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Rrett, HOW1U'd se vuel'Y8 hacia 1.1108 '1 1. dic., "rues bien. 

¿Ya estú aatisfecha?-

áC!O TERCERO: La noche del mi_o cl!a. n Senador qui

ere alegrar a .Al1ce la cual oat! ..,ustjada por la ant1patia 

de Howar« '1 por el hecho a. pesar '3 enoarcelar Q, Jlrett. SU 

pt'1JI,lo Ro¡- aCOll88~a al senador que ettel ten a l3re1rt porque unaa 
personas ae la aldea se a,g1 tan, e speoialmeute El. ea.uae de que 

~tt ea "AtaraDo de la gwtrra. Ro¡ decide, a pesar ele que 

})u4erl el QPVo pn!t1co ele! Senador, lJedir ~1 miomo la 11-

bertad de :Brett. »ella regreaa deapuéa 4e haber 1nteutado, 

sin ex! to, ver a su. h13 o. COa amarsua. 41.. al Senador que 

Ta DO quiere tener mA. qQe ver con 1M ease.. Al1ce pre~te. 
~ 

a su ,Q' si realmeDte l3rett rob6 tAl l'eloj. CUan40 DO COD-

t&sta, calla COlltestapor 8U parte. Sl. 10 ftb6. 

LlegaD CeDeYra '7 Rowara aeepu6. ~ ba'lser :traoaato t_ 

ld6n en SU tentaUYa 60 vera :arett 7 4. c= .. guirl. un abo

GadO; Al1ee lee 41i Uba sorpreaa cuando 410e qlÍe, e. le PO" 

dri. en llberW brante la DOch' 7 que el -cher.J.t.- 1. pon~ 

c11i. sobre \1l'J 'ben que VIl al~. A Geue'V'l1l patma ,"1"-

1, pero le c!1ceJl que no seri. po.a1ne. Dec1 .. ir 1maedia1ia

JIleJ:lte al lIorie tam.'b16n 7 eaoon'ttn' a lJrett ell! por medio de 

sus aln1e,oa. 

RODeJ eu'trat vacUa 7 al tiD dice t.U el se.dar 1. h1-

ZQ 4ee1r t¡ue babia encontra4o el rol~ en la pieza de 1lret1 

., que no ea ".r4a4. Pide a Howara qU " ..... el va al Senador 

Ir 
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.......... 1& ........... 1& ... _ ..... n' .... 
l1eIa la .... tlftl-. ............ ,. c¡- ... _tia • "e ~ ..... _ ..... _ ...... _ .... la 1 .... 
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1Ia 4e1 ~~ CJtJ_al 4. 1M .., .. ~ _.1"" 
... tiota1ttutU., ~at'ftll.·lJ 1& .... ~ Ji"" •• • ~. _1ft, ... lea '1 1\ tu .. 1artiJrln ... ., ... el .. 

ti ...... pupa ........... a ....... ..-la .... ..,.. 

Ita de 1 ............... &WI\II ..... de 1& ....... ..... 

• eJ, ......... te ~ .. 1& • ..c ......... ... 
BIIJtlllLldIt .. · .................. 1 .. __ ... 

eecd.d .. ú. ___ lo qU .......... 1 ........ sao-
,.. SU Olla _ ........ ~,..1& 1 ___ .. 

el __ ,..,..ft11 .. el. ,.ble , el a ....... ,. lQ. ....... 

del __ • lJtI'O 18 .. orltl .... b. b .. ~ .. ~ 

.. 4. _ ........ en... OlE 18 .-• ...,.. ha ....... 1e.-. dt .. ~ .1aId~ .. _~,_ .. _ 

,. ...... ,..... ......... _1&..., ...... 1 ......... ... 

_ .. Jb- '1- ..... ~ Q. · ..... 11 .... ... 

• w... ....... ., ..................... 11M ...... .. 

la »6Itl- .. _ , • .. el. ....... I I"'l~_. el .. a"ll 
........ "''«1' .,. 1& .......... "" ..... 1M ... -

lea.' .. Al_".., -- ............. al. .. '.1.'" 
•• ca. l • .. a ...... al .................. .... 
~ ...... 1M .......... , .... te ....... t-

,.. el la ............... la ............ b._· ba 

..... ,.. ....... a.nr-. 
...... tu a.tld1 .......,., ....... 1& .......... 

¡.r 



.. 4. ,.,.., ........... am. llteJute. - __ -

....-al ...... ,.. ..... ' ........ la ...... " Aa .... 

• ~-............ I& ... llr- ........... ~ 
... __ tA --. na.., ........... , .... 14t ..... 

t-ul .... ,. 11. ... as ....................... 11 .... 

CJrhtleaS •• , .............. ...uta •• _ .. ea. 7- .. 

8I1fIIJIM1l- 1It~ ..... 1"''''" .............. . 14., ........ ,._ .... ti , ... Id _ "'111,,,-: 
_at .... Ud ..... 1&1 wn. __ ,...., .. 1 ... _ 

............ r' 1u ~1 .. 11._ .a ... _ le laG __ •••• -"IIJ1t" _~. ,...... · ...... ".n ..... Vlriata , •..• ...-.&.... .. .Ib ... '."1'" fta,' 

........... 1a ....... Ia ............ ... 

.. de l~ .... __ ....... • .....tal ,.. .. el.,.. .... ' 

....... '-. ........ S ............... u.. .. IIl ... "IIlt ............ ~ ....... ..,.. ... - ........... ..... ...... ..... ,.. sa_. la -. ... , ... u. • 
• fe ...... J.a. ...... M .a •• · ..... e1d;ea ,_ 1e ..... . 

.... - ........ al ,..... .. la ifIl- .. .., ....... '.11 ............. ,...... .... 
la t ... 'uo" .. _ , ...... "' •••• _ 

............. 1 ........ 1& _tlIl ........... ,. ..• 

.. la _- • ..... .. ... .,... ...... ' .......... _, •• 
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~ raro,-" .. ~ !al la. pntct .. ~ ... t ...... Wf lA,,_ .. 
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., t ... .... 1t1a a _lit ........... 4t& ........... " ... . - ................. ,. ..... - ......... . 
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LA GUERRA. Y LOS MEBCA.DERES DE lA GTmRRA 

:IP 

mzt .:I.a lJ!d 
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Zl1 üie 0&¡l1tu:Lo • cou1o.~ el ¡:,\Wo ce obrae c¡wt VD 

en contra. de la. jtU8r;¡x. ¡ ,aa puedGll divJ.dU en <loe .,s.ñe •• 1aa 

Q~ q~e cot.rf¡ieneu ¡rotGa1tca puercl.oa anti'b6licua. '7 lae 

Q~ que p.r:oteatancoutran 108 ublUtOO de loe ue~oCi.~te. de 

4 ~"a. Lea »~raa 1ncl~en ~¡'ft. Qi¡pg de :c.1na ~;.t;.. 

Vineeu:t lUUQ. P¡'98Gutada ltO%' .aa iFfe'Apge1¡Q1ll m.Ye.n. eA 

.l1Lg¡ ira Ma. m.pr¡,? de Uaxuall AJlde.rson }/ Leu...~uoe sw,.. 
lin ... p;roaotl,"ij. j)Q'J: .urthur lioJ,lldu QU 19241 Pq¡¡¡; .. iMliJ¡. 

4G aa~ Sl¡l(a,¡' 1 Al.lxin ~ eSOGma;Loada po¡- la.. '&QQeW 

Jll'. Gll 1 ~llJ el 4ra'r4a lII.Wi.1Grl! JAOMI .,'en, dora.Ul Clleea, 

OOU áúa10a ae ¡."'W:t we1ll. p.rúael1~ ~Qr 9EAJ¡¡¡ ±:iw;1;A QD 

J.JJ6J 1 ;¡¡y¡,r ~ Pied 4G ~ ~. pro.atada por 4gto;,JIt

UúAR '1'aPW Q1'll~l'- ~amb1án maÑeen meu,fI1onane .POI' SU 

uC@la4d.a ~~j.c.a. ha o~raa 1)04'510"4 antibél1C&8 ae ~ 

·Las Qbr~ q.u~ ~l;'Otaatau ooatra la. ox.plotaci6n por loa 

Q1'Y1lec el.l 1'1..,0 de· ÍtWrr.& aQua l3qrp XsllFAAY. de Ciaraou 

Ka'in. ;preaentacla. '!JO¡: Ua1t Corüon en 19.~G. y ~ Kt . S91Uh c10 

~u.. iJ1ller. no4uc1c1a ~ &.role! aL1A'lJli'Q, :J..12 rrar~p, 7 Wal

... l'ñed In 1947, qlW r$01016 tl ~o ""UeN mrSil ... 
el =1_0 do. (n ~lU:&IQ ellO&l.~Q p~ el. ¡YMlii9r "" •. ,...... 
h.ua6 afAl.eccioua:r Wla ol:a.rr4 psza 1947). AUUqlle »1ldr1an 1n.01~ 

.. oi.raa obra,¡¡¡ ele Ulloa ~telllr1a r.rt1at1oa. éstas son 1 ..... 

_ort&nto.. lJG.un "oau 4e la. maula oall4aü drWt1-. .,. 

8n la opi.ld.6D ~,l. qU e~bet .la m.eJQr prowe1la ..... ruu.ew.1.1 ... 

tSk 
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sU •• .. - 8UPOt o •• ~ ............ pua 1 ......... 

lOa ~ ..... ,lIMza .. bu loa .. ti ..... ápi_._ , __ -
lo. _--.. .., ..... JI. 4e1Hm •• var 108 .. .nio1ea h ••• 

a.. a ..... \11& -..eftoto ., __ lit... Al ......... p", 
.... 1 .. _ ..... .,. ........... ., •• aesadda ..... 1M ...... 

,.. • paI8.D p141edl fl- DO. • 1 .... ti.uft. a ......... 
.. a b\UNta- al oap1t6D, Q,u:Lea a.. -J.o .~ .... tISa. rsa-. 
...... oda da,. 

"'mM! "1 • oapi*' ....... apUoar el pzrob1._ • 
... .......... Slloa pie ..... ,_ eloapitú ha ..... belda .. 

do ., .... a _ ..... , 1ma ..... "'-at .. ,_ lupeocd.ctMa 1 •• 

___ ., ri.Ddan la ~.IW -&o.. Of1oial pea ... _a.,. .. 

•• p ............ 'Y .. _a.a· JI ....... ...na ..... 481 .. ........ 
a_atl ..... la .,_ ........ _ .. 1M ...... '7 IlOta , _ 

__ a lama al ......... __ 48.... ~ eoatt ... 1&I 

a"u, .. eJe 1u ......... ..:La • al..,.. • _ .. 1M ao1~ 
...... '1 el. cteetu aoepta ... ___ .......... el ___ 

t6.a 10 .rw .. de .. ,... 

.... a .. .......... .lDU e .. id ... _ te 1M ceaaea1 •• 

... ,_ ...... el -'ato e.1"- ..... - ....... ~. 
_a1 .......... tad .. 

"'yAI Ji lU 801 ..... ea el tala ... &O.tu al abi •• 

';1 
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... ............ E .... .1 ... __ ftII6)ft ........ ..... 

• ., .. ,_ .................. A ........... de 

..... 411117' ........ .u. pe n4'1t a l.u ... .., .. .. 

I9'MA, la, 1II ..... nl bat4.a ¡,lu •• 1IJl41al .... .... 
... , •• w.- le8 ....... ..:a. l. al. .. ,_ Id ......... ....... 

I 7 .. be,. _ te .... aa p&Via 1 ......... . 

• a.a, ¡ll ,. t1IIwal .i ................ 1. a. 
a a ........ 1ll6U' ..... 1& ..... liI... !Iia.....a-
ut6aa •• 1& _uft ..... ..,. u..n.. Qlan40 ella iDa' .. 

tu • .., ........ A 1& ti ...... a .... -.. iVe ... _l· 
.... 01 1 41 , ...... " .lKi:r a1 e1 ...... 'lIIYI, -.d6,ww 

...... , la tlEia ...... _ ......... ,.. A pi ... 

... •• re. DO ti ... ...,., .,.,...... lQ. ,vi .. ·OfG'jli~ ~ 
el ...... t ..... a 1u ..... '* pi ..... 1 ...... úe_ • 
eU ........ 11 .... , ........,.. ., ..,..s .••• _te .s. ...... . 

M •• ' '1_ -. .................... 1. Ü .. . 

Mla ..... __ ,-..... Q U .. ,_ DO - ld.., ..... .. 
... 1 ....... _ be ........ ti ... _CUIII'dN ,_ M _ 

........ lo ..u ......... 8fI .... ,. .... e f;l1o.... PUo .2 • 
• .... .. tln pua ______ Ida ,. .. ttll"'R _ 

laUda.l ............ 7~ ....... 'Yi*.· ...... 
_mMI'te - __ JI, ........ Ift ....... 'l. 

a ..... _. ala..- ........ 15811 .......... ... 

~() 



_no. l\l 1__ .nA "'.nata,. , Q. conteate.. tILe lu • 

... _ ellt! temiDa... !eDso 1, rtd .... __ q_ 4ecdJt • 1& 

.' te aJlaara pan .~ 1 ....... ,- _ ... -'4..~ ......... 
., • 1. ... ,_ t~a .. J&\U ., a la .. _ .,.. eh1qw.t.-

...... za 00Il ............. ., ~_ pota.... fe_ 

..... _ leeb a la ..... Q._ ~a _ Y.t. ... a .... 1 ___ 

18 :tM.11 •• pea ptaleazt ea 1& ...... fe.... Oo •• , ........ 

.... c. ........... . 

.... 

.un ........... 
iR"'" M. la ..... de weU'Mr, GadAftr .. _,... -., 

10 ala... pe __ .r ..,. ... baña ,,-~_ ...,., ,aa 
.., .... JI ........ ., loe te .. ..,. •• , pe .. baHd.. __ 

............. ,.ti ........... _ .... 18 ..... la 

311 .... 

'Pi'" lag. 'la ...... tl. ........ 1 .. -17W _ ...... 

.... el ..-n1. ... ea ... te ni .... _ la I&Otida 1' .. 

