von Berg 

protests vehemently and says that it is no! true of rum; in his life he never said a word 

against the Jews. 

h is Von Berg' s tum to be interrogated next. !-Ie goes inside with the Professor 

and comes out with a pass for his release. He goes by Leduc, suddenly turns. walks 

back and thrusts the pass into his hand telling him to take it and leave. After some time 

the Professor comes out and nOt finding Leduc calls inlo the office '<Man escaped!" He 

runs up the corridor calling "Man escaped! Man escaped!" The Police Captain and the 

Major rush Qut of the ollice. The voice-s outside are swept away by a siren going ofT. 

The Major faces Von B~rg \\~lh a look of anguish and fury. Four new prisoners are 

brought to the detention room by the detecthes. and the play ends. As Miller's main 

purpose in the play is to show how an individual like Von Berg risks his life to save a 

fellow human being, the act ion of the play covers a rather short time. 
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The next play under discussion that follows the unity of lime in the strictest 

sense of the tenn is a t\!.'()-act play, Price. The action in Act One starts a linle earlier 

than 5.30 p.m .• the time fixed by the dealer to come to the attic of a building to buy the 

furniture. Victor CQrnes to the place first and gazes at the furniture piece by piece. He 

looks at his watch and waits for time to pass. Soon Esther, his wife, enters from the 

backdoor. Victor says that the dealer is due in a few minutes and asks her if she would 

like to take anything, They have a plan to go to an evening movie and Victor has 

already got two tickets. They talk about some of their old acquaintances who lived in 

the same building. Esther gets up, goes 10 Ihe harp and asks him aboul the furniture 

deaLer. Glancing at his watch he replies. "It' s twenty to si He should be bere soon" 

(9). After a while he looks at his watch and expresses disapproval of the dealer's sense 

of puncluality. - "Look al Iba~ "ill you? Five Ihirty sharp, he lells me. People say 

anything" (12). Solomon, the dealer, arrives shortly. Esther leaves to colleci Victor' s 

suit from the cleaner. Solomon, left alone with Victor, talks on the merits and demerits 

of the furniture, and finally the deal is fixed at eleven hundred dolJars, Solomon hands 

Victor hundred dollar bills one by one. As he pays the seventh bill , Vict'Or's brother, 

Walter, appears. After the exchange of greetings Victor tells his brother regarding the 

sale of the furniture . With his hand eX1cnded. Solomon comes 10 Walter and introduces 

himself. Walter reciprocates saying, "'How do you doT' and shakes Solomon' s hand. 

Of The action from Act J ne to Act Two is continuous. As the cunain rises for act 

twO "Walter is just releasing Solomon's hand and turning about to face Victor" (53). 

Woller and Vic tor enquire about each other's family, Victor says apologetically Ibnt he 

ne, er thought Walter would show up, and so suggests going through the deal aU over 

again. Returning with Victor's suit Esther is surprised 10 sec Walter. Walter 

compliments her on her looking young and beautiful. Esther is disappointed with the 
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price fixed for the furniture. Walter supports her and says that a minimum of three 

thousand dollars would be the right price. At one stage he comes out with a new 

proposal how by fixing the sale amount at a much higher price than the one agreed on 

and then by donating the furniture to the Salvation Anny he would be saving a 

sizeable amount in income tax which could be split in half for the benefit of both 

Victor and himself. He also says that they would pay Solomon an appraisal fee of fitly 

to sixty dollars which he would get just for filling a piece of paper. As Victor cannot 

forget the treatment meted out to him by his brother, he does not trust Walter's 

gesture, and so, Walter leaves the scene in a fury. Victor sticks to his deal with 

Solomon who pays him the rest of the money. Victor folds the money and tells his 

wife that they could still go for the mo ie. The play ends " ith the plot time 

corresponding exactly to the perfonnance time. Within this limited time, too, making 

Victor and Wa1ter talk about the past and the present, Miller has been able to give a 

good account of the two brothers and their families, the reasons behind their strained 

relationship. and the price they have paid in their lives. 

In Ceilmg the setting is the fonner residence of the archbi shop, presently 

occupied by Marcus, a writer. The action in Act One starts with Adrian, a visiting 

American writer, seated on a couch and Maya entering from the living quaners \\~th a 

coffee pot and two cups on a tray. Although the time is not stated, there are indications 

to show that it is night-time, a little earl ier than nine' 

Adrian: You' re not drinking anymore? 

Maya: Only afler nine o'clock, 

Adrian. Good You seem more organiSt:d 

Maya: Unti l nine o·c1 ock. (7) 
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Quite soon Maya says that she will have a brandy, and in response to Adrian 's 

question whether it is nine o·clock. she replies. "In one minute." Their conversation 

lakes a political tum, :lnd centres around the topic of individual freedom and state 

harassment. They are soon joined by Marcus, Sigmund and Irina. Adrian is shocked to 

know that Sigmund's manuscript has been taken away by the government agents. He 

wants to know when it was done. Sigmund replies: "Now. Tonight" "around six 

o'clock" (28·29). The discussion among the four friends centres around Ibe 

manuscript. Adrian is suspicious of Marcus being a government agent and would not 

be convinced till he finds a proof contrary to this. Act One ends with a question from 

Adrian to Marcus whether he will say inside the room what he has just said, that is. he 

has always warned people thaI the government might be li stening in the room. Act two 

begins with everyone waiting for Marcus to speak. Marcus's words gradually prove 

the implications and accusations against him baseless. 

Marcus has already invited Alexandra. a minister's daughter to come to his 

place SO that Sigmund may have the opportunity to make his position clear to her. He 

tells Adrian that she is expected soon - "She's at some embassy dinner. As soon as she 

can break away. Shouldn ' t be long ... " (59). He also tries to convince Sigmund the 

seriousness of the affilir between him and the state, but the latter is not prepared 10 

consider all this real. Marcus goes up to the bedroom to attend a telephone call from 

Alexandra. He returns and sends Sigmund to the phone because she wants to talk to 

him. SIgmund comes down speechless, Marcus infonns his friends that the manuscript 

will be returned and that Alexandra may be;: able to bring it with her. The play ends 

wi th Sigmund deCiding not to leave the country because he feels that he would not be 

able to create anything in an alien land. Although the ficl10nal time of the play is short 

and limited. the condition of life and government as shown in a democratic and a 
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police state, and the sense of oneness of a writer like Sigmund with his own country 

show thai thematically the play has quite a broad canvas, 

The shortest play under discussion is Elegy. Limited to only eighteen pages, 

the characters. too here afe limited to only two persons, and that too, without any 

names - Man and Proprietress. The time is not indicated when the action starts. AI the 

very beginning of the play Man enters a boutique shop to buy a present for his 

supposedly dying beloved. He tells Proprietress earlier that he passed a nower shop 

twice, but could not decide whether to buy a bunch of fl owers or a plant. She suggests 

that either would be al l right. and the ir conversation continues: 

Man: Except that a bunch would fade, wouldn' t they? - in a 
rew days? 

Proprietress: But a plant would last. For years sometimes. 

Man: But there's a suggestion of irony in that. Isn or there? 
(5) 

Man says that he is qu ite selective in choosing a present because he does not want it to 

remind his beloved of her present condition: "Everything 1. can th ink to send her seems 

ironical ; every book seems either too sad or too comical ; I can't think of anything that 

won't increase the pain of if' (6). Fi nally he decides to send her something she could 

keep for a long time! and selects a walch. Proprietress does not charge him any money 

for it. She tells him, "'Go ahead - it's just the right thing; it will tell her to be brave 

each lime she looks al if ' (2 1). ProprielTess says that he did not tell her the woman 's 

name. Man says in reply that nether did she tell him her name, and the.:: piny ends, The 

significance of the play centres on the fi nal selection of the watch, which \\;th its 

movement of the hands shows symbolica lly the present in our tife as well as our steps 

toward the future, 
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Love Story. another onc-act play. has also just two characters: Tom O'Toole -

a detective, and his one time-lover. Angela - a call girl. The action takes place in 

Angela's bedroom. Although no time is mentioned when the action begins, we gather 

from their conversation that it is a little earlier than 11 p.m. Tom is anxious to unearth 

the myslery behind the murder of Abe Kaplan for which his client, Felix Epstein, has 

been in prison for the last five years. Angela seems to hold tbe key to the mystery, bUI 

she does not tell Tom all that she knows. The following conversation indicates Tom 's 

anger and frustration with her: 

Tom: Honey, it's the same schizophrenia conversation we 
had fifteen limes, and it 's eleven p.m. 

Angela: What I am trying 10 tell you is that my heart is 
hanging by a thread, I haven't got very long. Or is that 
important? 

Tom: Then why don ' t you tell me what you know before 
iI's too late? The man is still innocent and he's sli ll dying 
by inches in prison~ his wife is a walking wreck, her parents 
are ready for the morgue, and you have the key to this case, 
Angela - I know it is as sure as I know my name - and you 
jerk me around month after month, a crumb here and a 
crumb there >." I'm so exhausted 1 can' t sleepl - and now 
you lake to dragging me out of bed every other night to 
thaI me up? ... (31-32) 

In reply to Tom's Questions Angela at times gives some relevant but partial piece of 

information which gives rise to further queries and questions, and he digs for them 

\\ith more questions. 

Occasionally. Angela has fits of psychological disintegrntion when she acts 

like completely different persons. Towards the end of the play. soon after reco\'ering 

from ont! such fit she receives a phone call from one of her clients. She comes to know 

from Tom that the time is ten to twelve and she immediately pre~res herself to go to 

her client. At this stage Tom gelS Quite sentimental about his relationship with he r and 
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declares his love for her. saying. "Oh. D.rlin· ... Oh. Ange .. . I can ' t help i~ I love 

you" (64)! Angela does not waver from her professionalism. When Tom tells her that 

if she could believe In him she couJd start a new life, she replies - "No, not only you, 

Tommy - Ilhink you gOI me 100 late; .11 that went by. Come on. [' m I.te" (64). 

Since Tom feels that Angela will not tell him all that she knows about the 

murder, he says that he will not see her again. Angela reminds him that if he leaves 

her, he leaves the case because she is the only one alive who knows about the people 

who are involved. She says: "There are names that 'd knock your head off. all the way 

to Boston, Washington, providence and New York. The whole crimina1 justice system 

could be picked up by the taillike a dead rat . All you got now is the tip of the tip of the 

iceberg ... " (65), Although the play ends here with the fictional time covering just 

about one hour, Tom's expectations of getting in the future more iofoooatioo from 

• 
Angela about the unresolved case, create in us the feeling that the action of the play is 

not yet finished. there is still more to come, 

Can " Remember. another one-act play. is about two elderly people. Leo and 

Leonara. Although it is not stated when the action begins. we can infer from what goes 

on that it is the evening. At the very beginning we find thai Leonara has come to Leo's 

place to hav'e dinn~r with him, She observes that there is only one plate on the table , 

Leo (ell s her 10 get another plate, He says that he has work to do at night Leonara tell s 

him. " I won ' t stay, (' 1\ just sit here for a bit and look out of the window Is that all 

right" ( 12)? She has been drinking whiskey since she enh.:red Leo' s place and gets his 

approval to take with ha what is left in the bottle, She d04.!s not seem to remember or 

is not simply intcrested 10 remembl;:r an)1hing, The: action centres around her 

resistance to the past, its pain and irony. Towards the end she is made to remember by 

Leo certain happc::nings and things of the past. She tcll s him the time when she had 
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been to Asia and how long she and Frederick were with the Maharajah. She 

remembers clearly the time she first met Frederick and how he complimented her to 

her mother. Leo understands Leonara's unstable condition. and so he wants her to stay 

at his place. But she decides to leave. Leo says goodnight and she leaves the place. 