.. • 1M pw.tMl .... »UD 108 ea-"._ pi ....... a.6 __ 

.,....... • __ ....,. .... putN, ..... te1 p.lI.. u.-

.... 10 ... lIaD ._ 108 ......... ., 16 UL-.. ..., .. ..... ..... P-- ........ -_ .. '&la ... ~t- 4 ....... p ... 

... pue1ea ........... lÚa., _.I.e ... ...... IR'.'" ¡_ 111 .... ft1 ..... ,- loa -.., ..... .... 

111" ........ _WaU .... J •• 1 .. _d .... _ Id.., a 

-'1_ d..... a .... - baeul.o A .1.0, ,...,... ...., • 
... -'. te la tI' b¿ ......... la ~_1Ift11"", ,_ • .ti 

1./ 



• ........ 7~"''' otla:bo eo1 ... , •• -Ul'Oa. • WIIt .... 

, ...... _al U1'a4o ...... U!B& Idleuioaa a:()-~ • 

1.ú ---4s. 
n ~ ... as la &Oda. u .. ,. s.'. *40, «peño-

d.eUoo,·l ____ 1u _1á- __ so COA lea muJC"Oa 1M 

oue1e. 14 ... 'ftIt .. _ .. r1 .... ..." in-teda _na.1. 1.

t6.wJloo •• - Be. , 3e'M21S .. »_ en .. loa 7 !AI'r;, ~ .... 

.. 40 onm WeNtv 1 _..,......... ., lID iatufa !de •• 

ti .... _ eetaa e.-ao. .... ftnlte.do .. la a&WlIa 8IZUI4 ea 

YUi .. ~ ...... Do .............. • .......... , • .". .. 

fII¡'t1- ...... .. 

Le. e~ •• te .. __ 'lila ,... oJqrJ.r 7 corzgla 

... 9.118 ..... 1u ........ 1 ....... lipA .. t\ 'bqe 

.. -.a ....... da .",., Il W ... o .. 1lU'B1 •• ~ ... 

... elM'l6t..-a.-. 

Za 16et_ ;. 1& ... S ... ' _ea la r,..,.eün- .. PaUI • 

... ao .,ltA,,... .. P ........... tIId.1. 

~ .. =. -.l, .......... ::31 ................ 7.--• 1M ............ . ..... ,doMa ... tU'" 
al ..... ., 8i3i •• 1& , ....... CID we le la ~ ...... ' 
1. lM 1II'IIui ........... 1M ..., ....... 1M -. ..... 
a ~ .... JI. ~ -.-..... pe,."a.,.., » .. fftu 
la .... 

o. :.. .................. -- te 1& cartl'dl1:-
d. _ .... al " . ...t8a .. 1& •••••• ,.. ......... 
............ U6a .. tal ........ 

la u... de aeol6. iIIte.riu ..... tllutIiI ,_ la ...... 

, ~e1"" a' ...... 11.,. al tlt'dltuU ,_ .... "",,-. 
,,~ 



,.,. ..... di p ... ta que GUia _ .... 1 .. 7 ...... . 
~ aulla .. "'... '".la ·'1 ia_te. 1.~ por __ . 
d:UI de 1& .. 1II6at .. - '1 1a ~1dad p1et6l'1aa 10 'u I't\t 1.-
.. ,. .. 001rf10cd.6J¡ ap_ODaÜ., ooa.late.. t en ~0IMIe 

• 
¡". •• ~i1 .... _ euc1al. WlY..iliI. ."., •• ~U •• sn-

. 
te u~ .. ..,.. 'alil.l'" 7 Wle JiIIl Da Ueuu ~ 
lt .... s.-erioafu 4e aoo16u ... _iJlliUW8t .y .. 1 .. 11M ... 
116aa..., "l.a." _. q_ •• Wi ...... 

.Il teato 11.-. la .... __ •• wUUo1oa .. »aft el _. 

po 7 el 1 ......... , d ..... aao _ la .. zoa q_ w. a 

....... al da aI.-- 1*' la u.. (e11 al c1Ü1 ... haUla 

W do 19m, 1..... • ..,. '- bQt'¿11.. 1aU lIillaa _11148 . 
611 6'eDte, ftP" .. -- p~ WI& »laW" ..... Q.U8 .... 
'io_ Gl ~OD", .a. 0116 , __ la.... 00r& aaooa .. ueu. _ 

0$_. • .. 111 .. T el ,6laJJ.oo, la G .................. T 1u .. _Da.~"'~_ ..•. ",." .1~ ... 
PMittoo .. 1& ... i6a _ .... 'Ca14o.. Liaop.' Q,oo ~ 

doa tld.a..t ••• 

J.a U_aMi. "DV1w,. .. dat.iUU el •• aá.o lILa c¡-

1& JtftId.a ~ Iaa p;w~a1 ........ _creta •• 

_ 1& ._a bar _ato ... da URra, loa _008 ele U'U&. .. 

........ la p1aW-..... e8 4e col_.... Pan. a •• Vd- al 

10det .... _ ....... _- • uaa. el olR- te 1M ~. pe.. 

.... enaI4e ... Pw lI\I¡p",leiaa W di~ Ea lID talIl-

(,:,3 



..... t¿U paltio1Ja »l._ .... -1& aM16D de 1a.'b~ ~ ... 

•• ~ .. , hud.l4t, tHo .. -..;¡ .. 1u aa"ri .......... 
_ 61 la UeJft- .. 1M -.1. .. _ .... 108 pueon~ .. _ 1M 

..u .... Dala iatenal ..... 

r.u. pan-.1 ••• 4lY1 •• D e .... I:N:PH 7 _oDIa ... b. 

"-1 ...... 4iaUD,,"- Loa ....... el oa¡plt6at loa M1. •••• 

.......... dt1 .u~ lit .. SOU1J1 ... , he'" oler'M ~ 

el .......... .. 10 • .,.d""", at.tiou 7 con calor _ .. 

... DI --.r& p ... tel'" :Pe. 1 .. ,va~ •• iuU" ....... 

a.. .. 1 •• __ ~ •• t 1M ,&tU .... 108 ·t.~.b .. 4e 1& tlll • 

... 1M ;peñoUa-. 7 al ...... 1M ............... . 

7 .. '08 tiuDe10" •• -tip... .A1~DH ... eu1 oaa ....... 
1.-. tal_ ~ pua ... ,.,...... te IUM 1 -. 

fooaate • A ... atUe .....,. ~ la 0-" .. 

11 __ ..".. ......... ,. __ -.1 -•• d .1» ...... , ...... 

~ta., ••• 1& ........ ti ... ,t ..... »-Jr o .... F "al":' 
...... ". ~ pon 861. l .... '-oU .... ~. u.-.. 
_ t' ..... ..".~ A.aM1ia",,- el •• Wo ........ ... 

........ .,. ...... _ ..... __ 4. 1M Eatadoa lid .... ,... 

... el _~ __ ud ....... u.... al ,- .. u .... 1MI ., po-

k1A. ....... 0Ue1iJc ,\dilo .. oUt ·~.wi.ta ...... t6.t. •• 

-alalbi-.. .. e.'tIlO ...... " ... fa 1111 ... '1- ..... 
. . 

..... teatal .......... la $l_. te 'ltJ"ktIt ........ 
• ............................................ -

__ ... de ,.... '6 ~,. .. 16 _ ... a.a aal ..... 1ea ._ 

.'1 



_012&1. "OH ll.eYa • ¿lO . 
i.3. •• w.o 4eillr .. JlI¡i, le. pr:laea obra de a.. •• 

da w'1zaiclo ., _j:t~ .... ,ue ftUa O-'irU o~ 4L m1ao -•• 

\1011.0,· 7 el meo ... de la puse. se e~nv¿u U .aa 
21Btle lMIit. pe" 1d.n1t10&clopor ~~ a la t'~14a te 4. 

uea.1nes taor&1.1.ttaa 1m toq_ ~uLeoaDo. ~'U otraa o~ ... 

•• iil'sU la pt1.iBna _~a del. wQ,~ llGri$amurloano a .... 

bl&» ••• el. .. 1d.l..o .... laQ1i81&, ·paFt1ale.... o\18.Jldo .... 

'te. dt9 ....... - la vida ..ucUaDG -U%"&'Uee. Le. obm de au:t-
tora Me.... 1& ...... U Atideraou ., la ~ ..u1Jlv l4llq t.. 

lttw a ......... 1eD".eia. 

XL a61Awo DO 11 .. 61 8$ll.Q pe.;:QObal 4el c~Wré;o Id. . 
ea de _ p __ "." aoepW 8D los p~ •• ~ •• , .... 

ea eOT4.t'le...... ..o ,en 1111 PO. f,oftat.. ,¡¡" ;nato ail 

tiál.,,€O •• ' lJuea. pnea.. .. tual· e. loa pe.r~ • ...-lL. qUl ao 
,u:.ie..... ..... ._ ... VD ~lt~. oal.la.jUQ. lIa al ba.g 

fue.¡--u. ele ....... ortiDad.aa tD UIla ae laa pecu ., YU'11aiIna 

C1~iD18 en la 0\181 ....... p~te o~a40a O 14~"' .. 

Ea. 1:::, elOC1l8Dcda .. preñ • .-ta da 1a qua ea oe.pu 1040 habd ., 

la cusl a. 40& pea Upresar poou v .... tlUl'aJ'.\te 8U 'Vi'" 
14. p""'. 1Il.1zi ••• auesVau =-l~ch •• dcf •• toa Be1ILe381la. 

a c.ql.7S11 .... t ....... W liGa. 0twl'¡4 ... Va'b~a _ el .... 

tilo $:1mto11ata .. ,da ..... tcw coa la d1s&.e1uu •• l ilt10u ., 

persOl'1ü.. &t1 ~ q. _ aGm.ira=u O'OU *,po8.- pOI' loa ....... 

tices aupartie:l al.a ., q" • un a:rt t100 COJIlO lh.aaer 11_ 
¿s-

• 



• 
Uoa en. loa mt1eo8 y lOta !..~v~GO.;por ~l. ,roball.1.. 

~¡¿tv U_. .. rd.. on 4 d~AU~P.d& leot~ 4G los T}olelli:la...

taa. iJlQaWeu.40.a por 1DaZwQll ;ill~8oa. iln "la.". de -un t __ 

p06t1041t ti .¡¡, la 4emu1a.da 1l'a1 taa16u &t Shak...... en el. ... . 
:l'fMlil$ü40 ia1it.1410 del. atGi. "1' GA Ql 4emaaita,4Q :POOO fl8Wó10 de 

10;;; ~ c1nmátioo. 4fI ~:.1. S~n4burBt lIr>'bert lro8't 1 !aftb.i

'tiW.4 Naot.1ah. 

,a¡ a'l .• o, el •• tilo ~ Mm.b. iI., ea una. II us1r'401tD . 
~ h. teoJd& écl "1eatro $J ~l'Z.¡;Il~ do a~"',itQr. »~ 

;pupea ea loa h". aa1dos 1'OJ' Lu4w1. ~ No U ••• 

1.a tconGllia de loe i'eour8ü~ do 10. obl.'Q ~ corJ:t.Cll"~il dol toa

'iro .~ cQnt~or~o, el -.atw 6pa..... te Bt"Jeht y au 

tQlIl.u ~"als." U1 l4i8 oonvociOll'SD .. tUo., ea oom¡t1e

"Di» 1111& obra :U __ leta, 81,.. la ~."a aM.ptao:I." .. 
• 

GraDYill.,..;suk., da h llu3:L6n teatJ:lal.. 

Le.a __ ..... fuertoa 4e la aba paftoen bl'O'tnIZ fW1 

fODalO 7 4e1 dU1.oco (1.0 feo, lo ACmlal8 ., 10 ó1~o) '1 .. 

••• ~ .... de la ~r1.&Ol6D 7 .. la &081" (la •• __ 

.... la. ñoiloria JI.óftl de 1& &Gil". M'bn loa Jdll tm.taa). 
IMa antaee40lltee del tea, la. e.tnc~ '1 el ~~ ... 

.. iliIX ........ '11U1 eaeOll'trtao. eula hUtofta 4.1 teu.tn 

.. tre. (1) III ttu. ,ener4 CeDO ;Pro'Me_ ea oontra. te la 

p.e:rre •• dU(!\UJf la. enoolltrem •• ea lE ..... te .u-1.et.6r ..... 

(2) :w. tQnl1ü. e. JIM.Y ,$r...~e1t9, .. 1 .. 4t .a 1iI1'II.!Ji JAr'r' 
66 



c1e1 auartd.aoo B'.iaa Mi'tm.'bers. Ea el.JIto. q_ la. a.. obru 

tLeDGD la tdwa aa111uMtfa1l llW.,: ............. no q ..... 
-, 

aer _tezft40. 7 Q&lll. \ID &SO~O iDtuaaci..:t. Pero ,lu . 
aG1.uiOlles 8011 .. lot_o'" 418'&1...... En 1& olra ele ~1_ 

bers, el JIIOtaPa1eta deapi"ria ., ... ou.1ln que .Io ha si40 

UD .IAII!Io Q. ...... que Shaw u1;ili_ la altuadá JU'IL 1i1I'la. 11. 

m" ~~ a 16 aocd.6n dbGota. (3) La .~tun. 

dO tIY'1Iml para. cbrU'., oenv la o1Wa .,. pea _toar 1u 

eaaenae 1D'terDalS te F ... ~ ,. 1& de NUM n¡ rettI. 
7 ea _~DIlt. a la t- Jo. T4_ dapta a 1aa ocnosraftu . . 
ele -z.. Val1Debo- , .. Ik H1e~ .. la a ...... 'eA ~.I • 

• ~iDee ae aepl4 ... de 1950), talllbi ... pS'eoe a. JU.LCUOG .. 

108 p.... de Wa11i ti taaaa. !fa¡ 1d.61l .. be oCll814enbe ocat.t 

~euto de la estruc1Rln. 4e -la OtaBUa aeU'Dv te lü. comaa..a-

-.leda pe SbaD..-an. _~ .'boa. a ... tal al, .... 
,..- iII&\' ..... a la ....aa..III. fA1M e .... la. ,- .... 
......... 1aolQTe 1& prillera atu .. uaa .~a. ele .... 

1m ... - 1 .. 1Msloa q.. OOl!ooaoa. r.. 1I6i- c1aIt6:t1oa q_ 
in. na _ otro epiaod1o QOD ~ S1T al Uual. dtt la 

........ ~ (el .... 41~. Mn fd:lriC&to 1W. .... 

OID& ~) que uuo .. aeu". ten ... a »h8U" qUl .1 ,;rnat 

_.IA,tt RB - 10 .. ~, .. ~, CJ.- el epiaoaiO a.-
13&1 .. SI:I h\dd.e. al40 »wc114o .. lea Yid ........ de ~ 

,*-la obft do $ ...... del dilo rn al. aiSLo xx. 
a. ___ dO Al."J.sW __ a 7 UD& aitvacl6D 4e Ut;hl¡II".' 

/P,.. 



........ _ ~1aa." ............. " t .... . 
paa ei 1& eatsNri..- .. la ea ...... t.1 afIo ante.rt-. 
\IQ& ¡-oaa ,_ .. la _~_ a4&p~ ha4rita 1& 'echa Gil el. tia .. 

..... _fteaM al ... Eio1EJ..1l A6D _.en. ". JiU. 'RII. 
a lti •• .es zenr ... la -..a6za 6.0tLi08& .. 1 .......... 

...... 1& __ • .,...-. Pe. :tal_ 01 ..,.oouoQtúellwa 

,. la -&81lO1a t- Oc!ete ha ~ ~u10¡}¡¡"'"'" .. N:td,c • 
.¡&;R. 

tila 1atupRta.eltD 4¡W&6.~04 qat e. .waMl1ate. •• '" ~ . . 
rd.oa 7 e. \ID •• Uo UDitleaao, AG da 1kinto Iat ...... a le. "'11 . 
1lo108 p8l1i1ou1 .... ,_ --De&. Juta IIID_" 10. af .. ,. 

loa 18--' 7 '-1. ..... la ifi\1ii o ;d • .& ¡a cta_ 
.. abe3ft' ,_ ,,0\.11'$8 fU ow,"aa de i.-tUO. M,bdan" lRu 

01Jru DO 8011 adaM1 .... a1 '1 JW 8ao loa t4abo1". 1u41Yitua-

le. a. ...... 1 .. o .... eoa WI7 t.;¡··~.. Pen al eou~. 

tW UDa olln ...,18111aat1M ~. c_ .i1Pifrn1t de ... 

WG1l Idl-" • "1 ... qm' 40 Ztlna st. VlIleent J4Ulq .... 
• 

....... 7 .... 0 IdlCJJWI ~ gb.n, coa ÁlI'bo108 dO~ll"'.' . 

... .111& ."e ... ldOelo oGiWlato eu ..... »~ ea ... . 
falta •• ...". .. _ft. GOe¡t1G en 11 ... tal fiad. de la ... 

La OODMpo:l.6D ..... fi 1a .... G' cS. I'Obe14ia ea 00Dta 

de la ...... p..,1& ectlC1wa16n ...... mM Jrft'01u:.Loaan... 

IDo1ta a la aod6D. s-t41ata ., c;1. ~ ftft1~ 

~ ..... 0 .. la ._ loa 8Gl4&40a awartJoa ...... » a..t-
~J' 
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...... dü1 .... el .............. ... 

, ............................ autGM1 ... ,. 

paa -. -... __ ~. ,... .... .,1M '._ .. .. . 
tlai_. pae el ...... lIUe ... ,_ .. _ .......... _ . . 
nl a'..... .. ........ te 193' F ..,. te 1934 ..... tat 

• 
...... a -.j ..................... __ "'ituUta _ 

.. .... ID 1Iftiea .... 1935 1& 1 ..... M6zt .. l4:hillllft 7 

~ .a .. 1& lA .... 1u .... paa 10pu ....... . 
_ .. _ .. %tfl' .......... _ ....... l4aI't el n.l .. U ... 

. 
...... a1U .... _ .... _........ !de al _ 

• 

~ 

12. p ........ _a_ ...... te 1111,..,. 1.11'" _ 1& 

,... ... ft"a ... al paa -.,..1& ... _ ...... la., ..... 
• 

A" .. 10 ...... a". _ la ft.el ... ,." ... lAta ... . 
...... de 1& .. &lXI 'Id.? 7 - loe ...... anu, •• 
••• tia 1M ............ -.1 ... ..,. 1M ........ paU ..... 

_ ~ .. ,. ..... ,. 1u .... Wi ...... 1 ' .le ,,_ el. 

.-l&o pd .. ea .. 8881" ...... »da • .-. _1u ..... 

..... • ...... el eMI"J. __ ...... _ 1_ Id ....... .. 

_el· ............ 011" .... - ..,,, ...... 1915, .... . 
..... .... 1M ......... W., ...... tille. _ .. 0"., 

tftUwa te 1e ...... iJIltU .. ., .. U .. dal .... 1& ....... 

.. J2Ia .... aJ • 

... Da al .,1* .......... n ••••• ...ual6 ... _ 

... aS" ,.tU~ , ......... Mn1 •• _1M ....... ... 
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• 
... __ tltBlj'" ....... ,.. ale. -'" ......... ... 

U .... ,..u. ..... .,..- _lJlIel'll~ •• II' ..... T ... 
A ................ pa- _ ,.., •• _ .... . 

:& .. aa ... ea ,..sa .... ., ----............ . 
!te" .. ~7 , .......... la ..... ,.... ... .. 

.,1aa ...... ~ ..... -- .. 1aia¡ .... ........ 

. 
___ .. - ..... -_ "JI 7 1919- ........ a 1& .... 

.. fU • l' _ del ..... D ......... ,. ... tea ... a..a.- ., 
• ilaa ....... ., ...... ""Ia ...... _ ........... " __ . ..... -~-7" ••• ""'" W ......... n1 

... 

11ft lee .MI'i .... _wnd.tariM ........ _ .... .. 

,- ......... __ -................. -.. - ...... .. 
U ... _ BfIll,.... ..... 1u ................ te ....... , • 

.... .. __ ....... le 1& uta ............. 1'''' 
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YOUJIB JIr. Shur ••• 1ive. iD BNolci.7a. 'theup h ... bo_ 
a MaDba"' •••• He ba4 be.n uiUng raelio aer1pt. for a 4e
teot1 .... ator.y cont:1nui't¡ ceo the ratio 800uta fOUBeI hia 
aDei aeDt hiJa to Bo1l;ywoo4. I1a p10ture lancJ he hac1 been 4.
iDg foot'ba1.1 .torte., hav1q pl81ea foot'ball when be ... a 
81Uc1ent at BroClikl..J'D 0011.... m. aar1y amb1 t10D, 1uofar 
.. i t 11&11 aaaooiate. w1 'th 111e tu_";, he reJ.a1res .aa t. H 
"ltoU t., pe11ah.4 aa4 luv1aDt17 1 ,'aaa",o wr1 te .. t . 
ldna o~ play, naDe al which th1np ha. been vOuohaaf.' .... 2O 

ne. 
De mane ra que era UDa aberra<li6n para 4U ~ oven Iba. ....., ... 

:racla ea el. teatro social. '1 que ha resrell&do a •• donde veda.' 

Al lado del cebio en tl conteuido .e las oba8 4e Shaw,. ., 

1ntereaante observar la jepnerac16D 48 la óal1dacl ar1;1aU ... 

Sin ofrecer lDl ~u1c1o personal, el que eaorilM no llÚ 1n41ca l.a 

l1ata de 108 fraoa80s 4Iapúa de llIp7!al pe.A, S:1aPt l'J1, ... 

QWet Oltz, The Gol4!Jl n.,. l1!.1xui.la. FleyunJ Sop'.Id.ltl

die~l, 19431 llI. '_UH , 1945-

En Ánt.a18, entono •• , ¿ouál era y ouAl .a la :taportalle1a 
. . 

te iMn !!l! Dt&t'I !1.tvo UD &:Lto artistico. ~o lma 1Dflueae1a 

arana. en la po1.1üoa de loa Estados th1ao., era Wl .cí'l JI. 
IOIJlW!, era Uba aoleatia a la uquier4a ya m1lJ.tante, aa"J'1oz

•• lSt. de aouardo %OD 108 pac1t1staa, e ra Al. oliaa .. 1& -x.,. 
JohDaon· y la neutral14a4 Dorie.ericaDa haa1a ~..,.... Da'" 
1936 ha ala. pre .. ntado varios •• ratenare. 4. ve.s ea l.a "aa-

tros \ID1veral tario8 '7 4e oollunic1a4 en 108 Eatadoa aua ... al 

¿~ Da paet.at. ~.ct1va' Si la protesta 6f1 ...... h 

q_ e. l. la conciencia, loa sentillieato8 l' :Las eaperen_ 4~ 

pue'blo, BR'Y iU DI. en 'fi ... entre 1936 7 19J9. f._:.L'. 10 . 
• n 4l.Irante loa afios de la i\18rra 81 aoeptamos que \&Da _81 • . 
popv.1ar u.preaa el. .apÜ1 tu del pueblo. Loa do. ~e ... :pr.lacl.;pe-

91/-



1M .. Ja'" .. ", ....... _ ....... ~ .... 1118 ".'Wr 
_ ..... '\L __ ......... 1& .• '-' ....... 1& .... . 

• ...... .... ___ .. 1M ........ _ .... 1 •• ., a.I'" 
4 • ........... ~ ................ . 

I .. ·~ ...... ,.,... ..... .., 
l_ ........ ~_·_ 
X', ......... a:.=w.WI "'.IS. .. a... 
A'U ... fIft ... ~ W "11'''. ... lita 

% .. _. o:., ... 5 __ , ...... :.:1.,·.-·· ........ :4t::Ur &., . .... fJ!C::::. "1'" ... .... 
lit ..... ~. ea ... ,10 • ata ........... ,.. 

.. ... f 

.. la __ ate· ' ............ _... .. .......... . 
a • ,. ............. la..,. ___ • 111M- ,.eta ....... 

• 
...... 1& ..... 411_ ....... aa_".tIC. U.· . . . 
.. & .... .,,1 ... \IItrt;r""" Iua ...... ,n14-. te 1& . .. .... 7.-. ... _*·1', ........ ~ •• ln.F ._tal -' "l .. u ........ 1 .. __ ... VIi'" _ 1u ..... 

.... , .......... 'ftZI.8 ............ .,........ 1ttft ei .. . 

............ 1d.0:I..8 •• tu~ .. lid., el -. N1t¡ 
" 

lIa ..... 111 ...... M 3rrdlt ..... JW1aalu t.""" 
• c¡. 1&8 ___ 1a~ ••• f_ari ....... ~8 .......... ,.. 
la ___ ae1 Mdatuo. • 1ft ...... flap." a ____ _ 

........ ,.,. .... ...,e ... 1 ........... cdoaal'1 .. ., ~ 

, ..... _.''11 ........... totI Ja paUu!a ......... ... 
• • 

tia .. el """ la ......... flU al , .... P'O"'" ...... 
• '.,a. ala tuwaz'a ~ _ .. ".' 

»ea ... tUM n"t ... _ "'l' .. t ......... ,.. 
• 

.... 1[ .......... .. 



.. 1 .. ~e1t1 .... ,.. l .... ,. ~ .... le •• ,..1a1 .. ds.rS,da ...... lee 

~ d. 1u _teria1. ....... .... 1t ..... tle la. Nftlae1-

... '- lu .al ......... 1. fteIItr., 1 .. ..... 14 •• ~ 1 .. INPP _ 

1t. P ............ tal. '- .... 1 __ • ••••• 1 •• 1 .. ' ... a..p 

Iel • .., 1 ....... ., "......- la fIut e¡. ~ .... qt_:r"'-.' 
.". af1i91 ................... Jr ..... ,MI ....... 1AItoata • 

• 
1 .. , ........... ,.. el. rQ)rt_~ ..-1 ............. d .. 

.. 1 .. ,....,1 ...... exp1ea1 .. 4.t .... .. Del ..... teafa el .a.. 

.......... CCII JI8C1ft* ... la.,." •.. , •• S-,.... el , .... 

¡., ... ie:;ba,t# L'!I.a ...... "",ja .. PWM Üpte .111 ... lId ... 

ea ..... 'e. ,. fabrl.nt ............. le ..nela -.. .... , ..... 

la SHal. tat\Il'- ,..ltl •• ,.P .... 4, Ld. 8wIA. ""!D Da! !la-.... 
"""4t .. "" ... lwoUIen ...... Dw,... raWl" aH theJJ. 
"., ..... tbtlr ,""lte ". .... '1 .. la Aa lar , .. .,. "., 1..,. tb.1r .,.., ri¡ht. ...... . 
1hat. ... ,.,. _ tu.. ... 81 ... 
TheJ al.,. _,., •• -"41, te .., .. '1_ .. 11 
S1Ie11. h:t ... \1 all .... ,l. ........... tbat v111 ....... _11. 

~ ... poliO ~ .. Du '-' _ MI ,,"'tI. elejaba _ eblqulto 

al gel •• el. ... 1¡¡ ... fa eA ....,.. .. 1 .. ~.laft_ .. la _ñe 

• ~,. _ ...... _le haela _ ....,. IIÚ .....-:t .. w.da • 

teaer ,1 ___ 40 .. r ...... 4e l........ Tal...,. ........ ... 
• ~ ......... laaktMul~t_ .... 1 ....... ,.. ........ la ;.Ift 

.1ftl .. loo l ...... U&d.4 .. , 1 .. 1 ,.'Ia. MlltM'l ... ". 1& eaM11 .. ta 

_ .... d. 1" tall .. del u.n ........ arrea.t.s. a J<lfIIl .. _ lIlt8, l. 
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la .... 1 ........ -'lid ...... JPOtuaA... Ok-. la 814 •• 1 .... 

.. , ........ te ,., .l !ter ...... eo1w fNl el ......... , .ita ., pi __ 

Mltlelea\M. .. ··,13 ..... la ,. ..... w.a ,..... ......... ea -4'dlla a. ala 

1'1 .. , ........... la .,... •• \8\ .1. JIQUO 4. JMIlnlll ... {j •• 

••••• 4 .... 1 .. 'f'1.~ tJou\M,. .t.ua4 •• 

111'1 !t!l!rfp. al ........... .. .., .... s.a de _ a_ al .'0 , 
..-, •• Ñta la .... ,.,. la ..t ........ _ 1 ...... ta d. 1. ,.... 

pe...... Bar.., a ...... 1M ........... _ .1 ..... JI .. "aJll0 ..... 