After her departure Leo waits for her phone call , gets it soon and feels assured of her 

safety. and the play ends. The fictional time covered in the play is very short, but 

Leo' s delving into the past to do away Leonara's memory block and the nature of the 

block itself give the plot an added dimension. 

Yankee. which is the last play in group three, is in two scenes. The time of 

action is not indicated before the scenes begin. The setting of the play is in a state 

mental hospital. Leroy Hamilton and John Frick wait in the visiting room to meet their 

wives, Patricia Hamilton and Karen Frick, respectively. Initiating a conversation with 

Leroy, Frick comes to know from him that Leroy' s wife has been in the hospital for 

the third time. Frick teUs Leroy that he brought his wife in last Tuesday, and hopes she 

does not have to stay long. As the conversation develops, we get to know more about 

their families, wives, and themselves. 

The place of Scene Two is the hospital bedroom of Patricia. As the action 

begins \ ... ·e understand that Karen and Patricia are playing ping-pong. Soon they stOP 

playing. Karen says that her husband does not like being kept waiting. :md so, she 

should go Out to meet him. Patricia tells her to take it easy: they talk about themselves 

and thei r fami lies. After some time Leroy and Frick come to the place. Leroy wants 

Patricia to be back home. He do...'S not want her to dec ide immediately and says that he 

will come on Thursday again. Patricia blames Leroy for their financial difficulties. 

They talk about their marriage and the relationship between the Swedes and the 

Yankees. Both Patricia and Leroy tell FrieL:. that Karen in a way has felt neglected for 
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not getting his proper attention. Frick complains that his wife gets out of bed 8t two 

o'clock in the morning to practice lap-<1ancing. Karen demonstrates her dancing in 

front ofthern. Not qui Ie happy with what goes on, Frick leaves the place saying that he 

will try to come again on Friday. 

After Frick's departure, at Patricia's request Leroy plays on the banjo and 

Karen dances, After they stop Patricia goes to a closet, takes a sma11 overnight bag to 

the bed and puts her things into it.. Leroy has his old car to take them home. The 

fictional time in this play. too, corresponds exactly to the playing time, Patricia's 

humorous words, "Between the banjo and the car I've certainly got a whole lot to look 

forward to", indicate the continuity of her life with Leroy, and all their problems and 

differences. 

Out of the seven plays under discussion in group four, i.e. the plays that 

maintain the unity of time but go beyond the twenty-four-hour fictional time by 

exploiting the nature of time in memory, Salesman is the earliest according to the date 

of composition and production. Tn Sale.,·nwll at the very beginning of Act One we find 

that Willy Loman has returned home at night weak and tired from his abortive 

business trip. He is tormented not only by his professional failure but also the failures 

of his sons and the breach of the past bond of love and intimacy in his fami li al life. 

Mentally he onen goos back to the past and we see him and his sons in the past in 

sharp contrast to what they are in the present. With BifT's proposal to start a business 

of his own. taking a loan from his ex-employer. Bill Oli\'er, and his own decision to go 

to his employer, Howard, the next day, Willy becomes very much 0plimi tic of his 

son"s success and their happiness. 

As the action ill Act Two begins in the morning of the next day we find Willy 

and his wife, Linda, quite relaxed in the kitchen. The time and the day are indlcah:d 
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from what Willy says: "I slept like a dead one. First time in months. Imagine, sleeping 

lill Icn on a Tuesday morning. Boys left nice and early, heh" (173)? As decided earlier, 

Willy goes to his employer, Howard 's omce to ask for a New York posting. To his 

utter msappointment. Howard tells him that the firm does not need him any longer. 

Left wilh nothing 10 hold on 10 in his professional Iifc, the happy days and 

opportunities of the past come to his mind, and we see him in a past scene where we 

find his brolher, Ben, ofTering him Ihe opportunity of looking after his timberland in 

Alaska. He does not accept the offer because he is confident that he wilt have success 

in his 0"" place. The scene in the past continues even after Ben's departure, and we 

see young Siff in a\l his charm and glory leaving for the Ebbet's field game 

accompanied by his father, brother and Bernard. 

When according to the prior arrangements of his sons Willy goes to a 

restaurant to have dinner \" ... ith them and BitT tells him of his failure to get a loan from 

Bill Oliver, Willy goes back to the past once again. This time we see the crucial hotel· 

room scene where Biff is shocked to find his father Y¥ith a woman. Chronoiogkal1y. 

this is the last thing in Willy's past life, which is revealed to us. After Willy goes back 

to his house and there is reconciliation wilh BifT, he decides 10 commit suicide to 

enable BilT get twenty thousand dollars insurance money to realize his dream or 

success through his son. The entire action in the play's fictional present takes place 

within twenty-rour hours, but if we consider the memory $Cenes the action covers 

about twenty-fi"t: years. The action in the shon Requiem scene, which is like an 

epi logue to the play, takc:s place on the third day. Using the technique of double time 

Miller has ~n successful in concc.:mrating not only on the last day of Willy 's li fe but 

also on certain crucial moments and experiences of his past life which have direct 
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relevance to his present problems. This way within a tight-knit plot-structure Miller 

shoW's us the protagonist's past as v.-eJL as the present. 

To come to MI. Morgan next, we see that the specific time of action is not 

stated at the beginning of the play. The play begins in a hospital where we find Lyman 

Felt, his arms and legs in cast lying in a bed, and his wife, Theodora, and daughter, 

Bes!lIie, who have just arrived from New York to see him, are waiting in the waiting 

room. Soon Leah Felt.. his second wife, arrives. Lyman's accident, as we get to know 

after some progress in the action, took place very early in the morning of the day. at 

about 3 a.m. In Act One after Theodora collapses and Leah calls for a doctor there is 

blackout Next.. we see a change of locale fTom the hospital waiting room to Leah's 

home, where we find Tom, her and Lyman's lawyer. discussing with Leah her 

marriage to Lyman with respect to Theodora. [t must have taken some time for Tom to 

be informed about the accident and Lyman's bigamy. This Jump in time is shown just 

by the blackout. From Leah's house in the present we go back in time in a flashback 

showing Leah and Lyman before nine years in Reno. The change of time from the 

present to the past time nine years ago and back to the present and so forth is shown in 

a cOnllnuous manner. 

At the beginning of Act Two we see the hospital waiting-room once again 

where Tom is seated with Theodora. Although the time is not mentioned, from what 

follows \\e know that it is morning. The absence of Bessie indicates that it is not the 

continuation of the same morning 10 Act One. oon Leah joins t hem ~ she and Tom 

!.'Teet each other saying ·'Good morning'· (58). Leah asks Theo whether she has seen 

the Owly :Vt.'W,\", which has printed thdr photos on the first page \\; th a headline, ··Who 

gels Lyman" (62). The news item proves that some time, at least a day and a night, has 

already passed since the beginning of Act One. Leah has a nine o'clock conference 
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call. She says that she wi ll be back by ten or SO and leaves. Theo tells Tom that once 

Lyman tried to kill her, and next we see a scene on a beach before nine years. Thea 

wants to go back to her hotel to be a]one and for taking rest. Before she leaves she says 

that they will probably go back to the city by noon - or maybe they will just leave. 

After some time Theo returns to the hospitaJ room accompanied by Bessie. She tells 

Lyman that she won' t be seeing him again. They accuse each other of their selfishness 

and next, we see a past rime scene - the safari in Africa before nine years. The nurse 

comments to Lyman in the present about his marriage to Thea, and once again we are 

shown a past scene, but this time Lyman is v.ith Leah. He wants Leah to keep the baby 

and not to go for abortion. After a blackout we see Lyman in the past trying to telt 

Theo something but rai ls to do so. Next, we see Lyman with Leah in a hospital. She 

has given birth to a baby boy. Back to the preseot Leah comes to see Lyman. When 

Lyman tells her that he loved her as he loved Theo, she reminds him about thei r 

staying in a hotel four blocks from his house when she was two months ' pregnant. The 

scene of the past time is revealed to us, and we see Lyman ,vith Leah in the hotel and 

Theo in his house quite ignorant about his stay with Leah. Back to the present Lyman 

is with Leah. Leah tells him about her decision to live separately depriving him of the 

opportunity to see his son, Benjamin. Theo and Bessie, too, come to say goodbye and 

Lyman is left alone \\~th the nurse. Although the total plot time is not clearly spelt out. 

from the progress of the plot we can say that the action covers about tweory- four 

hours. If ' ... ·e take into considemtion the time in the memory scenes as well , then it is 

betwet:n oint! and ten years. Here, too, the use of double time helps to bring to life 

\\;thin the limited time orlhe present the relevant experiences of the past. 

The entire action in Bridge, which takes place in the past, is unfolded by 

Alfieri . a lav.yer, as remembered by him. The action in Act One most likely starts in 
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the evening. Soon after the play opens Eddie tells his wife. Beatrice, that her cousins, 

who bave arrived in a ship from Italy as illegal immigrants, will come to their place 

about ten o'c1ock_ The cousins, Marco and Rodolpho, arrive in time. The introduction 

part being over, their talk centres mainly on the kind of jobs they were doing in Italy 

and their economic bardship. Beatrice otTers them coffee. Alfieri appears into the 

scene for a short while. tells us about Eddie's destiny and hints at the impending 

trouble. Next, we find Eddie standing on the doorway of the house \Wiling for 

Catherine and Rodolpho. who have gone to a show at the Paramount It is obvious that 

some time has already passed since they first met. Eddie complains to his wife about 

Rodotpho: "'They must've seen every picture in Brooklyn by now. He's supposed to 

stay in the house when he ain' t working. He ain ' t supposed to go advertising himself' 

(397). In reply 10 Bealrice' s words 10 Eddie Ihal sbe is being deprived oflhe privileges 

of a wife he says, "I ain ' l been feelin ' good. They bother me since Ihey came" (399). 

Beatrice adds thaI be has nOI been feeling good for almosl Ihree monlhs, whereas Ihey 

have been in their place only a couple of weeks. So the time passed so far cannot be 

more than a few weeks. 