... • 1 ..... 1 •• 1 ............ 0Jtl,,~ • ., la Iporaada •• 81111. Dna 
-

pro .... 1. r ........ di •• ~ " •• 111 ..... 11 .lA ..... 41..,.. 

tU. ,.,. 1 .. -J ......... ,._ , ......... __ ......... del .... 

"1' ........ -.... ... ..... 1 ..... lila .s.wu 4. 1. _ .. ..,.ri ... d. Ran7 

, 81111., de 011 .. .t ••••• , ••• 1 ...... .,..toeu ... 11 .. , 4' .... 

a ""1'0 d. 1 ...... .t d. la .... U .... ...t ....... ,..1a.l~ 

poa,ae el a .... no .. .....,.,. el ....... .." Breek _ rill_. l'a1da al 

lpal el. _ ... d .......... ,... .. \G4o 01 "11M eetañ ID ..... 

" d ..... ..". tW •• n __ 1 ...... el nl1 ... '1_ ...... 1. ta"'- .. .-l 
"_ ........... la ... ,..... IN ...... -" , .. "1 ...... 140. Hur;r ... . .. ~ 

, ...... l. OI*\-, .... ~ PIír w ..... t..,' 1& ..... l ...... al tia. 

Le _r .... ,. ....... Yido ,...... ...al ..... i .... '. 1 .. .... 

108 el. , .. ...., •• __ .. ene hcMn .... üo •• ~ .. P dIO .. 

-.1. aratH d ..... 1 ..... 01 W.. 18ta ....... 1.1_ UIJ1la d ...... 

'\Il'10 aobl_ .1 el~ " PI'O\Ifta •• la ...... 81,. -su.. 11llt. .. 

..,attloa .... leM1a'"~ "l. ~ .... 1 .......... hU- que. Oll a,.,.1-

lna1u, ............... 1 .. tel .. ..,.aa4 .... d. la pena ea ni.,., 

, ... ,.. .... KM ..... tuera 4. 1 • ...,. .... . 

,... tal .... la ". .... id .... d ••• e'''. uplla al ..... ,.ru.. 
1/ 



en la ... la •• ntíaa 00lI0 10 hao!a A\k1Uon, '\h •• ootal ho.t111t, of tb. 

aharaot.r.la• D. 0&.0 •• que la r.a.ol6n el.1 pÚb1100 no era lIDIln1Jlo , un 

.010 or!tl0 ••• nt!a .1 oaraot.r antl"tloo el. Harr.r, 10 que no. obliga cate-

10pl' la obra en elo. ,.nero.. la ,01l041a el. oo.tllJlbr •• ,1a .bra el. pro

t •• ta .oo1a1. La. lntenolon.. elel elraaturp De el.tol'lll»n .1 ,.nero, 

Mellar. o_DIlo •• orlb16.14 Nl.uthron, 0_ 00110411. d. eolt_ ••• , no ",--_ 
.t"~_ 

tenía la "DOr id_ q ... n .1 .1,1. XX .1 p1m1100 .. ería en la .bra una PCq~: '\ 
..... 
,~, f-

te.ta-en oontra d. la rasa hUJalt&. \,~ l .-:~. 
"'¡ 

.!2m te.ter4v •• dl .. 1el •• n tr •• aoto. , la aoo16n tl.n. lvgar .n el 

.&len d. q e.paol0'0 , oo.to.o apartud..nto d. un hotel .n Wallh1n¡ton, D.O. 

"OTO PRIMlmOa La ouar.ra •• tí haol.ndo la liapl ... Olando llega Pa1l1 

V.rra1, q.-;1 bu ... a BuJ'T Broot para qul •• e.tí d •• tl_do el apartulento. 

I.t. entra pr.Ndldo de un botone. , el. Udle Brook, IU pr11lo '1 .1nlent., '1 

a...,..... el. ~ apoderado y d. BUlle Dan, ',_ quita el aliento por lo 

bella , e.tuplda .ue •••• Id Dever.r, el abo¡a4o d. Brook, antaño d •• timado 

a 1. ¡J'ude. p.ro ahora .A. .1 abopclo el. BrGOk, .1_,... un poqui t. bor

racho entra '1 le piel. a Brook que ooDOOcla a Verl'a1 UD& 'l1tr.vl.ta, 1. ~\Bl 

entonoe. hao. Brook al 111_ tt..,o ,_ 1. n'VIA, 1. arr.po la. una.,. 

'-&ta- le jaota d. lo. día. d •• u .tilo., el ... oo.tena •• n .1 '\IOto nolooto 

que lo ha he oh •• U10.rl0. D ... er.r ooulpe la tlra elo B111t •• n a1¡una. 

pape1e. do lo. 0-.10. ella no obo liada. 11 '1 Brook 'Tltan ._ ella b .... 

y l. pldon '110 .0 POIlp .e a. llndo nnido porque el aenador Hedgo '1 .u 

o.p ... ftD a ... ntr. Brook '1 01 SoDaclor hablan d. no,.oto. en tavor de Harr.r 

.... paa- por ,\1 qwla al SlDador. Lo. poooI 00.entarl0' d. B111to .on aa.t 

.1.-pro sin •• ntt.o , por lo .. no. tl1oonoteD\e., De"'J7 ... 1 .1e.pro o.t' 

1DtorTintendo para tapar •• noe"ado.. D •• ,,",,. de que lo. Red,e han par

tldo, Brook 1 Dev.ry hable de lo quo puedo ha •• r •• oon B1111. 1 deo1elon 

;, 



.-el ........... ual. r BlUl .................. la W_ ..... .,. le 

laaWia ........ eJt .... ta ...... \e.· -.... l. M .. JIIlIa ...... . 

..... .... e ............ ,.,. 11' ................ ' .... 'r ... 

1 .. ,...1611._ .. la .......... ella ,. 1- , ala- 1 ... ,.,. .. 

..... _ ......... 1U1s.. ... ,. ... ..a .... ~ Id " ..... 
a"t"o~ ... , ......... -,. eual .ua ""ha .... ,r.. ............ a .... . 

.. a , .... ,.. .... ft .............. 11 .... __ ... . 

'OlaJe •• Na ... .,. MI 1 .. tu JI.N.-

MI'O 8DlUfI)01 Del _ ........ el ........................ . 

la ti ........... lWlet lid $ at •• ti ........... ., .s.... as¡. 

lle *" 1 ....... ,.,. .. s., ..... jet .............. 1 .. ,.... .... 

.. 1 ...... ,..Ift ..,llelllf.lMlll -.t, 11. Me. .... ....... _l . .. .. ·_1 .......... turet .. ,· .......... le .-. ....,. ,.. lo ... 

... le eua1 ell •• ~ ......... 1'" a me.. __ • .,.., 11 ... BS111e va-
__ t ...... í ............................ " .. ...., la- ..... . 

... .... c. _ • ., ................... _ ..... 1I11a. ............ . 

le .... 1 .. e .... a. _ el ....... ..w. ,... • t. w ....... el,1 • 

.. .. _ia SaftdM.e , ........ !l '-'_ ..... , -'.1 YÜ8IIl .... 

ebltt ................... ,. .... el .................. "'" 

................. el _terW d ............. t.M. "Je40 __ ... 

da ...... ~t"'lia ...................... ., ......... .-

.. l .... \1 ....... ~ ...., •• .". ..... ,....... De .. , .... 

.... .. • BUlle _ rs.n. ....... ,.,. .......... a heUI. 10 .. 

_, .tt. ... n. tu.. .......... ... 1~ ..,. ................ ü ..... 
" 

...... la _l •• tlNIr 1... ...,.. . .u. ......... U ..... le dlee 

IIJ 



.... ...,. ..... 10.11 .......... . 

ACTO TDQDOI ....... 1. ..... ...... De .. , .... '.'SlM .. 

.... , ......... ~ .,. ....... Ul ............ _Se .... 

,... '-1R",et •• ala ..... .uIDI' ••. 11* • ..,.. ....... tal .... , 

.. 1& ...... ReciñIM el ... s. .... ., -.t .. 11 ... u... 1 ....... 11 .. 

"papel.- *"- de .... l. pIh • 1111 .............. a •• 1 • ...,. 

.......... 11 _ .. ,. 11 .... .. la twla ,.,. 1- ..rr-. , .."... a 

....... 1 ..... Jel ............. 1I11le ftNI .... q1II ............ 4 • 

.tia. lMa 1 ... u. • a , • DegeI7 .. la. 1_ \1 .. le ewl 1 .. 41"-

..... ...." 11 .. al ,... .. ., ...s..a ... 1 •• b.., _ ~ ....... en 

...... , ata. Al tia ....... 1Itr •• _ -__ ole JtI1 ....... 1 .... 1_ 

.,. ..... - ., 1111" 1. W'" .. ~ ........ _ ... ,.. ...... _ 

w •• l ......... propW'" ......... • .. al 'r. ael .. ,... .1 .. 
ata , .Pmal __ .,.... " 1_ V. ............. lMI 1 ....... rdne 

•• .. ......... JlWaI7"'. s •. M. "rillla • ama. ., .. . 
fe al1 ~ 4_ ....... al .. ....., ........... ,....1IIl ... ,..... ... ..,.... .. "* .......... ' al __ r.r VId" .. tt.aM 

,. ~s.. .. ... .us- ................ ". ~ ter .... 
.,."~ IlIIa ,.. • (1'tI ....... )r-.... ,.. .. (t. ..... ) n..... (Be 
ti ........ ) 

• ~ a.la eRa u.. el '7 " ........ ,.~. 

el Vaba~ 4 ..... btte proj ............. bm t .. de .. fat,\O 

.. Woe _ la .... s. • la ..... -r. .. , ..... 1' ....... e1U .. 00IlUIaa 

.. 1 .... _naloaal4 .............. t_ ... -.1'" el .... 

... ......... ...... ,.,. la ....................... " •• z.ta 

"-1-. ., ... .....,. ..... _ .. l1Ma "!'., .aS8 1& ."..lf ........ 

11 " 7' ...... X....., .. n'w.,.. ............ , _ ..... -
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.... el ........ , •• -. ,." Iell ... ., ... el.P11t4 te 
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..... de 1 .. JI .... Ala .. , ..... MI. ..,...n ... aa1-

..... la ...... 111" 4d ..... XD Jaaa .... 1'Uo • loa ___ 

.... tU el , ... ~ '""" ..... - ............ ,... ..... de 

.... o1e ••• d.t ..... _ ~ Buq _ 1. 

u. .. r ... JIUUltaM .................. .-._ ... S._ 
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.. "'~. ~ túd. ................ la ... tald. ... 

.-bWo ... 1........ Hant" lIDten. .,. .... MI" el ,.. .... 
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at ... ti .. 61 .. ll8lNa .... .rtlto .. _ ........ 'NI Ir1aUoe ............. 
»en '« ••• tu. ,...-- - ... ., ........ F' •• '" 

._ te 1& ..... ea _ .. lAte ....... 'e 1M ..... . 

..... .. 1& .,..,..... te 1& .......... _ .. 1_ -OOleotioa-

~ ., ........... ., .... Id ........... a...- , 
........ pea ..... tb- ... Pe • ., ........... au .. , 
...... 1' .... 1M iD ....... e-' __ tel ....... 

la ....... _.'la ......... _ el eaU1. ~ 
.... .,to ..... ,.. ~ .. 1& --"-t _, • ...,te ca 
1_ • ..,.U-.,... .. IMvde ... M8P- .... Id .. 1& 

iluaÓl tnad-.l .. la ........... , .... 1M .. ... 

.... ud. ... te ......... Id tll ... pe.a .. li ... do .. 11 ... . 

• _ un .. as.,. .. , lea W ............ _ ............ .. 
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.. _ W .'t. 1a.1I ,... ... Wi ........... .. 

...... .. la ... r la. ___ t. 1M 2M1i....... ..., 
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tendrá ventaJu que no tuvo él eam.o obrero. La nueva. ·OpOl'

tL1nidad"-Ya. no quedo. la axplotaoi6n ni del continente ni de 

los inmi.:;rado&-ea más l1m1t",da. Ya no se puede hacerse rieo, 

:pero se puede hacorse bur.sues, al. se o.cepta el culto do la 

vente. 

:J. proceso eoon6mico qv.G orie'ina. este fen6meno ea mb o 
menon l'6c1~tc, em.p1e ze. con el :f'on68X'ato de operac16n manual 

. 
Wn, ya ex1s1~ 16. vente. en masa, la "ecollom1a de abundanc4atl . 
»uade ao&u1r desarroll61doae aol~ente si el obrero de m~ar 

aual do está. in 01. u1do eatre los consumidores. La.s mereauc1aa 

al amontonan en los ~cene8 si el obrero no gaet~ cada ~ 

mana 'todo au sala.r!o. y la venta en bonoa tiene que absorbeJt 

los contavoa que le sobran deapu4a de loe Bastos diarios. 

La industria ea ve fOl'zada a. dar un acla.r10 burBU6s a elgnn .. 

de los obreros '1 a.si el oul. to dt;t le. venta, y el mi te de labo

nanza ~an otx-o ne6f1 1;0, snsi 080 W ve~, pero a pe ~ de 

todo un croyente. F..uta. ahora, no se le ha ocurrido al obre

ro que cada d1a ae pone 61 mla WrBl.l4s ., que ha. aoeptdo el . . 
cl.1J."tO ~ del burGUéa sin saberlo. En la obra que es-

tucli~os a cont1nuaoi6t: millones de norteaTJ'!er1cs.no8--a&8D-

tea ~eN8t b\Lr&Ue •• t '1 ao owUG ......... fin a ellos miso .. 

Al leer iMili,a¡ .. W'P.,la pr1mere pre¡uuta Que 8i 

le OCJ\U"l'e al o.:r1 1100 4al ... 'Ro aoQ;1.&1 a .• , .in e.toa cU.aa fm 

ea que el a1w llOl:1ie .. r.i.OMG 4el.\p,appeu este rec1ld.endo 

I~I 



la m!s fren'tica ,. reaooionaria deren .. ¿c6mo puede Arthur 

JlUler cortar iDrp.eaunte la :ra1.z pr1llc1:pal del !rbol mito-
. 

16gico nortetUller!oano' Pero deapuéa de estudiarla..Pll poco 

1IÚ. Be haoe intelig1b1e: la. oonf'us16n dram'tiee y 6e pensa

mento en»"th .It.l Salep.' 10 haoe tolerable a los corre11-

c1onarJ.os del cut to de la venta. Pero, la obra tiene gran 

luertsa 7 en 'ftr4a4 que. eutre otra. 00'" oorta de ra!s el 

oUl.to eJe la ,"uta. La tuefta 'Yien. principalmente de la ea.

ftcterizac16n. almque el tratb1ento ttpo6t1co· del autor con

~a le. Cl"!t:1ca qU lntent.., en .eguado lugar del di~og~. 

le menoa fueras. ea la aCc16D, Id. :plldi'ramos llamarla así, Q.ue 

pertenece al tipo 4e -tema 1 variaciones.-

La otra .reaec16n Ispontlnea sobreviene cuando el eapeo .. 

".dor ha salido del teatro. sabe que ha. visto una. de lae ob

ras mAs potentes presentadas en los m. timos a.f1os en lo~ Esta

dos 'Jh1c1os. pero 88 pregu.nta. tiMen, y ahora ¿qué parar!?-

y DO e1'lOUentra respuesta alguna. La obra pronuno1a 1.Ul jui

.10 de dura moral-lo que no equivale a. decir t¡ue no Bea ¡te

"6tio'o--sobre W1lly Lomas, pero no ofrece soluo16n pc.ra los 

oelltenared 4e W'llly Lomax que estaban sentad! tos en la sala. 

He-v un ray1to de egperanza Id. lo bUSOEJIloS bien. Tal vez el 

hijo de W1lly, ~f, no sisa los pasos de su padre. Tal vez 

encuentre un traba~o 'tU. ¿Seguir§. siendo un no!-Willy. pero 

un holpOOn? O bien, Ue dari aoaso el sistema. econ6:n1co o

portu:nidad de realisar su utilida.d? 

/6'1 
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AO!O"'2mm_ ml7 tria, -.1 _t w.~ ... n_. dtt1 

~ ................ laa1d.a ............ -.' 1M'»-. 
,- .. ,... .. ~ ....... 7 • -'t. a ea'" ....... la .... . 
....... u. ..... ....... 1e ... q .. a1 ............ ... . 
... ., ........ ..,. ,.. ..... - 'Y!Ñ .... ,- .. 1Maria 
• »dld.. a _ pa __ ,_ 10 ...... a ... Y-. 'lIl .. 

)aa1d .... _ ~ ...... , 7 lIit1, ,_ .a"- aoDd ..... 1& 

._ .. ti ___ ( ....... ü.lAe ,.. .i .. tale). 81--

~ .... .u.-.-.... Bift Jet- A .. "laa ........ .. 

111 -_ ..-a- .. te Idao - 1& -.. d. Jaalda .u ... pe-

,lile». 3Ut , __ ....... a ~ ...... _ ........ wn-
11 .... la .............. aM*716lu .... .... 

• a el ........ 1 .. lI1IGba... satu Iaaa .... la Jtlltl ... 
• 

- l'dM ., • ~. de WII •• ...,........ t.oa ...... 

.. iatecd ... _- 1 .... CJ.~ la.... ~ tata .. ia-

"'-'allj,.. c¡- - ..... !-.tu .. 4.,_ ta ... 
,_ lIltt ........ &l. ... 01 •• da ......... A. :r.a ... _ 
puJI. • m"7 ea Ja .otlla 1aü1 .... _et .. Id._ ... ., ... .. 
... 1 ......... (,_ • ___ A _la ...... ) _~ ... . 
w ....... _ ... n6a l~.do __ be, Idl_ .. 11_ J&.-

,.. ............ ~ ... De",__ lit ... 1181- al p.:tle 7 

14 ....... __ 1aI'l.0 __ • 111]7 ___ .. _ •• _ taeuI 

_ .... .., .. PN'O r.iJato 10 ..a.._ 
lila ~_ ........ .,... __ ......... ftdUat ...... _ 
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... ~. "'a&I""'o. WUl,. 1 ........ n ............ ... 

...... ., 18 Ji" ... _. ,an _...... lL1a ......... . 

s.. .......... 7 U ... , l:tl17 ooatl-. ,,&14 ..... _PI' lIaI • 
•• ~ ........ el ti ..... WII ..... tipa •••• ., le 

~ ... P .... , ... lIa .......... _...,.. tSaulq, 

e1w ••• , ..... la ...... ., ............ 1&_ .. 

ataNl.,. T el'" I liS u_ • , ...... lu ..... 
• J~ ___ laaJal ... _ ........ , ____ .... 

__ ti 1& ............... , ..,.1h aa .......... te ... 
• __ .. la ....... te _ ......... ,2,. te ,_ ,.. _ 

G. a Al.... .1',. 11 ... __ ..... _ el. ..,.. ...... 

• '1'1" el. DO JaaIIe:r..... Oh.JI.,. ... U ...... ~ .. m-
~ .. Ntl ,.S .... a ........ a _ ...., .. ., -atila.» ... _ . . ... _ ...... , ___ l.'.'. r.u ........ _ • p1 • 

• 
7 -_ pan. pe..- • 'dl'I' Id. ... ni uno :pea 1.- • 1& 

..apero Q~ •• - .. ........... p-7~"a 

ala ...... a "a1t1_ .............. m~. Ala ~ ... 

_,. ...... GiIl_ --paM7lepita,- .. ,.te_ 
1& tea ., ... , ........ lit'),.. HIIpn 11 .. ., ell ... _ 

\-.. 

..... ti ,- ."7 ,. .. ,.. .... - ..:1 .. ", ....... 

..s .......... ea J' ... __ .......... -.u a.. ,_ • 
. 

, .. tui ea 1& ............. la .... lI&ata lee •• a _ 
+ 

1dJ .. ...-tia .. l:tl17 .dA ............ -tulle. Dlft p .... . 
__ ,_ Uf. _ •• ti ... pa ..... 1& -- ....... P8-

• 
...................... pa .... p .... _A7a. .. 
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p1I84aD 8&," u6001-. WUl7 .. .,. a la. ... feUa ., la ... . 
..... • e1ua ... adO DUt .......... ~o del oaleaWoa- 1& 

............ ,u. W1117 b.a p •• to elli pua conectad.a. • _ 
• .uU_4 ..... 

AC'lO SiGUIO:JOI m. da al_.... \J1l.l.¡r.1l ... fle ....... 

... hada liW ,_ la 140 .. pe.a cl1l:lU'O " eu @ti.po 'a .... . 
'Ya IOn _ pdl6a ,... pe41de Q.\W 18 .... peza11140 ba...,_ 
ea ...... y.. ea wa .. "t'1a.1 .... per Mi te=:t. 'Mz1. a. H\Ift'a z.
_........ I.ta ....... ., ftll.7 ea ftIl a ~_tar .. le. 1l0llle 

paJa la.na. Le. .. 'fINY1na ele Wllly 0011 Hoard Wat:Mr .. 

.. ....-o.. 8111 -l.luwo. • 1. &.o_la q_"~ ... ,..11_ 
pw CJOIIPI'lew ell,u .. ;r. \111 ti_po '1 que ea .... la ........ .... 

ft 'Y •• Een ..... 08 balalaniol. a lii1', .. .Al .... pe" u_ .. 
.. t1&8 .. 411_ ftll1V 1d.ea .. _ trab6J.. J.& 1aagi.lIM16a .. . 
~ t.JUi6a 1. lIaoe ze ....... al c1ia .. UD importaDte .,.. 

peoaato en el eual B1ft ~... ouaa40 •• 1m 1\6,... 4e1 f\lt1lle1,J • . • -%'1--. 1».,._ 1 ...... Da .. _alada a la ofio1aa ........ 

1." deD·c1e 1'1lJ.y otn. .,... .. .. o\li ..... a ia- a ~a.r ti,.. 

PJ'8s" •• , Charle, .Va .. s, ... 10 ha haoho ftr'iu .,. ... ea 
el pe.aa4o. le otreoe UD traltajo pero WUlJ lo rehua ... _ 

.... _ de peJ'llUt 8Q 'ba~.. WUl.I' habla 00l! ileJ."l'18rd-em'-

4e la 3tm9ntud .. :a:J.tt q_ haWa. .. ta.o 4e 9J1I4a:r a 6.. .. 

8\18 enutioe ., que e. ahora. _ abos.eclo faao8o---S)8ft tratA" .. 

awrisuar ]tOI' ,-, att haW. fAllado. por ,_ 41 babia. p .... 

(lo toao 1Dte2.'6. en "BQir edel8Jl'W t1eepu4e de t¡ue reprob6 ... 

I?-j 



t.6U~ ., DO pWlo en __ ea 1& 1Ud.Y8NUa4t ~ le :1ft

auna a 1111J' .. _ la pul a :at.tt •• WfttJlO .a'"'o tú a .... 

... • .,. a _ , ..... ~ ....... u ..... te atdall1e 3Itf 

laalda ,..aa 1& ¡tel... .," .......... " .. pe la ,... ...... ., ..... ... 
I.a. alllde.- ..... ti.tM 1...- .. el n ....... .... 

lUt ... ., l:L1l.,- ftI& a ,... llUI .. ta .. _ .... JIa JIII-

... el tiat .. Isa • .,. .... ..u !lo .. ,.. "'1' a au. ... 
,ld.ea 111 ... ,1d.ea • M.e .... DIU. Ita ......... 

.... 1M ~e1 •• , ............ A ,_ .. 'lIIdlt.. Iaa tIId .... 

••• _ tU A .. - bald. 'babIUa40 »aa tlU .. ,.. • ., ...... 

_ -.JI .... ti -~ .. ., ,- " .................... pw'" 
............ u ___ .. au -ata. ................. 11. a 

.1]~ 1& w .... _re. .. la al .... ___ ,_ .... ,_ .. 

,.. "'''0 JJ117 11... ....... •• aaza1IIIaR _ piIOj4a wndJa 
,. 

.. 1ft ,_ a __ ctebe bakde pa.ao a Bitt, huta ,_ ~ 

a.ü ......... _ ...... td.. pan. el 1.* _ QU .. ,. 

el da .......... 4 ............ '1- _ .......... _ 

__ al ...... 1& ... ., ....... te ........... l:L1l.,- ti 

,_ • 41." ,... eL ... ~.40 ..... uN. el 11« .1 . 
... .. ao .,. la ...... 1& -:1_ ti ........ ' hea te1 ...... 

...... lIltt. Be¡t ., 1M ............ ala .... ~ 18 .. 

.. a ..... -.. ... p.-.,.aa.. k.., ....... 1'7 
_ ....... ., 7la •• 111Ia ..... ..,'. ,_ lJltt ...... __ 

tú ............ a _ » .... & -. 'DII!Iatu:ra ..... .. 
/?f 



,_ ~ ____ .... BUt ..sl 21 __ & la ~ .... 
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~.,. al e\Wfte .. balo '7..... ~ e11a -.le __ .... lSiU 
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,n_ala a1.U pco llUt ... __ .. ,, __ ~ a .. .... 

AJaaWa .... 7 ft ......... _-~ La. ....... .... 

.... 7 .. »- a1 .-- _ al nna ...... ,_ .... a 'lis'), 
.. ine ..... , '7 la B.s._ ..... ti ... ll1CU ... ..,.. _ 

la _elaa .... l4rata ..... a 1M "".a ... ,_ • ___ 

JU\- .u .. - altaD ...... a .. pabe _ el nata .. te. 

11ft qu:lue haltldb a 'ISU, l '"&Dta .......... Jatl fa r . 
ft .. el ~tII'tIa J1aJdaato .lstl1 •• p ..... .. 4. .. ..... l ..... 

,_ ballla »1-". ha .... 1& .... a ...... .."tia taJa .. . 
t1Jd.da. Oba WIl l':U17 ...... 1aalil6a ... a .... " 1t,1tllaM ... 

.. 20,'000 ....... la p61t. ti ..... te u4a • -..s ..... 
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h._ .......... -.:tI •• a fMSlI ................. _ 

ftaa" haeer10 cJI _ ............ 1l1l7 iD ....... ,_ 

JJ:ltt !aa 8IftÜIadO _ pnpt.a 1'1c1a ,. na ... bada _ »a-' 
31ft __ ... batule tIb la ftl'da4 .. 18 q_ .... _ • 

... CCO - l'8a1 ., '" .......... y. ao .. JJda. l*»6. 1Jfe,. ... C1CIII»ZUm.", •• ha:r ft ~ ..... 
a d1.. sao,., 1. ~ .. .., ............ ~ ... ... •• ___ ....... ., ,ti? ajA ........ ,_. &I.aIt ,...,. 
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14l.Ciól-' ;>~C1p~ ~ »úW.oo »ero mulOt.\ WJl ll'. Na~ 41_ 

qlil.1 l¡",. oDx-a "toOi. 'Ultoo f'le1iell .. ~ coa .. eeaticio de 

J:otUQ~O ¡ p1~dOGO X900u~enl .. ·JO 

Ll;¡. oatJ,·uctw-. ~.rfWa.1, o-. NliIW Mil ~8. JItll'Oria. de 1M 

.l4u 14o¡..-Io~w~¡'1oa;;aa OOA .... 6.M... •• la 4a la ........... 

t16n, 1 quiaá tI(U¡¡, ,~ 1& .fv.an ... d. R cÍMtua16n dramlátLea. 

'~i'n oa "'U~~iiy.'" el _Ud •• ,.U'YO .- Lawaoa 7ft .. 

_ i.il "é~, PNque l.t..a aaolG1lea DO DaoeA O~.1_.ll'itt .. 

1~ ~tc.¡~g,¡"ea. La dGe1ai.h •• "üJ..;r •• olua 7& el i"1uel. tel 

pr'~. ~to, p8.'0 .. w ntarWa dDaD'te _40 el _suaclo ..... 