At the beginning of Act T\ .. ·o Alfieri namUes what happened on the 231\1 of 

Decembt!r when Eddie saw Catherine and Rodolpho together in the house alonc. Next , 

he says that on December 27th Eddie came to see him in an abnonnal condition. The 

scc!ne then moves to the past. Eddie, fail ing to convince Alfieri of anything unnatural 

in the behaviour of Rodolpho. infonns the Immigration Bureau against the illegal 

immigrants. When Eddie returns to hi s apamnent. he gelS to know from his wife.: that 

Rodolpho and Catherine arc going to get married 

After the arrest of Marco. Rodolpho, and the t\vo new..comers when Marco 

accuses and condemns Eddie in pubhc, th~ latter tries to clear his name by telling 
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Lippari and his wife - "He 's crazy' I give them the blankets ofT my bed. Six months I 

kept them like my O\vtl brother" (433)! Eddie encounters Marco on the marriage day 

of Rodolpho and Catherine, and in the scume that ensues is killed by his own knife. 

The action of the play covers in all a total period of about the last six months of 

Eddie's life. But the plot time in the present is just the time required by Alfieri to 

narrate the happenings relating to Eddie and the others which is the same as the 

staging time. 

In Fall the action rakes place in the mind and memory of Quentin, a lawyer in 

his forties. Act One starts whh Quentin addressing an almost invisible listener and 

telling him that he quit the firm about fourteen months ago, a few weeks after the 

death of h.is wife. Maggie. He says that he called the li stener in the morning because 

he has a decision to make about Holga, an 3fchaeologist. whom he met when he was in 

Gennany about five months ago. The time is four o'clock, and be is expecting her 

arrival at night for some conference in Columbus. At the end of the act we hear roaring 

of a jet~ Quentin glances at his watch and says that it is six o'clock. Act Two stalls 

with Holga approaching Quentin y,~th open arms. The stage direction indicates that no 

time has passed between the two acts. The spark from Quentin's lighter at the end of 

Act One can be seen at the beginning of Act Two. 

In the two acts flashbacks cover the incidents related to Qucnti n's life which 

took place fourteen months ago when he was married to Lo uise and Maggie and when 

he was in Germany before about four months. The memories of the days when 

Quentin was a Imle boy and when he \'IaS yet to go to college also come to his mind. 

The total action cO'lers some phases orhis life from his boyhood till his present, when 

he is in his fort ies. Although the period of action co .. ers almost the enti re life of 

Quentin, the spectator gcts to know about all this within the time which corresponds to 

Dhaka University Institutional Repository



249 

the time of Quentin's unfolding of his memory scenes which should not be more than 

three to four hours. 

At the vcry beginning or Clock in Act One we see first Lee Saum racing the 

audience and telling them about the Great Depression and its effects on the American 

people, and next, Robertson commenting on the Depression and the emotional 

collapse, We get no indication of the time when the action starts in the present. We 

know that Lee is in his fifties and Robertson is in seventies. Like a chorus tbey 

comment on the pas~ and we get to know about the Sawn family and the social 

conditions in tbe past , Following their cues and hints we go back in time by about 

thirty years. We go back to the time immediately before the Depression when Lee was 

just a boy and the Baums lived a carefree life with no idea of economic strains, 

Robertson in his forties talks with a sboeshine man. We see the people like Rosman 

and Robertson speculating on the stock market. Next we see the conditions of the 

Baums and some other people during the Dcpression. 

In Act Two the Depression period continues. But the rime has gone ahead, Lee 

is in college, graduates, gets some odd jobs and tries to be a sponswriter. Roosevelt 

has replaced Hoover as President of the United States of America. Jobs are still scarce. 

Lee wants to be on relief to get on thc WPA Writer's Project. He brings his rather to 

the relier office so lhat the latter convi nces the authority concerned that his son has no 

place in his house. The play ends \",ith Robenson in the present commenting on what 

saved the United States, 

Although the play co\'crs the happenings within a range of about thiny years, 

the entire time is covered in nashbacks. In the present the action takes exactly the lime 

taken to show or tell about the da)'S just prior to and during the Depression period. So 

in reality it covers exactly the stage time: it should be roughly about three hours. 
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The last play under discussion in this chapter is Clara, a one-act play, The 

entire action of the play takes place in Clara Kroll 's apartmenl-office where she was 

murdered the previous njght. The action starts with Detective Lieutenant Fine and 

Officer Tierney examining the scene of the murder. At the beginning of the play fine 

lells Krolllha1lhe time is one o'clock (30). Kroll's mind is complelely blocked 10 Ihe 

facI lhat his daughter has been murdered. With Fine's repeated and pe"istent 

questions Kroll stans responding gradually. When Tierney shows them a record and 

plays it Kroll recognizes his own voice. As he listens to the record staring front, we 

see a past scene when Clara was a very young girl. SuddenJy Hernandez blazes up in 

the air and vanishes and immediately Kroll says, Hernandez. Fine asks "What~" and he 

replies. "Luiz Hemande-l. Worked at Kennedy. For Pan America." Fine rushes out 

with the information and the play ends. Although the time covered in the memory of 

Kroll goes back by about ten years, in the present the time of action corresponds 10 the 

time taken 10 stage the play, 

The scrupulOUS adhe rence to the unity of time is a typical neoclassical 

requirement. 11U11 Miller was not dictated by the practices and precepts of any 

panicular school of writers and critics can be understood from his attitude toward the 

Greek concept of a tragic hero, He does not ac-eept Aristotle' s observation that 

someone of the common mould cannot be a fit tragic hero He argues: 

It IS now many centuries since Aristotle lived. There is no 
reason for falling down in a fain t before his Poellcs than 
before Euclid ' s geometry, \\-'hieh has been amended 
numC!rous times by men \\; th nc:w insights; ... Things do 
change, and e\en a genius is limited by his time and the 
nalure of his society, (Introduction 31-32) 

Dhaka University Institutional Repository



2S1 

So. it is not surprising that we do not find Miller very particular regarding the unity of 

time. The twenty-one plays of Miller which have been discussed with regard to plot 

time clearly show that Miller has not been consistent in the relationship between the 

fictional time and the playing or staging time of the plays. The unity of lime that we 

notice in a good number of MjJler's plays is not due to his veneration of the classical 

models, bUI because of Ihe requirement of the plots. 

In Bridge. Vichy. Price, Fall. Clock, Ceiling, Elegy. Loye SIOry, Can'l 

Remember. Clara, and Yankee the plot time is exactly the same as tbe performance 

time. According to Frederick J. Hunter the limitation of plot time in a play delimits its 

scope: "Tbe story bebind a play is a large panorama from which the playwright selects 

the crucial evcnts of the action, but when he is limited to an equal time there is almost 

no room for exposition together with action in the development of background" (195). 

But in Miller's plays, as we have already noticed. the scrupulous adherence to the 

playi ng time does not necessari ly make the plot barren. It is likely that in the one act 

plays, Vlchy. Elegy, Love SlOry. Can 'I Remember, and Clara, Miller was handicapped 

by the short length and plot time of the plays. But even in most of these plays, making 

use of retrospective technique and memory scenes. Miller has succeeded in delineating 

a proper picture oflifc and increase the magnitude of the plot. 

Although A4ondu),s is a one-act play, the plot time here is not confined to the 

playi ng time, neither does the play stick to the unity of lime. The play not being 

confined to one or two charncters. tells us about the joys and sorro\\'s, hopes and 

expectations. and anitudr: towards life of a number of people. nme. too, not divided 

into acts and scenes may be considered a one-act play technically. But the play being a 

film-script. exploits the effects of camera shots to cover in the plot a number of year 
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Bridge, Price, Fall. Clock and Ceiling are two-act plays. But the plot time in 

these plays do not exceed the playing time. We do not notice any jump in time from 

one act to the next in any of these plays. In Price. Fall. and Ceiling we can clearly 

understand the continuity of time from what happens at the end of Act One and 

beginning of Act Two. No break of time is indicated between the acts in Bridge, Foil, 

and Clock, and between the two scenes in Yankee. Softf , Salesman and MI. Morgan 

deal wi th the most crucial last twenty.four hour periods of the protagonists' lives. In 

Glass to some extent, and in enemy and Crucible to a very great extent the focus of 

anconon being the protagonist as well as the contemporary society and the human 

nature in general, the plot time is not confined to twenty.four hours. In Luck since 

some time is required for the protagonist to have a1l the luck in his social and famil ial 

lives, the plot time is not limited to twe[lty~four hours. Creat;oll, dealing with the 

creation of Adam and Eve, the beginning of human life in this world, and the relation 

between God and mankin~ covers maximum time among all the plays under 

di scussion. In the memory plays like, Salesm(ln, All. Morgan. Bridge. Fall and Oara 

Miller, as has been sho\ .. ll already. by skilfully manipulating the action in a double 

sense of time gives us the intensity of the compact present time as well as the extensity 

of the past or retrospective time spread over a rather tong period The shifts in time 

from the present to past memory and back to the present 8re dealt in such a way that 

tht':y take vinualty no lime at all . In all such cases time ceases to have any duration. 
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Conclusion 

Miller does not seem to have made any anempt to explore the theme of lime in 

his plays, In Tennessee Williams's play, Sweet Bird of Youth, which is the expanded 

form of his one-act play. 711e Enemy: TIme, emphasis is on rime as the destroyer of 

youth and beauty. In the play, handsome Chance Wayne' s chances and good look 

wane with each passing year, whereas, the aging motion-pic ture star, Princes 

Kosmonopolis, makes a successful comeback with the enormous success of her last 

film. Through the princess's success Williams shows that art, which is not affected by 

time. can conquer time. In Shakespeare's Sonnets 1-126, where the word "time" has 

bt:en used for more than seventy times, time is a major theme. In these SOnnets 

Shakespeare personifies time, and views with pain and sorrow the ever·lasting and all· 

enduring time ravaging and corroding youth, beauty and evct)1hing else in thiS world. 

He talks about tim.: as ··never resting time·· (No 5). "Time 's scythl!'· ( 0 12). 

"wastc:ful Time" (No. 15), "bloody tyrant. Time" (No, 16), "Devouring Tim.:", "s\\ift­

footed Time· (No. 19), '·times furrows" (No. 22), ·'sluttish time" (No. 55), 'Time·s 

injurious hand·· (No. 63), 'T ime·s reU hand·· (No 64), '· (d<:cayingJ time'· (No. 65), 

Dhaka University Institutional Repository



254 

"Time's thievish progress to etemity" (No. 78), "Chronicle of wasted time" (No. 106). 

"[time's] registers" (123), "Time's hate" (No. 124). and "Time's fickle glass" (No. 

126). To Shakespeare, all these cruel and decaying manifestations of lime may be 

conquered and defeated. and man may gain immortality by leaving behind his 

progeny. by the power of verse and by enduring love. 

Shakespeare uses Time as the Chorus in Winter '.'t Tale. Here, Time tells us 

about its own nature, which has no Similarity with the way Shakespeare sees time in 

the Sonnets, In Act Four: Scene ODe the Chorus says, "I that please some, try aU, both 

joy and terror i Of good and bad, that makes and unfolds error, i To use my wings. 

Impute it not a crime I To me or my swift passage, that I slide I O'er sixteen years ... " 

Time, here relates to nOt only the vjcissitude of our life but also the jump in time (in 

the case of Winter '.f Tule over sixteen years). which is quite natural in fictional works. 