81n qtLe Gat¡,'bl.ao& ~c. emaovo eq.uJJ..e.- .. Po x.aoa. 
Lo. ~Q(;j.6z¡.JL pue'. CitOIla¡¡QM. o¡¡ la. p»OpO&'1.Oi4rl .. Pn. .. , 

Á- 4&oa po; $Gi1~6ilo Qilit ___ o. _a t __ 41at amaq_ ate 

16 • ., y q¡¡G J:l.l.17 es d pn1fes.gon1nft •• le. o1rra, 

_ ¡¡~, ¡oeOh&le.4Q tollo apQt&. VJ..eJ*n. PlIII_ ... ~ 
1m rmabo aauevo o lunilf. 

B. W1lly b\lSoa tivenaa juatit1eaM.onea ~ su Yiéla ao
tual. "7 o1íl1a ú.a t.Ul'M .. Jd.I ... ldJ:l aet..1ti-.. ~ ...... 
de al ndtt. 

C. 1»eplMS de aaber qu',t 110 enaotrb'llri. ~u.eti1'10$o.16n aIlte 

ft~p~~-::-l:1:t= :: ;-_=!o~ .~~J; fti-e-
re a dG $U p61iz& Qe -8'U'O ele v14a. 

Pero Ea peaazo de lra iJUpMio:l.ouea en el aentif!odc q\\8 1& 

~ Is UDb 't~41a., d4 q'- .iUy • ., eu "hbott •• la pftpo .... 

d6n 50 ;ceavJ.'k lA. 1.6gioa 7, peor atult no atNl81a 0'00 olnri-
. 

... lo. verda4era acc16n de lAl ob1.... .i3. que ano oaori\le p1 .... 

_ q\U iliJ 1lIpea1bl.e qu. la aoaltm .. .co&rt4at:l6& en la~.a:i.U. 
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de Prica. 

En lo que S8 refiere al ambiente de lt.. obra. lo que merece 

la primara menoi6n es el decor~do y l~ lluminaci6n de Jo MiGl

siner, verdadero tour JI. forc' de teatro. A tal gTado, que 

8obrevino una reacci6n de los criticos contra la "1lum1n~ci6n 

16bregaR de Mielziner después de que en este caso llev6 a la 

cumbre un estilo que babia cultivado varios afiOs. El decorada 

8S todo transparente, al extremo de que pOdriamoa decir casi 

no exista. Las indicaciones del dram~turgo exigen que l~ cs.aa. 

de Willy tenga. 1;res piezaa y \Ul patio exterio;t' que puedan usar

se uimul táueamentet y además, que las paredes pura las escenaa 

del. pre8ente sean visi'bl.eu, en tanto que para las escenas del 

pasado 108 pe;rsonajes pueden pasar libremente al travás de la. 

paredes. Y este mlla&rO t6cn1co lo l'€aliz6 lIielziner, real1-

zaudo' otro a la. vez. que el p6.b11co no se viera. distraído de 

la acci6n por el primer milagro t6cn1co que, por medios intro

vertidos produce un sentimiento de3tinado a orear el ambiente 

falsamente extrovertido del. culto de venta., y da. Willy. Es 

un ambiente que opera. sobre la acci6n, para dar al !ü. timo par

lamente de Lind~ un sentido trágico y ~rofundo. ·Willy, pagué 

hoy el Ul. timo a.bono de la casa. Hoy t querido, y no habrá. na41e 

en casa. •• "32 

otro efefto interesante es el del fondo musical part1ou

lar para marcar la entrad& de varios personajes y subl'a1'B.Z' BU 

participación en la acci6n. ~én la casa se cubre de ho3u 
z"~ ~--¿~:'~,",~ 
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villa, la me.ravilla de este pd., que un hebra pua4e llagd 

al fin de su Vida con brillantes aqu1, aolamente ltO'brela. 

base de aar querido. -14 :Ben representa en parte la misma ... 

ti tudt pero cinie_ente, y es un s:!mbo1o enaor6nico Y" eT.ldel1te 

de los rob"pe¡ mal' norteamericanos del siglo paedo. 

:u a atilo de la obra se sdala por le. fuerza, la tened.6a 

interna, la. -retioencia1lJ5 '7 l.a -f&l ta ele pretensiOnes"l' del 

b&raaturBo. :.aat6. h.oho sobre la baGe de una 11us16n que DO 

entre. en ooDfl1cto con la.s convencionos e.conoar~1ca8, entre 

ellas 1 .. cOJlvencione 8 ra410ales del tieapo.; rem1n1soentea .. 

la pintura tuturista en eu multiplicidad. Ro es m!s que par

cialmente simbolitta por la raJ:611 que hemos 41scllti40 antea, 

que las obras que contienen símbolos p~;rt1 culare s y fuertes 

no pueden UeGar a ser &imbolos integralea. La.s ob.r&s que coa

tienen partes s1.ab61icas vehementes BO~ las exp:resion:1ataa, 

no 1(;.s simbolistas. 31 !To hay gran contradieci6n en que }Ul.ler 

baya meeclado 108 aub-eetilos expresionista. y simbolista pO%'

que. los dos son ,r~tioo., o cuando menos no estil menos 

unificados que loe ~neros mezc1a4os 4e la o)ra. Miller ha 

trabajado en. 4tver8O'8 est11os. En.m.liZ S09' escrib16 una 

obra romén tioa de n:troblema· dentro del 8ubestUo naturaliata. 

In. lensuaje ce Ueuh !i! A Sa1.epan es adecua:do. a la ob

ra si, pasamos por alto 1ae pretensiones de "tragedia. -La ma

nera. de describir es senoilla-Ji dice lfathan. El di6J'O!0 pa.

reoe natural en los personajes," .salvo en una media docena 4. 

/11 



~arlamentos de tesis· y el parlamento 1frico sobre -una 80n-. 
risa y el brillo de los zapatos· 1 abunda en el sabor del ha-

bla de loa grupos burgueses, sem1-pro1etarizados, de Nueva 

York. 

Si Bentley h&bla de la prosa cuando la llama ·tUla manera 

ret6rica fal sa del habla o1do solamente en BroadwB3T, en las 

películas, y en los discursos radiof6nicos y políticoswl9 89-
. 

guramente ha olvidado hasta q~ grado el habla del culto de 
. 

la venta est! formado por Bl~oadway, las pe11cUlas, el radio 

'7 loa discursos polítiCOS. La prosa es natural al burgu~s de 
. 

NUeva York. Si Dentley estA llamando -ret6rica falsaw a la 

poesis de la obra, tiene una tesis mis time, la cual sostie-
... 

De mejor en otra parte del mismo articulol 

It ia interesting that critica who have never shown 
any love for poetry pre.1s8 "Salesman" as a great poetio 
drema. The poetry they 1!ke 1s bad poetry, the kind 
that sounos big and sad and soul-searing when heard for 
the first time and spoken very quickly wi thin a si tua
tion that has already generated a good deal of emotion. 
1 think it was Paul MUni who made the classie comment 
that in th1s 1'181 you can't tell where the prose leave. 
off and the poet~J begina. You can tell, though, that 
the prose la relatively sat1sfactory, the poetry ham. 
mere rhetorical phrasing, as witness any of the longer 
speeCh~8. !ndeed, th!e kind of poetr.y contributes ver.y 
liberally to that blurring of lines which e~able8 Mr. 
Miller to wI"i te a. social drama and a §ragedy at the aaae 
time anj thus pIe ase all. 40 

El empleo por Miller de una especie -Hollywood- de poesía 

.s proba.bl~mente intencional como medida en su intento de glo

rificar ,al vendador norteamericano, un intento que se disouti

rá junto COD sus pretenciones de tragedia. Bathan critica s 

II'J. 



W1111' por -tantos pi toa,·41 pero eato •• U1lO 4e 108 1'0_ u

rores ae l(j¡. 41reoci6D •• -'nioa mb 'bien' tu. clel texto. !ea .. . 
ley alaGa a Lee Oobb por 8U lIt6l1cla zepreaentac16D, ba.ñan1e 

tuerte para sostener cualquior' ollra. •• la v1n41caac16n tr.Latt __ 

te del m4to do del c;rop •• 42 

Ea \'Iaa obra para las _nallt no para la lectura, ., tia 

lraaan le Dpr1m16 una ~ccd.6D 'la a.proveche. pl.asm.a. 1& 

. 
maestro. cn:ut1ltaD 1 strulaera. Ha. poUi., cab1aa:r au.a .'to ... 

coa le. velocida 7 ta,1 M ... UDa oaudi,a ae J1 _004, '1 la eba 

reaul tan te •• pwro teavo, teatro map{t1co. Lu tl t1aaa ao

tlc1aa que tiene el. tU '&Orib. mo e.oD ¡U N... ha.oü.

do oont1nuar en ootub¡-e 4e 19'0. 8J1 lIUri'a Toa, la tempoa4a 

que 1n1016 el. 10 46 feb:rero de 1949-

31 _acto emotivo pro .. 4t pnacipelaeute te la OaJl8.o .... 

r.i.a;ac16za. 49 la 'ver4a4" .. 108 perllOna¡¡ •• 1 aeJ. reoo.oc1Jd. ... 

te qUO eDouentraa ea el p6.bl.1eo. a peaar ele que lia-th.aD op1»& 

t- -el. efe e'to f1aal •• el 4e .. lepreaih •• ntal ala o ..... 

~rte. -43 Reme.!a eato en parte lila hon •• t1da4 illflex1'bl.e 

de wa emc>ciones- 44 ., la. ear,penaBa& en 108 TalO". latente. ea 

el h1~o Biff. n .¡un¡G _ .. oto pro .... del dÜ1oSO. '1" •• 

Illq' neo pero no »Mu.o. hen. te \lUO • do. p~... La aoei6It 
eSel tipo de "tema y vari&C1ones,- QO .,.¡mea ~ emoc16a .. 

cem.paraa1. con 1& que proc1uoenla OU'aoteris .. cd.6n 7 el dia •• 
La pretena16n ele N:f.ll.~ 4. babel' eacrJ.to lIDa trageUa, 
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dLndonos adem!a un roHUmen de su "eet6tiea- méreoe eX81I1en. 

De BU 8.rticulo publicado en el rlew I2.m T1n;e!b y reproc!ue1do 

en los proGrcnas de las r e!lrcsentac1ones de Death .2!.1 Sales

.~, selecoionamos algunas frases que sintesizan le idea 4e 

la -tragedia nueva" que profesa este autora 

••• tragi c feelill~. is evoked in us when we are in the 
presence oi a cha;¡-a,cter who js ready to lay dowu Ms 
lite if need be, to secure one tbing--h1s senee oí per
sonal diani ty ••• The :f'l~J or crack in the chf~racter, 1. 
really his 1nherent unwulingness to remain passive in 
the face oí what he conoe! ves to be a challen~e to bis 
digoi ty, ms imuge of his rlc;htf'ul sta.tus ••• f'rom th1s 
toul onslaU6ht by an iudividusJ. a.ga.1nst the seemingly 
stab1.e cosmos surrounding us--frmn 1mi. total examina
tion oi' the "unchG.ngeable" environment--cames the terror 
and fear that 18 claesioally assoc1a.ted wi th trasedy ••• 
liOVl i! it. is true that traGectv is the consequence oí' a 
man· s total compUlsion to evaluate himself justly, Me 
destruc-~ion in th~ a~~empt .. posta a wrong or an evil 
in hie environment. A1'Jd tbis 18. preciasly the moral iV 
of trage~ and ita lcsoon ••• The ~rust tor freedom 18 
the quali ty in traged¡ whic:h exal t8. TherevolutioDa.l'1 
que stioning oi the atable environment 1a what terrifiea 
••• and 11 this struggte must be total and wi thout reser
vation, theu it autocatica1ly demonstrates the indestruo
tible will of me.n to achieve bis humani ty ••• TbB possi
b1l1t.y of Victor,y muat be there in tragedy. 

Vemos p01.' las primeras cuatro frases que todo se basa 

aqu! ~n una lucha del hambrea el senttnisnto tr&gico, el pua

to Mbil del peraonaj e que ocasione SU eaida, el terror y el. 

laUdo, y la mora1~ja de la tragedia. Esta lucha ta.-rnbi6n. eD 

J.a ~ tim.a frase, Ifffiuail-~ra la volulltad indestructible ••• '9" la 

pOsibilidad de la victoria.· Adeús de la lucha, tenemos en 

la ken~time frase "la 11berta~ ••• que exaltaN y "la duda re

vo~ucionar1a. •• que espanta." 

.l~id,l>ues. en s1ntesis, la defin1c16n que ~íll.ler hace de 

I"~ 



la ~a •• la .... lacha ftWlui ..... ¡teW la lDM

... .... feA_d" p." .,:ti- a .'MM..&IE 1..,. ~ . 
• .. aa 'l" -~- .- •• na ..... Mar.· .-.- J.u 
.......... 4e .. all ..... o1tIu ...a. __ IlW ... .. 

1 ..... ..,.. .. la te dJ.'t. ,..,. pi .......... Id .... 

.. 1M ................ ., 1& eattldlll.tra de *11 ••• '1_ . 
,...re ......... a 1M • __ ftft1 __ r.t.u .. pn ........ "'al, 
pae .... 1a ...... u. 

........... _ U ....... la ..... ele .1lJ'. -¿se.al-

_ - 111 ............ --te _~. _ ... ...,. ... 

á -.1 ......... p~. te la ..... " .... Jdl1-. 

fAa ,._:"11..,. ot ...... aut 1te tUft iD .....,.. ::::.c.. ........... ~ .P!l.... 18 tiM11..¡r ~~~. 
Jau fa." .. 1te:HI.e M onU.. . 1a1F __ ... .. __ tlae"'. i8 aoId .... __ ... =1 __ ~ 

"' .... fIt JaU 111. .... --. :tala S- ti. rt .. ti ..., ..... ,. _'tU Oftt ,..., ... fIl 8I8iI91t. .. ath a" 
...-i- ta.l. 
_ loa .. ftldedla Id .... JaU ... id)],. _ ....... ___ . 
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tesde la m:tizla ~r:ra, dl 1tia'Uel a. lo qlW ;pi.i.8Ó q ~ ..... _ 

la t)3z;ttnCla. :rl.t~d et}l d.~o :tXX;¡ en l!'ra.n~ deap¡Wa cW 1.& »á

ae~¿-~ CU.e.l~"O. mundial. huida 4¡Wi al llioim. dilmaa1aclo faoil .... 

atl 11'lperieliemo.- P¡Wol Ó¡¡'te 1,0 ~ Ü~ lua COll.líHilUC»Qi.u pe-

81blefJ si 103 :,vaiacs üQude cllii,'l;'& el oa.p1W t1Ol:' ... ñC6lRO .. 

10 controlan. !oa pl:-o'blenw.a c1il ~b1Grno de 108 ~'h.4oa Ud ... 

ahora son 108 !lismos de todo plt1emo. 

.A.lloru biOl1t Qi fJl ho1alu."$ ,1.\3 proteal& U pUlecle , 8\l ~ 

no no ql.ti.re ,¡.uit~ lo~ iW.bu.tO~ l.quieul.oa ql.&11'i&J:á? ~ p_~t 
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aeda capa.c de dG~LU" i-'U poU~1Q& ¡¡r1a1Uva. 4e .1a·~a 1aa:i.u .... 

JIU ,1.a:16n ~o-'bu$uo· 4$ h.& COaill _ ....... u.tioao16& da 1& 

historie. (mi tomt.n1a). At1AAia. 108 ü.Ol.l&lOil, .1a.D4o eOGa#aicu .. 
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41erlte~ dol ~b1Grno. 't..q lila •• puanaa. En , .. ttaa e.l eet .... 

1rA41v1<Iual pueli aa.r nault .. Go eu favor Ó6 -Jora. »ar med10 de 

aeclone $ :Ir¡¡. menciollioi.4a.a M .-at. es'ta41.. _ ~& llcaliu. .. 

.... 40 ou QJ. coMc:liJ~nto .. l.Q pwc.e80a ld"1ooa ., .re.""" 
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.... 1U!GU ~ .... _ .. 1M all_~ Afta ..... DO • 

.. .... .. la h1a.", ...... , .. U: ...... ~ .... 
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Chapter 1 

MINORITY DISCRIMINA TION 
AND LYNCHING 

Deep Are the Roots 

Helio Out There 

ÜNE OF THE MOST obvious undemocra
tic practices in the great American democracy, and 
one which wins a deep distrust for the United States 
in all of the non-European world, is minority discrim
ination. lt has been chiefly directed against the 
negro who lived among poverty-stricken and uned
ucated white neighbors. He who carne to America as 
a bound slave always caught it a little bit worse than 
his f ellow-butt of discrimination who carne as an im
migrant wage-slave. The non-negro discrimination has 
been intimately tied to the succeeding national waves of 
immigration from the Old World: he who carne last 
spoke the worst English, had to take the lowest paid 
jobs, became the second class citizen of his time, and 
was relieved to see the next national group show up 
as material for the "melting pot" on the heels of sorne 
new European disaster or tyranny until the early 1920's 
when the pot's raw material was almost cut off. The 
pot never worked without human waste, it was almost 
impartially ruthless and it left its mark on every new
comer. Any difference served for discrimination: color, 
race, national origin, political tradition, religion, odd 
dress, beards, traditional diet, anything. If the reader 



will forgive my master race vocabulary, the mick, the 
cl:ink, tl:e squarehead, the hunky, the greaser, the dago 
and the kike all had their day, but the jig always had 
it the worst. The discrimination against the mick, the 
sciuarehead and, to sorne extent, the hunky seems to 
have passed for the most part, but the come-latelys 
and the negro are still catching it. 

The dramatic protests against discrimination make 
up a longer list than that of any of the four grounds 
for protest examined in this study. The negro has been 
the hero of nearly all of these because he makes a 
more theatrical protagonist, in addition to the obvious 
fact that he is the person most discriminated against. 

Home of the Brnve by Arthur Laurents, 1945, is 
the only major play dealing with discrimination against 
Jews, and the Mexican-American is defended only by 
James Broughton's one-act Summer Fury of the same 
year. All the rest of the plays are about negros, ex
cept for a prize winning series of 13 short radio plays 
by Alfredo Segre which deserve to be mentioned be
cause Segre studies discrimination among many of the 
less widely known minority groups and the more subtle 
group-to-group discriminations within the minority 
groups themselves. "Your Neighbors" the series was 
called and was written for the Institute for Democratic 
Education and distributed nationally to radio stations 
on records. 

The negro plays begin with O'Neill's AIJ God' s 
Chillun Got U'7 ings, 1924, which studies miscegenation 
but is not a protest play. The first protest is Paul 
Green's excellent work, In Abraham's Bosom, 1926 
It was followed in 1934 by his Rol/, Sweet Chariot, 
by John Wexley's protest against the frameup of the 
Scottsboro boys, Thej' Shall Not Die, and by the first 
rate Stevedore of Paul Peters and George Sklar. Green 
repeated on the same theme in 1936 with H1•mn to the 
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Rising Sun and adapted Richard Wright's novel, Native 
Son to the stage in 1941. 

The 1945-46 season was a big one for protests 
against discrimination and included Robert Ardrey's 
Jeb, Lillian and Esther Smith's Strange Fruit and James 
Gow and Arnaud D'Usseau's Deep Are the Roots. The 
last won out over the other two in the audience' s 
favor, and it receives a detailed study in this chapter. 
lt has been followed only by a weak one-act which 
was a curtain raiser to Fry's A Phoenix Too Frequent 
in 1950, Kenneth White's Freight. 

The best of the anti-lynch protests, William Sa
royan's Helio Out There, 1942, is also studied in de
tail in this chapter. Severa! of the plays mentioned as 
protests against discrimination also touch on lynching: 
In Abraham' s Bosom and Stevedore, the best of them, 
and Strange Fruit and Freight. 

The theatre goer who buys a ticket to see Deep Are 
the Roots knows before he does so that the play is 
about racial discrimination, and if he believes in race 
superiority he would not have bought the ticket because 
there are no apologies for discrimination in the con
temporary American theatre. Given these conditions, 
the spectator knows beforehand everything except the 
details and the denouem.ent. He knows the moral judg
ment of the play but he does not know whether the 
solution is semi-tragic ( the persecution victim is beaten 
and the audience condemns the forces which conquer 
him) or whether it is semi-comic (the victim surprises 
and confounds his oppressors) or whether it is serious 
and verisimilar ( the v.ictim causes admiration for his 
struggle with an ugly and unchanging situation). The 
spectator attends a protest play against racial discrim
ination, then, with everything previously resolved: the 
situation, the moral condemnation, the complete anti-
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cipation of the scene a /aire and the three possibilities 
for the denouement clearly in mind. 

Such a theatre goer guarantees the success of an 
action melodrama. There is no "problem" nor intel
lectual stimulus nor mixture of sentiments. Everything 
is black and white, everything is either virtue or vice, 
the audience has agreed for a long time with the values 
expressed in the play. 

In case the preceding description may seem negative 
to the reader, it is necessary to add that the melodra
matic theatre has its justification. It was the favorite 
of tl:e Americans of the past century, a young people, 
fully confident, active, crude, quick to stamp things 
ugly or wrong, and without "complexes." Above all, 
the melodramatic theatre is an extrovert theatre; it ver
ifies the popular moral code and demonstrates an im
mediate punishment for all vices violating the "un
written law." 

Today the bourgeois audience in the United States 
is not so sfilllple that it can enjoy all the kinds of 
melodrama it once could. Two modern genres survive, 
however, and are successful: the psychological melo
drama, in the romantic style, if it has enough subtlety 
(read "exoticism") of the Freudian variety or if it is 
based on common fears; and the action melodrama, in 
the popular or "realistic" style, if it is based on atti
tudes or prejudices common to large groups of people. 

Religion, crimes followed by flights, mystery and 
inevitable punishments, and the protest against racial 
discrimination are three themes very much used with 
the melodrama forro in the United States of recent 
days. The action melodrama of social protest is a_hybrid 
form using a genre of the popular style onto wh1ch are 
grafted foreign formal characteristics, most of them 
from the romantic style. 

The playwrights in the theatre of social content 
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have rapidly learned that the "message" best adapted 
to melodrama is that of discrimination. Our times have 
established a new tentative equilibrium between the 
melodrama form and a single favorite theme. A mag
nificent exception which should be mentioned is Kings
ley' s melodrama, Dead End, a work of protest against 
conditions in the slums, where people must live like 
q11alquier animal. 

, The spontaneous reaction of the audience to Deep 
Are the Roots was assured; the prejudices of the au. 
thors coincided with those of the audience. "They' re 
right," was the comment. Another reaction was one 
of hope when on stage the daughters of the old reaction
ary Senator were seen making a decision to support 
the negro protagonist instead of their obstinate father. 
And, as in all good melodrama, the most powerful 
spontaneous impressions grow out of the action more 
than out of the dialog or the characters. It goes with
out saying that Deep Are the Roots is one of the best 
action melodramas in the contemporary social theatre. 

The authors, James Gow and Arnaud D'Usseau, 
know very well the limitations and the possibilities of 
melodrama and they took full advantage of them in 
their other success, T omorrnw the World, a mixture 
of action melodrama and psychological melodrama. 

The action of Deep Are the Roots takes place in 
the home of Senator Ellsworth Langdon, in the Deep 
South. It is in three acts. 

ACT ONE: Honey, a young negro girl, and Bella 
Charles, an older negro woman, both servants in the 
house, are getting ready to go to meet Brett, Bella's 
son, who is returning from the army. The Senator 
enters and inquires whether Bella has been provided 
transportation to the station. His younger daughter, 
Genevra, comes in to announce that she too is going 
to meet Brett. Her father is annoyed and forbids her 
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going. When Bella promises to keep her in the car, 
Genevra is grudgingly allowed to go. Alice, the older 
daughter of the Senator, is momentarily upset when she 
hears of her sister's rash action, but her father's ac
cusations that she is responsible for spreading "such 
fine ideas" do not deeply impress her. Her cousin, 
Roy Maxwell, comes by to tell them that he has made 
arrangements for Brett to become principal of the negro 
school, but Alice says he cannot take the job because 
he is planning to work for the doctorate in bio-chem
istry at the University of Chicago. Alice's plans for 
Brett leave the Senator quite upset. Howard Merrick, 
a novelist friend of Alice who is visiting the South 
for a few weeks, enters and tells the Senator that he 
and Alice plan to be married. The Senator gives How
ard a gold watch which has been in the family for 
many years. 

Genevra bursts in to announce the arrival of "Lieu
tenant Brett Charles." Howard offers his hand and 
afterwards the Senator explains to Howard that it is not 
tl:e custom to shake hands with negros. After the others 
have gone, Genevra tells Howard about Brett-what a 
fine person he is and how he and she played together 
as children until her father forbad it. They leave and 
Brett comes in looking for Alice. His mother warns 
him to be careful of his behaviour now that he is 
back, but Brett tells her that he was treated fairly in 
England and in the army and he no longers wants 
to be humble. Genevra comes in with an old rag doll, 
and she and Brett begin reminiscing although Brett is 
somewhat reserved with her. As she begins to leave 
1:e repeats a few lines from Othello, lines which they 
had recited when they "played theatre" as children. 
She returns but Brett insists that they cannot be as 
dose friends as they once were. Alice brings to Brett 
the papers to be signed for his scholarship at Chicago, 
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but he has changed his plans. He now wants to be prin
cipal of the little negro school. Everybody except Gen
evra thinks he has made an unwise choi(e. Finally 
Alice calls Roy to let him know that Brett will take 
the principal's job. Bella throws away the old rag doll, 
despite Brett's protests that he wants to keep it. Bella 
is suspicious of his look and reminds him not to forget 
that "black's black and white's white." She and Brett 
leave for the luncheon being given in his honor. 

ACT TWO: A week later. The Senator is in a 
bad mood, complaining about the unromantic wed
ing arrangements being made by Alice and Howard. 
Bella returns to Genevra a lipstick she has found and 
advises l:er to be less careless with her things. How
ard brings in a newspaper with an editorial called 
"Our Negro Veterans" which he cannot quite under
stand. It contains the statement "This is America, our 
prejudices are sacred, and we're proud of them." When 
Genevra announces to Brett that she has been able to 
get him a Pullman ticket to the Atlanta conference, he 
seems nervous. She asks him, when they are alone, 
why his attitudes seem to have changed since the night 
before when they had gone walking along the river. 
He is concerned because a car went by and they may have 
been seen. He realizes that he has done just what ne
gros returning from the service were expected to do: 
he has dared to look at a white woman. He tells Genev
ra he }oves her, as he has for a long time and as he 
will for sorne time to come, but that he will not tell her 
so again. Genevra is not sorry he has spoken and she 
tells him she will do the only thing she can do, she 
will go away so that she will not be there when he 
returns from Atlanta. 

Brett tells Alice of the mixed conference for negros 
and whites, and she asks him not to go because there 
are "many Communists" at su eh meetings. Brett 
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tells bis mother that Alice disapproves of bis going 
to the conf erence, and Bella urges him to lea ve home 
for good, to go to the North, because she feels he has 
done wrong in being so friendly with Genevra. The 
Senator enters, becomes irritated to find Brett sitting 
in his chair, and orders him away-and to take off bis 
uniform. As soon as the Senator has gone, Alice re
scinds his order and blames his flare-up on Howard's 
showing him the editorial. Howard calls the Senator 
a "relic," and Alice's resentment becomes even greater 
when he adds a comment about the South: 

On top the flower is quite beautiful, full of grace and 
very delicate. But underneath are the roots, and occasion
ally you ¡.dimpse them, twiste<l and crossed as if choking 
each other. 