The fictional or pial time in Miller's plays, showing the passage of time from one 

scene or act to the neKt scene or aCl, with or without any break, has been discussed in 

detail with regard to the llJUty of time. 

T. S. Eliot's view of time is quite unlike that of Shakespeare. [n "East Coker" 

the opening and closing phrases. " tn my beginn ing is my end" and "In my end is my 

beginning:' do not imply that the past and the future are simultaneous. What they 

mean is that every moment is an end and a beginning., because on the one hand, the 

beginning pointS to the end ahead, and on the other hand, the end contains the 

beginning, the staning point. Although time has a beginning and an end, from the 

point of view of our temporal existence and the changes and transformations that take 

place in prescnc~ of lime as 3 witness. time has an eternal dimension. The title of the 

poem was taken from a village in Somerset where Eliot's family lived for some twO 

centuries, yet the imagery and symbols that we find in the poem concern no particular 
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place or time. At the beginning of the poem Eliot says, "In succession I Houses rise 

and fall, crumble, are extended, , Are removed. destroyed, restored, or in their place I 

Is an open field. a factory, or a by·pass." He continues: 

Old stone to new building, old timber to new fires, 
Old fires to ashes, and ashes to the earth 
Which is already flesh, fur .nd faeces, 
Bone of man and beast, cornstalk and leaf. 

All these lines indicate the flux or life in this world, a cycle of growth, decay. and new 

growth. Nothing in this world endures time: everything flows in time and is either 

destroyed or transformed. We do not get here the rapacity of time as expressed in 

Shakespeare's sonnets. 

In the following lines of "East Coker", "there is 8 time for building I And a 

time for living and for generation I and a lime for the wind to break the loosened pane" 

(9·11 ), Eliot emphasizes not only the limited life for everything in this world but .Iso 

the right Or exact time for all actions and happenings. The right time for something to 

be done or to take place is emphasized in Miller's Luck as well. In the play, Falk 

considers David a lost soul because unlike other boys he never knew when to do what: 

"Other boys knew when it was time to play and time to go home, lime for work and 

time for church" (499). J. B. wants David to learn about tractors, and tells him. 

"Nov,"s the time, Dave. You' re young, strong, you don' t get ti red, by the time you ' re 

thiny, you can have five kids and the \\o orld by the back of the neck" (5 12)! Da"'id lel1 s 

Shory and J . 8. that he has been turni ng his back ror three yeurs regarding Gus's 

fixing of Dan Dibble's Marmon for him. He says, .. It's time somebody knew what I 

am" (529). According to Augie Belfast. as Patterson fa iled to tmin his son, Amos, at 

the right time, nothing can make up the deficiency in his training. Amos. too blames 
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his father for not training him properly at the proper time: " He wouldn't let me learn 

how 10 figure. There wasn' t no time, he said, no time for nOlhin ' but throwin' that 

ball.. . . J knew all the time I was doin' \\lfong .. .. Well, this is one time I know 

something. I ain't gonna louch. baseball as long as I live" (535). 

Miller does not make any noticeable use of time as a theme in his plays, yet we 

rLnd a great deal of social. hi storical , personal. psychological. technical . and artistic 

aspects of time in almost all his works. The word "time" has been used a good number 

of times in his plays, but without the epithets and connotations of Shakespeare's 

sonnets. It has been used mainly in social context because life represented in the plays 

of Miller from Luck to Gla.u, including Creation, which has a biblical setting, 

confonns to social time. At the opening of most acts and scenes of these plays. apart 

from the day, date, or year. the rime of the day. whether morning, afternoon., evening, 

or late night are usuaUy indicated. In the progress of the plot, too. the socia l or 

calendar time is often referred to and maintained. Miller specially underscores the 

social time in his plays because he examines and reveals the life of his characters in 

relation to society and family. If we take the example of Luck, we see that Ihe action in 

the play begins in a cold evening of April. At the very beginning David tells Shory 

that he saw Hesler in the morning. After her graduation in June, Hester is supposed to 

leave their town to teach in a school al Nonnal because the last night Hester' s father 

planned it so to send her 8 \\!ay from David. David, too, thinks that he should leave the 

lown and go to orma! so that within the time he has from Apri l to June, he could 

have ajob and gC:1 established to rnany Hester. Hesler comes to see David at Shory 's 

place and tells David she ca!,"c to know from her mother that in the morning her father 
. 

had decided to send her to Chicago. The nexi time Hester sees David, he is busy 

working on the Marmon in his shop and the time is about 4 a.m. When she returns 
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again the followi ng morning at half-past-eleven. she finds David asleep. In Aet Two ' 

we see that Hester and David have been happily married for three years. tn the play 

there are also many other references to time as can be understood from the following 

examples. Patterson Beeves has received a telegram from Augie Belfast. a Detroit 

Tigers scout, that he would be in Burley on "July 16th
- to see Amos Seeve's 

perfonnancc. Patterson has been waiting for this telegram for "'twenty-two years" 

(522). David rang up "eleven times" to bring the scout (530). Amos has been pitching 

since he "'8S "eight years old." Augie has been scouting for good baseball players "Cor 

a long time," He saw Amos playing "two years ago," He came to see him "Iast year, 

too," "'Last year and the year before," Augie could not say yes or no. Amos loses his 

head "every time the bases get loaded" (532). In "three years" Augie has not noticed 

any improvement in Amos. He says, " In fact, this year he's worse in lhat respect than 

last year. Why,! today I found the answer:' Paiterson has lrained Amos in the cellar for 

' ''thirteen years" (533). At the beginning oC Act Three Hester is found busy «trying to 

occupy time rather than accomplishing a task" (537). She does not like to be left alone 

"all the time" (538). '1be fi rst time" David was speaking of losses was "t,,,enty 

minutes" after he had seen his baby (542). 

In SOliS. lhe beginn ing ofaelion is "early Sunday morning." Larry was born " in 

August and he \ .... ould be "twenty-seven this month .. ' He was reported missing on 

"November twenty.fiilh," "November twenty- fifth" was a f:l\'ournble day for Larry 

(60). Ann came by "the one o'clock train last night" (62), Chris tells his f:uher about 

Larry that - nobody comes back after three years" (67), Chris has not secn Ann sinct: 

he well! to war before " five years:' He has thought about hi S relationship' whh Ann for 

"three years" (68). Ann almost gOl married "two years ago" (84), Ann suggests eating 

"at the shore tonight" (76), After " 3 year, eighteen months" Steve wH\ be a free man 
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(97). George tells Ann that the train leaves at "eight-thiny" (105). When Act Three 

begins at "two o'clock in the morning" Kate is still waiting for Chris to return home 

(117). Similarly in all other plays of Miller we are constantly reminded of social time. 

While discussing the plays with regard to the unity of rime, social time has been 

referred to to ascertain their fictional time. 

The retrospective bent of a number of Miller's characters in their conscious or 

subconscious minds, as we find in the plays like Salesman. Fall. Price, loct. Clura 

and MI. Murgan, is a typical feature in his plays. He makes his characters move 

continually and unObtrusively backward and forward aJong the continuum of social 

time. As in real life, most of them are milinly preoccupied with thelr present state of 

affairs. Almost all the plays show how the protagonists and a number of other 

characters try to overcome their present problems and difficulties with val)~ng 

success. It is as much true for David's premonitions of some impending disaster, as it 

is lrue for Chris 's and Keller's concern for their social responsibilities; the relationship 

between Biff and Willy~ Gellburg and Sylvia; the social injustice on Dr. Stockmann 

and John Proctor; the individual choice of Proctor. Von Berg and Sigmund: the 

problem of memory with Kroll and Leonarn, and the relationship between God and his 

created human beings, Adam and Eve. 

As the present is always ahead of the past~ the imprints of time play a very 

important role in Miller's plots and characters. This time, which is purely experiential 

lime, reiales to both the characters and the writer. In Son,' almost all the ehorneters talk 

about the past. In reality thl,! entire action of the play is controlled by the past 

happenings. Th~ same is true ror F.nemy and Price. Miller observes in Inlm<iuclwn 

thaI Ibsen presents barely and unadorned what he believes "is the biggest single 

dram3tic problem, namdy, how to dramatize what has gone berore." He feels that 
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dramatic characters, and the drama itself can never hope to attain a maximum degree 

of consciousness unless they contain a viable unveiling of the contrast between past 

and present, and an awareness of the process by which the present has become what it 

is. He takes it "as a truth that the end of drama is the creation of a higher 

consciousness and not merely a subjective attack upon the audience's nerves and 

feelings. What is precious in Ibsen's method according to him is "its insistence upon 

valid causation, and this cannot be dismissed as a wooded notion" (2 1). In Ibsen's 

technique, as it is in the case of Miller in his plays Som, Enemy and Price, the 

progression of the events and time in the present is linear and chronological with 

constant references to the past. But the past is not shown in flashbacks or in memory~ 

we do not move to the past~ we simply get to know what happened, which sbapes the 

present 

If we study Crucible, we notice tbat apan from being a story of witch-bunt. it 

is very much a story of personal revenge which has it's root in the past. Parris, tbe 

Putnams. Abigail and John Proctor have grievances of their own that contribute to the 

crisis in the play. The entire story of Bridge is unfolded exactly as Allieri reveals it 

from his memory. In Clock there are constant flashbacks of past time. References to 

the past are in plenty in VIChy. CreallOu. Cel/iug. TIn/ f!, Love Stur),. Can '/ Remember. 

Clara. Air. MnrgutJ. Yankee and Glass as well. 

The memory scenes in plays like SlIlesmun. Fall, Love SlOry. Ch,lO and /\t/1. 

Aforglm. which COncern the indivldual Char:lClers only, show the pa..~t and the present 

existing simultanC!ously. These memory experiences. which have cenain durations, in 

reality take place \\; thin lime that has no dura~ion . In SlIll!,\'man. talking to himself in 

the kitchen Willy goes back to a time whl!n BifT and Happy were young boys in high 

school. Within this memory scene, just after he talkS 10 Linda about his bad business 
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we see him with a woman in a Boston hotel room, which is farther back in lime. After 

the woman leaves, there is the continuat ion of Willy's earlier conversation with Linda. 

Next, we see Bernard coming 10 them and looking for BifT to remind him of his 

studies. which is definitely a few days ahead of the time we first saw him with BifT, 

Happy and Willy. All these happen within a single memory sequence that should 

cover quite a bit of time. But in reality they have not taken any time at alL Such 

fluidity and negalion of time have been possible because of Miller's skilful 

manipulation of the dramatic action in a double sense of rime. This particular 

treatment of time may also be found in all other plays of Miller involving memory 

scenes. 

In Thornton Wilder's Our Town and The kin ojOur Teelh, unlike any play of 

Miller, the past is not recalled or remembered. The characters do not bring the past to 

the present, instead the past itself comes to life in the present. in Our Town, Emily. 

who dies in childbinh, is granted her wish to visit the li ving and relive her twelfth 

birthday. In the play local events are placed in universal perspective, and the 

indjviduals are seen in relation to thei r 10\"''' . nation, ancestors, and to geologic time. 

In The Skin of Our TeeliJ man' s life is woven into the whole fabric or time in the 

universe . In the play through the ordeals of Antrobus \ .... e sec man ' s struggle for 

survival through three major cataStrophes - the ice age, the flood, and \Var. 

The element or the past in l\.Ion(/uys is an interesting case. Although the title of 

the play is Memory of 1'.."..0 A/mu/u} .\', here there are no flashbacks and no memory 

scenes. The play is unltke SU/I!sman or any other memory plays. Here the past does nOt 

come 10 mind as it dOl:s in t~ case of Willy Loman. Bert, the protagonist of the play, 

does not recollect the memories or the two Mondays in his mind. We sel! him clearly 

in the progrl!ssion of the time in the pial The past is at times casually referred to as it 
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is in the cases or Gus's weekend at Staten Island (338), Jim 's age with regard lO'his 

experience with the Indians (344), the mechanic 's truck (35 1), the relationship 

between Larry and Patricia (367-368), etc. It is only Gus's life in the last hours, which 

is described vividly by Jim. But in the action of the play there are no nashbacks and 

neither is there any mobile concurrency of the past and the present. The play is in 

reality the memory of two Mondays as remembered and reproduced by Miller himself. 

The intrusive author is undoubted1y at his best in this play. 

Unlike Shaw's Sai", Joan and J. B. Priestley's Time and the COllway, future 

does not come to the present in Miller's plays. In the Epilogue of Shaw's play we see 

the Gentleman. who belongs to a lime four centuries ahead, announcing Joan 's 

canonization. In Priestley's play, Kay. an aspiring novelist. on her twenty-first 

binhday in 1937 has a vision of the future life of her family twenty years ahead of her 

present time. When Kay reverts to her present and her mother prophesies a warm and 

happy future for her children, all save Kay are unaware of the disasters in store for 

them, In almost all plays of Mjller future comes in the sense that life moves forward 

and looks ahead. David in Luck is apprehensive of his future good fortune; in Sons, 

Chris is angry with his parents because they stand as barriers to his plan for his future 

life with Ann; Willy kills himself in Salesman to en!\ure a successful future for BifT; 

Dr. Stockmann in Enemy and Sigmund in CeIling decide to stay back in their countries 

and not to leave for America so that they can lead their future lives according to their 

plan and wl\l ~ In Cruclhll! , Proctor' s concern for his futun~ name makes him go to the 

gallows and embrace death; Bert in AfonduY,fiI, Marco and Rodolpho in IJnJj!.t!, and 

Quentin in "'ull are 311 concerned for their future lives, In Yallkt!r! there arc hints and 

promises of a happier future wlthout the problems of the IA'st and the present, whereas. 

in I\ ,ft , Alfurgufl there aTC no such hints or promises for Lyman, 
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A play is usually different from a novel with regard to the exposition of time, 

whether past, present or future. In the novels the author or a narrator comments on the 

plot or the characters to show what happens in the perspective of time, but in a play in 

most cases no such device is necessary. Although in the classical Greek and Roman 

plays we find the chorus commenting on the action of the play and in some later and 

modem plays too, the use of chorus in some form may be noticed. all this is quite 

different fTom the usual practices in the plays. Whatever may be the setting of a play. 

the audience sees the entire action in lenns of his immediate experience in the present. 

As the plot moves ahead in time, the fictional present \\o'e are exposed to at the 

beginning also moves abead encompassing the entire aClion within the range of 

specious present. In Miller's plays the duration of the specious present varies from the 

very limited fictional time represented in the plays like Vichy, Price. Ceiling, Elegy. 

Love Slory, 0 m'I Remember. Clara and Yankef!, which maintain the un ity or time in 

the rigid sense of the term, to l.uck. Enemy. A;fondays, Creation, Time and Glass , 

which cover a wide range of time. In the plays that maintain the unity of time the 

entire action stretches over a short period in the fictional present. But in the cases of 

the plays which cover a longer time, although the present becomes the past and the 

future the present, e .. er)1hing is viewed in context of the fictional present. 

Since a playwright's personal experiences. insight and view of life mould his 

plots and shape his characters, Miller's personal life, as we have secn in Chapter 

Three, is a \iery important factor to understand the element of autobiographical time in 

his plays. No one \"'ho has some knowll!dge of contemporary history and Miller's life 

\ .. ill fail to notice the intrusive author in most of the plays of Miller. The historical 

references to time that we get in Miller's plays arc solely d~pendent on the factual 

accuracy adhered (0 by the playwright. Historical time is objective time and stands on 
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its own, whereas autobiographical time, whk h is experiential , fuses with the fictional 

time of the characters. In the fonner case history controls the fictional present. but in 

the lauef case as the past of the writer and the present of his characters are inseparable, 

there is no such control. The action in CreatIOn, which has been discussed in the 

context of historical time, takes us back to Biblical time; Crucible to the end of 

seventeenth century Salem, Massachusetts. The references to the rise of Hitler in 

Mondays and Glass; German-occupied Vichy and Paris in Vichy and Time. 

respectively; the Nazi atrocit ies in Time and Fall; the Stock Market Crash, the Great 

Depression, Herbert Hoover, and Roosevelt in Clock, to mention a few, take us back 

to the very obvious historical times. Autobiographical ti me. on the other han~ has no 

such overt marker or indicator. 

Without going into a controversy as to what extent autobiographical references 

or allusions affect the merit of a play. we can safely say that extra-dramatic knowledge 

is helpful to find out the intrusive author, who represents autobiographical time. in the 

works concerned. Miller says in TmJebend~ that his uncles. Manny Newman and Lee 

Balsam were both salesmen, owned tools. and did their plumbing and roofing 

themselves. Manny had two sons, Buddy and Abby. and "had managed to make his 

boys into a pair of strong, self-assured young men, musketeers bound to one another's 

honor and proud of their family. Neither was patient enough or perhaps capable 

enough 10 sit alone and study. and they both missed going to college" (127). Earlier in 

the same work he mentions - Manny "was a competitor, at al1' times, in all things., at 

every moment. My brother and I he saw running neck to neck \\ith his two sons in 

some race that never stopped in his mind" (122). This sense of competition parallels 

the sense of competit ion between Willy and his two sons with Charley and his son. 

Moss observes the similarities bew~een Miller and Birr: "Young Arthur was as intense 
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an athlete and as week a scholar as BifT Loman. Decidedly non-intellectual, he spent 

his boyhood playing football and baseball, skating, swimming, dating, failing algebra 

three times, reading adventure stories, and just plain fooling around" (Moss 3). But 

lhl!se similarities and some other th ings, which we may find common between Miller 

and BifT, do not in any way indicate that Miller modelled BifT on himself. BifT and 

happy seem to have mOre in common with Buddy and Abby than Mi ller and his 

brother, Kennit. Willy loman complains that his son, not settled on any panicular job 

even at the age of thiny-four, is yet to make thirty-five dollars a week. Birr tells 

Happy how he spent six or seven yean; after high school taking odd jobs in different 

places. By the mid 1940s Miller, too, had taken different odd jobs. He worked as a 

delivery boy for a bakery, as a dishwasher and waiter. as a singer, as warehouse clerk, 

ed itor of a university newspape r, mouse anendant in a laboratory, truck drive r, tanker 

seaman, factory labourer, and ship-titter' s helper. Miller' s tirst experience " i th 

construction was when he improvised a pOrch with his uncle Lee Balsam. He was so 

thrilled about it that he couJd not sleep for anticipation of the next day. He felt exactly 

the same when in onc cold April in 1948 he built a ten-by-twelve studio near hi s first 

house in Connecticut where he intended to write a play about a salesman (Tmu-bend,\ 

121 ). Willy Loman, like Miller, loved gardening, carpentry, and athletics. According 

to Miller's sister Joan, Miller was "very handy \\~th tools. He built the back porch on 

our house. and some of the roses he planted in the bad lard are still blooming" (Moss 

3). All this shows that the charncters in Salesman are not modelled strict ly on Miller 

himself or on any particular \Xr5on or persons he came to know of. Though we may 

find aUlobiogr3phicall! l ~ments in some characters, the analogy between them and the 

\vri lcr and his fami ly would not hold for long. Miller gives some traits of his self or 
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the people he got to know to some characters. which we can notice only if we have 

adequate infonnstio" about the life of the writer. Miller mentions in Tunebe,uis: 

Much morc than a single model would ultimately go into Willy 
Loman. Indeed, since I saw so little of Manny he was already. 
in my youth, as much myth as fact. But there are images of such 
defined power and density that without olTering concrete 
infonnation to the writer they are nevenheless the sources of his 
an. (126) 

Miller says that he smiled when he wrote the line in the spring of 1948 - " I still feel -

kind of temporary about myseJr." - the words of Willy Loman to his brother. At that 

time it had not yet occurred to him that it summed up his condition then and 

throughout his life (Timebend, 69). All this clearly indicates that autobiographical 

time, wbich is not as fuced and specific as historical time, unlike historical rime may 

not restrict the time of action to a particular person or incident in real life. 

In the case of autobiography merging with history as we find in rllcible, 

Full. Vlclly. rune. and other plays, it is mainly the historical time which attracts our 

attention. Miller's words on Vichy are as follows: 

The root of Vichy came from my friend and fomler 
psychoanalyst Dr. Rudolph Loewenstein, who had hidden out in 
Vichy. France, during the war, before the Nazis openly 
occupied the country. But all I recalled was the bare outline of 
his story: a Jewish analyst picked up with fal se papers and 
saved by a mnn he had never seen before. This UnknO\llll man, a 
gentile, had substi tuted himself in Il Ime of suspects waiting to 
hav~ their papers and penises inspected in a hUn[ for Jews 
posing as Frenchmen. 

There was a st-'"Cond root in an old friend of Inge's, Prince Josef 
von Sch\varzcnberg. a senior surviving member of a very 
ancient Austrian noble line, who had declined to cooperate \vith 
the Nazis and had suffered for it during the war. He was a 
source for Von Berg, thl! prince in my play who steps in to take 
the place of a condemned analyst It was not altogether a 
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romantic idealization, for in some absurd yet logical way Josef 
von Schwarzenberg embodied an elemental resistance to the 
fascist spirit, which is fundamentally one of enforced vulgarity 
in all its fonns. (Timebends 538) 

It is important to note that in Miller's plays historical and autobiographical 

references are not made to confme and limit our interest and attention to the past time 

neglecting the human chamcteristics and values which transcend the limits of a 

particular time period. Talking about Nlondays in Introduction Miller says, ~othing 

in this book was wrinen with greater love, and for myself I love nothing printed here 

bener than this play" (49). The playwright's love for the play may be anributed to the 

character of Ben, who is clearly modelled on himself, as well as to his purpose of 

writing the play, He says, " I wrote jt~ I suppose, in part out of a desire to relive a sort 

of reaJity where necessity ,"'85 open and bare; J hoped to defUle for myself the value of 

hope, why it must arise, as well as the heroism of those who know, at least how to 

endure its absenc'" (49). 

Although Miller does not deny the role of the intrusive self in his works, that 

he is not willing to sacrifice his art to his beliefs and opinions bec,omes quite evident 

from his following words said regarding a writer's political conviction: " Doubtless an 

;\uthor's politics must tx one element. and even an important one, in the gl!nn inalion 

of his art, bUI if it is art he has created it must by definition bend itself to his 

observation rather than to his opinions or even his hopes" (lllIroduc!IOIl 36). 

Regarding Salesman he says, ""There \\"3.S no attempt to bring down the American 

edifice or to r3 ise it highe r, to sho,\,' up family relations or to cure the ills afflicting that 

inevitable institution'" (lnlrtx iuC:IUUI 29). He did not write Sons to condemn or uphold 

any particular social system: CrUCible to rc:\iive in the audience the memory of 

senseless and inhuman Salem ,\,itch.hunt; Viclry. Timl! and Glass to speak of Nazi 
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atrocities and arouse sympathy for the Jews, or Ceilmg to show how rotten everything 

is in a totalitarian Slate. In a press interview at Ihe premiere of Sons in 1947, Miller 

expressed quhe clearl y his theory on playwriting; 

In all my plays and books I try to take settings and dramatic 
situations from life which involve real questions of right and 
wrong. Then I set out, rather implacably and in the most 
realistic situations I can find, the moral dilemma and try to point 
a real , though hard. path out. 1 don' t see how you can write 
anything decent without using the question of right and wrong 
as the bas is. (Essays xvii) 

Leonard Moss rightly observes: 

Miner is not primarily interested in the reactions of specific 
Jews to anti-Semitism in France during World War II , just as in 
Focus and in n,e Crucible he does more than retell stori es 
about the pe~eculion of Jews in New York City and witches in 
Salem. Historical facts establi sh a suitable context for the 
demonstration of a point that could have been made as well , the 
author believes with evidence drawn from Harlem or Vietnam" 
(74). 

Mi ller attended the Nazi murder trials in 1963. He said that he had never seen a rea l 

live Naz.i, and so he was curious to see such a trial Barbara Gelb observes: "His 

immediate reaction to the trials \lias to write an impassioned article attempting, in hj s 

words. 10 ' reinstate an understanding in the public mind of the dynamics or Fascism.' 

His thoughts then turned to \\Ti ting the play, Incident at VIChy. which dramati zes the 

same subject. : F8). Ge lb adds that although the episode on which the play is based 

had been in Miller's mind since 1950, the trial s sharpened his viewpoint about gui lt 

and responsibility - the leitmotif of the play - and Miller was able to tum out the final 

draft in just three weeks. Miller said that he "suddenly saw the play whole," and that 

" it happens like that sometimes" (78). Miller's comments on the play are as rollows: 
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The occasion of the play is the occupation of France. but it's 
about today. It concerns the question of insight - of seeing in 
oneself the capacity for collaboration with the evil one 
condemns. It's a question that exists for all of us - what. for 
example, is the responsibility of each of us for a\lo\'.ing the 
slums of Harlem to exist? Some perfectly exemplary citizens, 
considerate of their families and friends. contributing to 
charities and so forth, are indirectly profiting from conditions 
like that. (8. Gelb 80) 

Even the characters in the play are not limited to the particular time of action. Miller 

said that .11 these character.; are flesh·.nd·blood people, each with a subterranean life 

of his own. "but they are also symbolic in the bearing they have on ourselves and our 

time." 

If we analyze the background of the composition of a later play like Love 

Story. we find that here too, the personal and the topical give place 10 the general and 

the universal. Tn the past, Mi ller had found himself involved in a local criminal case. 

He intervened to secure the release of a man fal sely accused of murder. In doing so be 

exposed the public officials who had indicted him. Christopher Bigsby observes in 

"Aftenvord" to Twu·way MirrQr that this particular experience lies behind the play. 

He adds: 

The fascination, ho\vevcr, lies in th~ ex1.ent to which what, 
earlier in his career, might have been recast as social drama is 
now forged into a metaphysical work of great subtlety, And 
what appears as melodrama is in effect a highly self·conscious 
study of a dislocating sensibility, a hunt for meaning and 
security conducted on the very borders of madness by those 
who can scarcely understand their own motives let alone press 
the question of lrUth and reality to thl! point at which it may 
destroy them both. (68-69) 

Although Milh.:r acknowledges the rol~ of a writcr's experience in his work. 

according to Miller what a reader should be interested in is the work and not the writer 
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behind the work. In an interview v.ith the playwright, Roben A. Manin asks him the 

following question regarding the very obvious autobiographical reflections in Fall: 

Can you actually separate the man who writes a play about 
Salem in 1692 (which happens to have many parallels with 
MCCarthyism) from the man who ",'fites a play about two 
marriages that failed and a congressional hearing? I think the 
autobiographica1 intrudes in After the Fall more directly than in 
any of your plays. and consequently leads critics to an 
autobiographical conclusion on the internal evidence of the play 
itself." (Interview 179) 

In reply Miller gives the examples of the novelists like Thackery. Meredith. Jane 

Austen and Dickens, whose works are being read by the people of later generations in 

complete ignorance of their lives and ages. He says that he is not reading Dickens. if 

he reads him. because Dickens was obsessed with prison. He says, " I'm reading him 

because the work itself has some truth in it - for me some generalized truth. Now if he 

had never been anywhere near a prison, would that make it any less or more valuable 

as a work of an? It wouldn ' t: " He rightl y adds: '1t's only. it seems to me, an easy way 

out for people who will not or cannOt examine the work at hand. So what they do is 

examine the author" (180). It is quite obvious that Miller is against giving 

autobiographical elements the uppe r hand in his plays. But the fact remains, the 

\\Tite r's experiences and anilude towards li fe have a great deal to do V.11h what he 

creates. So, in the case of an autobiographical work. it is quite natural for a curious 

reader to try to find out the links lx:tween the wnter' s life and the \~ork . 

The difference between an ordinary writer and a great writer lies in thi s that the 

lalter transcends the personal and the topical and appeals to what is general, universal 

and timeless. The views and practices of the lime, however. may be renected in the 

works of both ordinary and great writers. All piap\Tights. whatever might be the 
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quali ty of their works, address the contemporary audience. It is as much true of the 

major and minor writers of the ancient Greek and Roman days and the Elizabethan 

period of England as it is true of the writers of the later age like the Restoration and 

the early and modem American writers. A playwright does not wTile consciously 

keeping in mind a future audience. But there are certain things enduring in the works 

of a great playwright as observed by Dr. Johnson in his critique of Shakespeare, 

Preface /0 Shake.speare. it is inherent in a great playwright to be topical and universal 

at the same rime. 

Fully aware of what is true in li fe , Miller chose his dramatic themes very 

carefully. He says in "Preface to an Adaptation of Ibsen 's All Enemy of the People" 

that he decided to work on the play because he had a private wish to demonstrate that 

" Ibsen is really pertinent today," and he is not old fashioned. He continues: 

And I believed this play could be alive for us beeause its ""ntral 
theme is. in my opinion, the central theme of our social life 
today. Simply. it is the question of whether the democratic 
guarantees protecting political minorities ought to be set aside 
in time of crisis. More personally. it is the question of whether 
one ' s vi sion oflhe truth ought to be a source of guilt at a time 
when the mass of men condemn it as a dangerous and a devilish 
lie. h is an enduring theme - in fact, possibly the most enduring 
of all Ibsen 's themes - because there never was, nor will there 
ever be, an organized soc iety able to countenance caJmly the 
individual who insists that he is right while vast majority is 
absolutely wrong. (17-1 8) 

Or. Stockrnann 's di scovery huns the! vested interest, and as he chngs to the truth . they 

manage to ostracize him from the society. Miller says that "those who attl!mpt to warp 

the truth for ulterior purposes must inevitably become warped and corrupted: ' The 

timeless relevance and appeal of the play can be undl!rstood from his words, "This 

theme is valid today, just as it wH\ a lways be'" Wrefot..'e 9). The last St!ntence makes it 
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clear that Miller's use of the word, "today", does not mean that he considered Ibsen' s 

theme relevant only to his time. 

Playwrights write their plays with the contemporary audience in their mind. 

Miller's plays, which have temporal settings. are no exceplions. In plays like LU"k. 

Sons, Salesman. Price. Ceiling. ClOCk and Yankee the setting being topical is 

contemporary with the writer and the auctience. Creation has BiblicaJ setting, whereas 

Crucible. VIchy, Time and Glass are connected to past history. Miller's following 

words in "lntroduction to A VieW from the Bridge" prove that he is quite conscious 

that the contemporary or topical element in the plot is not the sole criterion for its 

appeal to the audience: 

A PLAY is rarely given a second chaoce. Unlike a novet . which 
may be received initially with less than enthusiasm, and then as 
time goes by hailed by a large public, a play usually makes its 
mark right off or it vanishes into oblivion. Two of mine, The 
Crucible and A View from the Bridge failed to find large ' 
audiences with their original Broadway productions. Both were 
regarded as rather cold plays at first. However, after a couple of 
years The Crucible was produced again Off· Broadway and ran 
two years, without a line being changed from tbe original. With 
McCarthy dead it was once again possible to feel wannly 
toward the play. whereas during his time of power it was 
suspected of being a special plea, a concoction and unaesthetic. 
On its second time around its humanity emerged and it could be 
enjoyed as drama. (Essa)'s 218 ) 

In hiS anicle, "Arthur Miller's 1],l! CrucIble!: Background and Sources," Robert A. 

Martin notes that Miller has said that he could not have wriHen The Cru(.'lhir! at any 

other time. The statement obviously reflects the impact orlhe McCarthy era on Miller. 

Maniojustly adds' "If it is true, ho\\cver. that a ptay cannot endure untess it speaks to 

its own time, it is also true that a play cannot endure unless it speaks to new audiences 

in new times" (93). As it is true for all great plays, it is also true for Crucible. The 
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allegorical or historical appeal of the play is bound to depend on the extent the 

audience is aware of it. The appeal of the play today according to Miller does not lie 

on its political allegory but on what he believes to be its "real and inner theme." Miller 

observes that Crucible has been produced more often than any of his other plays and 

morc successfully morc the time elapses from the headline "McCarthyism" which it 

was supposed to be. He says: 

I believe that on the nighl of its opening. a time when the gale 
from the Right was blowing at its fullest fury. it inspired a part 
of its audience with an unsettling fear and partisanship which 
denected the sight of the real and inner theme. which. again, 
vvas the handing over of conscience to another, be it woman. the 
state, or a terror, and the realization that \\>ith conscience goes 
the person. the soul immonal. and the ' name,' (lnlrodu"'ion 47) 

Miller's Salesman has appealed to the audience from the very first day of its 

production till today. We can find in the play appropriate concrete symbols not only 

for the social realities of MilJer's time and place but also for the tension in an average 

American family. Willy's problems, an individual pitted against himself, his own 

conscience, his family, and the society, arc also the problems of any conscious 

individual or our time, I-lis ramblings over his past and present life, opens before us 

the internal drama of (1 man's journey to sclf·knowledge, Lois Gordon justifiably 

observes: " Death 0/ a S(I/esmafl is a drama of a man's journey into himself; it is 3 

man's emotional recapitulation of the experiences thai have shaped him and his 

values, a man"s confession of the dream to which he has been committed" (105). But 

Gordon's comment, that the play is "a1so a man's a«empt to confront, in what is 

ultimately a metaphysical sense, the meaning of his life and the natW'e of the un iverse:" 

(105). docs not confonn to the character of Willy because Willy's problems. \"'hith are 
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the problems of an ordinary man, are down-to-eanh. The meaning of life and the 

nature of the universe do not bother Willy ; what torments him is his sense of fail ure in 

his familial and professional li ves. 

The time of action of a pl ay mayor may not correspond to its date of 

production. In some cases the playwright deals with the contemporary life and so the 

audience of this time may see or hear the familiar th ings according to the spirit of the 

time. In the case of some past or bislorical l"ime, a strong effan of the imagination may 

be needed of the audience if he is to enter the spirit of the distant times. The time of 

composition of a play and the period or the stage of time depicted in the play remain 

unchanged. whereas. the time of the readers or the audience goes on changing. What is 

contemporary once becomes past and remote at later times. Hence, the reactions oftbe 

audience to the topical events and ideas treat'ed in the play are bound to vary with 

time. For example, the Restoration Comedies, wbich reflect the social world of the 

coun wits of the reign of Charles II, is not likely to have the same kind of appeal today 

as they had in those days. Reactions to historical events in an~ kind of literary works, 

too, vary vl.i th the ages. Shakespeare' s Historical Plays, RIchard II. Henry IV: Pari 1, 

Henry IV: Pari II. Henry V. Henry VI: Pari I. Henry VI: Pari 11. Henry VI: Pari III. 

Ulchurd Ill. and Hemry 1'111, which deal \\-ith such political crises as rebellion, 

usurpation, conspiracy, and war, had special ki nd of relevance to the contemporary 

audience. Collectively, these plays demonstrate unrest and disorder resolved to 

stability and order. Th\! ordinary modem audience cannot come to such plays with the 

same mental attitude and atmospheric approach of an Elizabethan audience. The 

divine rights of the medieval kings, as exemplified in Richard J.l: Richard Irs 

usurpation by Bolingbroke, who later on became Henry I V~ the internecine war that 

followed after Henry IV ' s reign: tbe kill ing of Richard Ill ; the ascension of the first 
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under the ideal Icing Henry V do not mean much to us today. A. E. Mendilow observes 

rightly: "Shakespeare's audiences projected into the historical plays a fear of 

internecine warfare that had been strong since the Wars of the Roses and was 

accentuated by contemporary dangers and the approaching end of a dynasty" (87). 

Similarly, Miller's plays like, Crucible. Fall, Vichy, Ceiling, Time, and Glass, whicb 

have historical and political references cannot have the same kind of appeal to the 

contemporary and modem audience. The contemporary audience of Crucible saw in 

the play indirectly the anti-Communist hysteria prevalent during their time. The 

contemporary audience of Fall and Vichy were closer in time to the Holocaust than we 

are today. The later the reader or the audience, the more knowledge of history is 

required of him to do justice to the reactions of the character.; and the significance of 

the theme in Q play. Since the historical references in a play are usually overt, tbe 

readers must make conscious efforts to be familiar with them. On the other hand, the 

autobiographica1 references. which are usuaUy coven or indirect, require no such 

effort. 

Whatever the seHings of Millers plays may be with regard to time, most of 

them deal in some form or other ,\>ith the struggle between good and evil. the sense of 

ri ght and wrong, and the realiries oflife. CreU11(}11 docs not intend to simply provide a 

sex..centred burlesque of the Rook of Gent!.n t. Inspite of Miller's ind ifference to and 

rej~ct ion of Judaism and all other religions (Tmlebcmdj' 70-71) and his irreverent and 

in some places blasphemous treatment of the Rook of Gfj llf!,\' /fi. Creu /u)Ij does not 

foresee: a Godless world after the fa ll with no bond oftove between God and mankind 

and no discrimination between good and e\; 1. Lucif!!r gives God thl.! news that Eve has 

conceivc:d, and considers it their combinc:d victory: .. It was supposed to happen 
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through me. Of course, I am perfectly aware that I merely acted as Your agent" (398). 

L..1ter on he suggests to God that with himself, that is evil , beside Him tbere will be no 

war in the world and there will be only peace. God tells Lucifer quite bluntly that the 

problem is. He docs not love hlm. He also declares that He is perrect and He is His 

"feelings," The following argument confirms God's uncompromising anhude: 

Lucifer: You don' t think that's a limitation? 

God: It certainly is. I am perfectly limited. Where evil begins, I 
end. When good loves evil. it is no longer good, and if God 
could love the devil, then God has died. And that is precisely 
you ' re after, isn' t it! 

Lucifer: I am after peace! Between us and mankind 1 

God: Then let there be war! Better ten thousand years of ,var 
than I should ru1e one instant with the help of unrighteousness! 
(402) 

Failing to convince God to accept him as partner, Lucifer visits Adam and tells him 

that there are two gods, God in heaven and god on earth, and thaI Lucifer himself is 

the second god. In reality Lucifer wants a Godless, lawless world where there will be 

no sense of sin and guilt. Nowhere is it better demonstrated than in the scene where he 

invites Eve, Cain. Abel and Adam to join him in a dance. What Lucifer succeeds in 

making them do is totaJly obscene and is anything but Biblical. Eve wants love to take 

place of hatred. She invites Abel and Cain to love her and Lucifer encourages them. 

Wben God appears. Lucifer considers ;t his vlctO!'), in exposing to Him man 's true 

nat ure, and so he finds no justification lo r God' s qu.1frel and disagreement with him. 

Although God is angry. He does not make any reply to what Lucifer tells him. On the 

other hand He readily accepts the ofTerings of Cain and Abel. 
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After the slaying of Abel by Cain, Eve cannot get the answer how she can go 

on leading a normal life with Cain living close to her. She wants Cain to repent. All 

these arc of no concern to Lucifer. Adam and Eve are now fully convinced that 

Lucifer does not love them. and so they tum to God with the cry "Father. save us," 

Cain. too, though not quite repentant, docs not submit to Lucifer's control. On the 

other hand, as we see earlier in the play. although God ousts His favourite creation 

from paradise for disobedience. He is not indifferent to their troubles and pains. leO 

in the open. both Adam and Eve suITer the onslaugbt of the inclement harsh weather. 

They quarrel with each other and want to get rid of or destroy the living thing in Eve' s 

womb. but once they know that it would be a man Adam is all service to Eve and there 

is complete recOnciliation bctv.!een the two. They both think of a name for the 

newcomer and marvel at their same thoughts. They praise and thank God. and 

immediately the grass stam growing and the troublesome \vind stops blowing. When 

the throes of childbirth reaches the clima.x. Eve becomes desperate to be relieved of 

the agony and calls both God and Lucifer for help. She begs Lucifer to still her and 

take the child out of her. She blames God for her pain and says: "God, if this is Thy 

pleasure, then lowe Thee nothing an)more .... (417). Yet, God comes wlth Azrael and 

Chemuel and at His order Chemuel deli ve rs Eve of a youth of sixteen. As she sees him 

and feels her nat belly. she prostrates ~fore God and feels guilt)' for doubling His 

goodness. 

Despite;: Lucifer' s success in leading men to the paths of sin and persuading 

them to forget God for some tlm~, God has confidence in lhe ultimate goodnt!ss of 

man. God te ll s Lucifer that he will nc\ cr be God not i>ttlluse He forbids it. "but 

because they will never - at least not for long believe it." He explains why He cannot 

be wrong - ··For I made them not out of dust alone, but dust and love: and by dust 
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alone they ",ill not, cannot long be governed" (444). The same confidence of God 

towards his favourite creation is revealed when He tells Azraei that it makes him feel 

marvelous when they arc good. Azrael questions how often they are good. God replies 

- .,' know, but when they praise my name and all that. There's nothing like it. Wben 

they send up those hallelujas from Notre Dame -." Anael exclaims. "Notre Dame!" 

and Raphael adds, "Lord, Notre Dame isn't for six thousand years." God says that He 

is aware of it, but He's looking forward (395-396). Miller thus comes out of the 

Biblical time to the historical time of the future to show the mutual love between God 

and His created human beings. 

Although Miller is not pessimistic in rus plays, he has shown in a number of 

plays to what extent evil is ingrained in human natwe and how hwnan beillgs in all 

ages have either tried to justify or shirk its consequences. It is quite ironical to the 

believers that Miller makes God to some extent responsible for the murderous 

tendency of His most beloved creation, mankind. In the introduction to Collected 

Plays, Vol. U Miller says that in Creation ' 'the dilemma for God Himself is his 

inab ili ty to dete rmine his own responsibility for the indifTerence to murder in the 

minds of his most gratifyi ngly successful creatures" (2). 

Mi l1er says with re ference to Crucible that SOme cri tics have taken exceptions 

to the unrelieved badness of the prosecution. He just ifies his pos ition s..1ying: 

I understand how this is possible:. and 1 ph:ad no mitigation, but 
I was up against historical facts which were immutable. I do not 
think that either the record itself or the numerous commentaries 
upon it revea l any mitigat ion of the unrelieved, straightforward, 
and absolute dedication to evil displayed by the judges of these 
trials and the prosecutors. After days of study it became quite 
incredible how perfect they were in this respect (Introduction 
42-43) 
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Miller mentions in the same piece of writing, how Rebecca Nurse, a pious and 

universally respected woman of age, was taken forcibly from her sickbed and 

feroc iously cross·examincd. The members of the Putnam family conferred with 

Abigail and other girls in private with cool and calculated steps and told them whom 

to accuse next He understands the objections to such absolute evil in men because 

"we are committed, afler all, to the belief that it does not and cannot exise (43). 

According to him his own and the critics' unbelief in this depth of eviJ is concorrutant 

with their unbelief in good, too. He sought to malte Danforth, wbo was somewhat put 

offby Mary Warren 's turnabout at the height of trials, perceptible as a human being: 

In my play. Danforth seems about to conceive the truth, and 
surely there is a disposition in him at least to listen to arguments 
that go counter to the line of prosecution. There is no such 
swerving in the record, and I think now, almost four years after 
the writing of it. that J was wrong in mitigating the evil of this 
man and the judges he represents ... . I believe now, as I did not 
conceive then, that there are people dedicated to evil in the 
world; that without their perverse example we should not know 
the good. (43) 

Miller feels that evi l in hwnan beings "is not a mistake but a fact in itself' (43-44). In 

Vichy Leduc tells Von Berg that "Jew is only the name we give to that stranger, that 

agony we cannot feel , that death we look at like a cold abstraction" (288). To Miller. 

the Jew here is a symbol of the victim who is hated, persecuted and in many cases 

annih ilated. Leduc's words. "each man has hi s Jew; it is the other. And the Jews have 

their Je\vs," indicate that the tendency to hate others and remain indifTerent to other' s 

sufferings is common to 411 human beings. Although Miller does not deny that given 

infinite \\;,sdom and patience nnd knowledge any hwnall being can be saved from 

himself, he says: 
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I believe merely that, from whatever cause, a dedication to evil , 
not mistaking it for good. but knowing it as evil and loving it as 
evil , is possible in human beings who appear agreeable and 
normaL I think now that one of the hidden weaknesses of our 
whole approach to dramatic psychology is our inability to face 
this fact - to conceive, in effect, of lago. (Introduction 44) 

Unlike Miller, Thornton Wilder, for example, sees mankind as essentially good, and 

has faith in the time-honoured values. Yet, Wilder, too, is aware ofman·s capacity for 

evil. In The Skin olD"r Tee/h , George Antrobus begets Henry, an evil aggtessor, who 

is the antithesis orms father. 

Explaining in "foreword to After the Fuff' what FaJl is about Miller says that 

the play looks at man and human natwe as the only source of violence which has 

come closer and closer to destroying the race. He continues: 

It is a view which does not look toward social or political ideas 
as the creators of violence. but into the nature of human being 
himself. It should be clear now that no people or political 
system has a monopoly of violence. It is also clear that the one 
common denominator in all violent acts is the human being. 
(25) 

Miller argul!S that the very consciousness of man of himself leads him toward 

violence. He supports hi s argument by referring to the S(01)' of the murder of Abel in 

the BIble. He believes that 11\ Eden there was peace because man had no consciousness 

of himself nor any knowledge of sex or his separateness from plants or other animals. 

Although man is no longer innocent in the postl apsarian period. he can become 

'>himself> by becoming aware of his sinfulness. In reali ty a conscious human being 

" is" what he is ashamed of. 

The answer to human being's love for evil and the unmitigated cruelties and 

atrocities by the human beings to their feHovw' human beings as reveaJed in some of 
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Miller' s plays can be found in Fall. Tonnented and houndod by his fail ings and 

failures in both domestic and publ ic lives, Quentin, the protagonist of the play, is 

apprehensive of committing himself to another marital relationship, Miller points out 

Quentin's dilemma in "'Foreword to After the Fall: "He is faced, in short, with what 

Eve brought to Adam - the terrifying faci of choice. And to choose, one must know 

oneself, but no man knows himself who cannot face the murder in him, the sly 

everl asting complicity with the forces of destruction" (256). The sight of the German 

torture tower in the present makes Quentin fee l sceptical about the innocence of 

human nature, which makes his mental condition still worse. He visualizes nonnal 

people build ing the torture chamber.; with perfect ease, quite complacent of their 

safety with no concern for the people who would suffer there, which he finds difficult 

to accept: "good fathers , devoted sons, grateful that someone else will die, not they, 

and how can one understand that ifone is innocent" (59)? As in the present, in the past 

tOO, Quentin relt the fright and agony by thinking that the people who had built the 

tonure chambers and indulged in e x.treme brutalities were al so hWTlan beings and 

believers. Holga tried to alleviate his sutTering saying, "no one they didn ' { ki ll can be 

innocent again" (21). Her words indicate that the very understanding :md howl edge 

of good and evil strips us of our innocence and makes us incapable of going back to 

our fonner sci f. 

Quentin, like Christ, is aware of the shortcomings of mankind, but unlike 

Christ, burdened \\;th his 0" .. 11 sense of guilt. he has the hmitations of an a ... eragc 

human being. He has two options - eithC!r to brood over his past actions and remain 

where he is or .to go ahl!ad \vithin lhl! limitations of life \\;!hout any external help. 

Hol ga teUs him that it is a mistake to look for hope outside onese lf. She says that 

although at the e.nd of the war she lost her hold on li fe , she fi nally got the slreng1h to 
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live by overcoming her despair and accepting the real ity. She tells him her recurring 

dreams about having an idiot child who she knew represented her life, but she was 

repulsed by it and ran away from it. The child always crept into her lap again and 

clutched at her clothes, and she finally brought herself to own the horrible child and 

kiss it. She tells him the moral of the dream: "~I think one must finally take one's life in 

one's arms, Quentin" (139). The answer that Quentin eventually discovers is that 

howsoever repulsive and dreadful life may appear after the fall , i.e. after the loss of 

innocence, it is necessary to know oneself, understand the nature of mankind and 

accept the realities of life in order to Jive in this \,,"orld. 

It is Miller's belief that although man is no longer innocent he has the freedom 

to choose and decide for himself. If we take the example of Joe Keller in Sons we see 

tbat be betrays his friend and fellow hunnan beings for his personal gains. Chris, 

stunned by the discovery of rus father 's guilt and complicity in the death of the pilots 

is so shocked by his degradation that he just cannot consider his father a human being. 

He finds it impossible to accept Keller's explanation that he did everything for him 

and the family. The outburst ofChris' s anger and disgust are manifested in the tirade 

that follows: 

What the hell do you mean, you d id it for me? Don ' t you have a 
country? Don' t you live in the world? What the hell are you? 
You' re not even an animal, no animal kills his own, what are 
you? What must I do to you? I ought to tear the tongue out of 
your mouth. what must 1 do? With hiS /i,'i1S he pormci.o; tiPOff his 
filllter · ... shoulder. He stumble.v (lWay. cow!rmg his foct! (IS Ire 
.... ·eep.)'. Wltat nlldl/ duo J~sus. G(1(/, \Vllal must I do? ( 11 6) 

In no other play of Miller is the conflict between familial and social interests 

expressed and aniculated so pithily as it has been done in S<.ms. Miller is fully aware 

what it costs to be true to oneself and his fellow human beings. In Miller' s world the 
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types of Rebecca Nwse, John Proctor, Dr. Stockmann are always different from the 

Putnams, Parris. Peter Stockmann and the others like them. Miller believes tbat man is 

aJways capable of saying "no" even to his tormentor and retai n his humanity as it is 

expressed in Vichy_ When Ferrand, the cafe proprietor, tells the waiter that from 

amongst the prisoners the Jews are being identified to be taken to Poland and burnt in 

furnaces, Von Berg reali7.e5 that as he is not a Jew, he will be set free. Leduc tells Von 

Berg that he bas never analyzed a gentile. who did Dot have somewhere hidden in his 

mind, a dislike if not a hatred for the Jews. Von Berg reacts strongly and says. "That lS 

impOssible, it is not true of me" (288)! Soon he proves his words banding over his 

pass to freedom to Leduc. Lawrence D. Lowenthal rightly says about Von Berg's 

decision, "If Miller seems pessimistic about Mankind, he is still optimistic about 

individual man" ( 186-187). 

Miller' s concept of a writer'S role as given in '''The Shadows of the Gods" 

shows that a great writer tries to make this world of lost innocence a better place to 

live. As a high school student Mi ller read The Brothers Karamo:ov and learnt from it 

that -

There is Il hidden law in the world.. There is only one reason to 
live. It is to discover its nature. The good are those who do this. 
The evil say there is nothing beyond the face of the world, the 
surface of reality. Man \>,;11 only learn peace \\'hen he learns to 
liIJe humanly. in confonnity to those laws which decree his 
humani ty. (Shadow!' 180) 

Miller has tried to propagate this belief through his writings, especially. his tragedies. 

HIS views on tragedy and tragic hero are quite !!xplicit on the kind of effects tragedies 

can have in our life. He thinks that as a general rule "the tragic feeling is evoked in us 

when , .. ·e are in the presence of a chamcter who is ready to lay dO\\ll hjs life, if need 
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be, to secure one thing - his sense of personal dignity" (Common Man 4), The 

underlying struggle of the tragic protagonist consists in his attempt to gain his rightful 

position in his society from where he has been displaced. Tragedy is "the consequence 

ofa man 's total compulsion to evaluate himself justly" (4). 

In "The Nature of Tragedy" Miller says that the essential difference and the 

precise difference between tragedy and pathos is that tragedy "brings us not only 

sadness, sympathy. identification and even fear. it also, unlike pathos, brings us 

knowledge or enlightenment" (9). He explains the kind of knowledge tragedy brings 

us - "In the largest sense, it is knowledge pertaining to the right way of living" (9). 

According to him a character becomes a tragic figure ifhis career engages great issues 

like the survival of the race and the relationships between man and God - "the 

questions. in shott, whose answers define humanity and the right way to live so that 

the world is a home, instead of a battleground or a fog in which disembodied spirits 

pass each other in an endless twilight"' (IntrodUCI;OIl 32). He believes that the lasting 

appeal of tragedy is due to our need to face the fact of death in order co strengthen 

ourselves for life. 

Miller's concept oftmgedy fits into O'Neill 's tragic vision as understood from 

the- latter's words given below: 

People talk of the " tragedy" in them [my plays], and call it 
"sordid," "depressing." "pe simistjc" - the words usually 
applied to anything of a tragic nature. But tragedy. l think, has 
the meaning the Greeks gave it. To them it brought exaltation, 
an urge toward life and ever more life . It roused them to deeper 
spiritual underst3J1dings and released them from the petty 

. greeds of everyday existence. When they saw a tragedy on the 
stage they saw their ov.'ll hopeless hopes ennobled in art 
(Tornqvist 13) 
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In a tragedy even death in a number of ways "appear to be an assenion of bravery, and 

can serve to separate the death of man from the death of animals," and Miller thinks 

" it is this distinction which underlies any conception of victory in death" (IntroduCllon 

33). The fathers in both Salesman a~d Sons, who were loved. respected. and idolized 

by their sons, find themselves fallen and degraded in their progeny' s eyes. By 

commining suicide both Keller and Willy regain their perronal dignity and their 

rightful places in their families and society. Despite their crimes and faults, Keller and 

Willy are tragic figures and so is Proctor in Crucible. 

All plays of Miller, with the exception of the short time in Paradise in 

Creation. where there is no sense of choice and awareness of good and evil. deal with 

the life of man afler the fall , which to Miller symbolizes our life in this world with 

freedom to choose. Miller concentrates on this later time because it defines and places 

mankind in the right perspective. Miller expresses the idea explicitly in Fall and 

implicitly in all other plays that \I;'e as separate human beings mostly act in our self­

interest. tn Fall he also views mankind not as simple individuals but in their totality 

and in this way he makes aU individuals collectively responsible for anything done in 

this world. The fact that we are separate does not mean that we can totally exculpate 

ourselves from the wrongdoings of other people. Hwnanity is composed of separate 

individuals. An}1hing done by anyone is done by the human race as a whole. and 

hence, no sens itive human being can keep himself free from the guilt and 

responsibility of his fellow human beings. This vicarious sharing of guilt and 

responsibility in a way embraces the entire humanity irres~tive of time and place. 

Besides. with the lI\c1usion ofthc! two plays. ('reullon and Fall. in his dramatic design, 

Miller has in fact included thematically the entire time and nature of mankind in this 

uOlverse. 
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