When the Senator returns he notices that Howard 
is not wearing the gold watch, and Howard has to 
admit he has mislaid it. Roy comes in to report stories 
going around the town about Brett's behaviour, one 
about an incident at the library. Howard, however, 
happened to be at the library at the time, and he has 
a diff erent version. The Senator sends for Honey 
because he is convinced that Howard's watch was not 
lost and that Brett stole it. Genevra hears her father 
questioning the chambermaid and sees him leave to 
search Brett' s room. Genevra and Howard are lef t alone 
and she tells him of a lynching she saw as a child and of 
the unforgettable looks on the faces of the lynchers. 
She says she saw that look on her father' s face as he 
left to search Brett' s room. Howard tells her that she 
is in love with Brett, but she refuses to admit it: 

Don't you realize what happens to a woman in the 
South who is accused of a thing like that? Why, she's 
hated worse than a Negro!. .. I'm really very angry ! 

Brett brings to Alice an unsigned note which warns 
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her that she has been seen with Brett coming out of 
the woods. Alice becomes suspicious of Genevra and 
is horrified when Genevra says it is true, that she 
was with Brett, that she is very fond of him, and that, 
in fact, she loves him. Alice tries to get Genevra to 
say that Brett forced her to accompany him and that 
he has a deliberate scheme afoot, even to stealing the 
watch. Howard tries to persuade Alice to be reasonable, 
but she refuses. He leaves. Honey comes in to tell 
the Senator she has found the watch, and he forces 
her to say she found it in Brett's room. The sheriff 
and his deputies come, and Brett tries to escape. They 
beat him while Alice screams "No!" until Howard stops 
them. As they carry the unconscious Brett out, Howard 
turns to Al ice and says, "W ell? Are you satisfied ?" 

ACT THREE: That evening. The Senator is trying 
to bring Alice out of a troubled mood. She is disturbed 
by l:er alienation from Howard and by Brett's being 
beaten and put into jail. Cousin Roy Maxwell comes 
in to advise the Senator to ask for Brett's release. Sorne 
of the townspeople are stirred up, particularly because 
Brett is a veteran. Despite the fact he will lose the 
Senator's political backing, Maxwell decides to request 
Brett's release himself. Bella comes back from an unsuc
cessful attempt to see her son. Bitterly she tells the 
Senator she wants nothing more to do with his house. 
Alice asks her father if Brett really stole the watch. 
Getting no answer, she answers herself: he did steal 
it. Genevra and Howard arrive after also having failed 
in their attempt to see Brett and to get him a lawyer. 
Alice suprises them by telling therp that Brett is being 
released that night and will be put on a train for the 
North. Gencvra would like to see him but is told that 
it is impossible. She decides also to go North, im
rnediately, and to find Brett through his friends there. 

Honey enters hesitantly to confess that the Senator 
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made her say she had found the watch in Brett' s room, 
and she asks Howard to return to the Senator the ten 
dollars he gave her. The room is empty for a short 
time until Brett, bandaged and dirty, comes in, as then 
does Alice, and she is startled by his presence. He 
wants to know one thing: Why did she not let him 
defend himself when he was accused of being a thief? 
She has to confess that although she wanted to be 
just and fair she still considered him an inferior. 
Howard comes in after having sent for the Senator, 
who appears and is given his ten dollars. He expresses 
his bate for Brett and negros like him, and when Alice 
reveals that Genevra is in love with Brett the Senator 
goes to his room in a fury. Alice is completely disil
lusioned. Brett says that he wants only to be allowed 
to live his own life and that he has decided "the wall 
is too high• to climb." Howard tries to make him say 
that as long as he trusts Genevra he cannot feel that 
all white people are bad, but Brett becomes furious 
and refuses to hear any more from him. 

Gcnevra comes clown with her suitcase, ready to 
<:atch the train, and is happily surprised to find Brett 
there. She asks him to marry her so that they can go 
North and live together, but Brett is not certain it 
would be any better for them oc for the world. She 
still feels, however, that she must leave town, and How
ard goes with her to the train, promising to come 
back to Alice who is left alone once more with Brett. 
"Maybe that wall is not quite so high," she says to 
him. The Senator comes in, ignores Brett and announces 
to Al ice his means for fighting the situation: 

. , . you're lost-lost. Fortunately, there are others who 
see the danger, there are men in this very village, armed 
and awaiting the day. Not Cousin Roy and his colleagues, 
but others, they are ready to fight and kili. They have 
their arsenals-they have their guns. I have already given 
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them money. 1'11 give them more more money. I go to 
join my allies. 

He lea ves af ter Al ice reminds him he forgot bis 
watch. Brett says to Alice, "W e' re on the same side," 
and she answers "Y es, Brett, yes ... yes " as they 
clasp hands and the curtain falls. 

The movement of the play would serve very well 
as a model for the young dramatist who wished to 
learn the technique of tempo and rhythm used in a 
large part of the American commercial theater: the 
psychological and action melodrama, comedy, except 
for the romantic, and the farce-comedy. All of these 
genres have, as a rule, movements like that of Deep 
Are the Roots, and its excellence within a tradition 
of many years is what causes Allardyce Nicoll to speak 
of the "skillful technique" 1 of the play. The tempo 
consists in a series of accelerations, a technique called 
"building a scene" and made up of short scenes which 
begin at a slow pace. The accelerations come from the 
introduction in each short scene of new actions, each 
one calmed af terwards with an arbitrary and tentative 
resolution. The new actions have an ascending impor
tance and their sequence gives an open rhythm which 
narrows toward the curtain of each act and, especially, 
toward the clímax in the third act. The rhythm, like 
that of drawing room comedy, is one of broad undula
tions with tense positive peaks and relaxed negative 
depressions. In Deep Are the Roots and in almost ali 
the plays of the above mentioned genres which have 
similar movements, the majority of the new actions 
satisf y physical intrests, of ten sexual, rather than repre
sent a logical and natural outgrowth of the preceding 
actions. 

Precisely because they recognize the possibilities 
and limitations in the movement of a good melodrama, 
Gow and D'Usseau have given us a good example of 
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the technique. In the preceding generation the masters 
of this technique as applied to the comedy are George 
Kaufman and George Abbot. In the present one, the 
successor and disciple of Abbot in comedy is the di
rector, and author of Bom Yesterday, Garson Kanin. 
In another chapter of this study there is a detailed 
critique of his play. 

Whoever expects a logical and artistic structure 
from the melodrama expects a lot. When Gassner 
criticizes Deep Are the Roots for having "sorne plot 
devices ... strained too far," 'he is certainly dreaming 
of other genres, because among the characteristics of 
the melodrama that of plot subtlety is missing. 

The principal structure is the illustration of the 
milieu of discrimination, whose roots are deep, and, 
in the crisis of the play, the substructure of the "ironic 
discovery" is used as it was used by Terence. This ironic 
discovery arises from the fact that sorne of the character; 
of the play, and usually the audience, are already 
acquainted with essential discoveries of the plot which 
are not known to the rest of the characters. The evening 
walk of Genevra and Brett, and her purchase of the 
Pullman ticket to Atlanta for him, produce the crisis 
of the play when the Senator and Alice find out what 
the au<lience already knows. The crisis is divided into 
two climaxes: the first, in the second act, when Alice 
finds out about Brett and Genevra and enters into the 
spiteful conspiracy which her father conceived in order 
to send Brett to jail for robbery; the second is the 
repetition of the first, when, in tl:e third act after 
Brett escapes, the Senator discovers Brett and Genevra's 
relationship ( Genevra aggravates it by asking Brett to 
marry her) and leaves to call the lynch mob he has 
helped organize and finance, while Alice is left as 
Brett's tentative ally in his plan to flee to the North. 

Such structures based on illustration and repetition 
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are cited by Lawson • as characteristic of the contem
porary commercial American theatre, and he criticizes 
them severely; he argues for a logical and generative 
progression of the action in their stead. 

The action consists of so many parts that several 
sentences are necessary in order to set it forth in a 
logical proposition, and this, according to Price, • 
constltutes a weakness: 

A. Brett, negro war veteran, returns as a lieutenant and 
refuses the scholarship arranged by Alice for study at the 
University of Chicago. He decides to remain in his home
town as a teacher in a negro school. 

B. Genevra buys the Pullman ticket for Brett's jour
ney to a conference in Atlanta, and sorne of the neigh
bors see Brett and Genevra on a moonlight walk. They 
mistake her for her "liberal" sister Atice, and they send 
a threatening letter to Alice. When Alice finds out about 
the ticket and the walk, out of despair she enters into 
the spiteful conspiracy to sent Brett to jail. 

C. Brett escapes and returns to confront Alice who is 
terrified. Alice is shocked when Genevra offers to marry 
Brett, who in turn explains to Genevra that circumstances 
will not permit their marriage. The Senator discovers what 
has happened between Brett and Genevra and leaves to 
call the lynch mob. Alice, who has remained with Brett, 
tells him he can count on her help. 

It is not a sufficiently concise proposition to have 
pleased Price, but it is characteristic of the action 5 of 
a melodrama. 

Only the bare necessities of the action are served 
by the set: the rich interior of the Senator's house in 
the South which has been more than a hundred years 
in the f amily. Nothing is suggested of the environment 
outside of the house, and neither the house nor the 
environment participate plastically in the action; every
thing from outside is known through the words of thc 
characters. 
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The characterization also shows the stamp of the 
traditional melodrama. The opinion of Nicoll of "firm 
handling of dramatic character'' º is exaggerated if he 
speaks of the drama in general and not specifically of 
the genre of melodrama. All characters are "types" ' 
using Usigli's term, and are two-dimensional. The 
entire cast of characters, with the exception of Brett, 
and including the negro women, forms a harmonious 
group; ali but Brett belong to the Senator's household. 
The play' s foundations hardly rest u pon conflicts 
between groups of characters or upon sharp divisions 
within the same group of characters. Technically there 
is a lack of grouping of characters in forming the 
parties to the conflict. Ali conflicts are occasional, or 
of an intimate or familiar nature, and they are catalyzed 
by the arrival of the "stranger," Brett, who returns 
home transformed by his experiences in the war. Perhaps 
the unbalanced grouping was selected by the authors 
to emphasize the aloneness of the protagonist and win 
greater audience sympathy for him from the beginning. 
Arbitrary, yes, but so is melodrama. 

The style of Deep Are the Roots is principally 
naturalistic, and therefore within the romantic style 
current, and is based on almost complete illusion. It 
does not resort to the conventions of the popular
style melodrama, as known in the past century: no 
"aparts" or twisting of mustache on the part of the 
villain; no fainting of the heroine; no inevitable cor
poral punishment. Even so, the melodrama of today 
is only slightly more subtle. The style is one which 
has rendered its services to a long series of writers 
for the commercial theatre and the movies. A brief 
review of the Gow-D'Usseau team's career will help 
explain their sure handling of the melodrama: 

Both men are ... refugces from Hollywood and are bent 
to make the fullest use of their freedom ... In 1931 Mr. 
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Gow entrained for Hollywood, the last resort of footloose 
writing roen, and three years later won honors as the co
author of the picture 011e Night of Love . .. Consequently 
he found hiroself in great deroand for screen jobs involving 
operatic matter. In between assignroents he collaborated, 
with Edmund North, on a stage play The Drum1, Profe110, 
which ... Frank McCoy tried out in White Plains but failed 
to bring to New York. Another collaboration, Rhyme 
W ithout Rea1on was produced by Arthur Beckhard in Sali 
Francisco during the 1937-38 season but closed after a 
week's run ... Arnaud D'Usseau .. . His first successful cel
luloid assignroent was the thriller 011e Crowded Nighl. 
From then on, in Hollywood's delightful manner, he was 
typed as a roystery writer ... Messrs. Gow and D'Usseau 
met on the R. K. O. lot and found themselves collabo
rating on an original story Repent aJ Leisure. Gow sug
gested collaboration on a stage play dealing with a de
structively possessive mother, How Like a,1 A11iel. After 
various other chores for the film industry, the two roen 
joined forces in 1942 on another serious enterprise as they 
started speculating about what would happen if a Nazi
trained youngster werc to come into contact with the dem
ocratic way of life. The happy result was Tomorrow the 
W odd. The play was placed on the market when the 
authors were in the East working on a documentary film 
for the O. W. I.'s Overseas Motion Picture Bureau under 
Robert Riskin. The Theron Bamberger production, dir<>cted 
by Elliott Nugent, opened on April 14th, 1943. A second 
company started touring the play in September, 1943. The 
collaborators stayed together as privates in the Signa! Corps 
PJ.iotographic Center in Astoria. Long Island, within ~ubway 
distance of Broadway. Here they found an opportunity for 
a second successful collaboration, Deep Are the Roots, 
which opened on Broadway with a detonation in the fa)) 
of 1945. • 
Their preceding work, Tomorrow the World, is 

of the same genre of action melodrama as Deep Are 
the Roots and the two plays show the authors' ap
prenticeship in Hollywood. Sorne day a student of the 
theatre will make an interesting study of the theatrical 
forms of the nineteenth century which dominate the 
production of movies in Hollywood. 
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The language of Deep Are the Roots is also 
characteristic of the melodrama. It is neither that of 
the characters, unless the director arranges it that way, 
nor that which establishes the authors' personal stamp. 
It is a function of the action which it must present, 
and it sticks close to it and serves it in the same way 
that the dialog of the American ··western" story serves 
what it has to relate. 

The play, like every good melodrama, has 1 much 
greater success on the stage than in the libmy. The 
strongest emotions come from the action with its pro
vocative social suggestions and, secondarily, from the 
dialog which has the sole function of carrying the 
action forward at a swift pace. The two-dimensional 
characters have little interest outside of their actions 
and their sexual tension. 

We have now said enough about the action melo
drama as a traditional form in the nineteenth-century 
American theatre, but the f irst examples of the use 
of this genre in the social protest theatre of the present 
century deserve to be mentioned. The f irst is probably 
The Last Mi/e by John Wexley, one of the ten best 
plays selected by Burns Mantle for the 1929-30 season. 
1t is a melodrama about the life in a penitenciary, 
although Sobe! calls it a "tragedy," 0 and it is a protest 
against thc <leath penalty. Again W exley was chosen 
for the 1933-34 selection with his They Shall Not Die 
a protest against the false process of a group of young 
negros in the South, the inf amous Scottsboro e.ase. 
The year 1934 is also the one in which appeared the 
melodrama against racial discrimination and its econom
ic causes which many critics called the best in its 
genre, and which severa! of them named the best play 
of the American leftist theatre: Stevedore, written by 
Paul Peters and George Sklar. 

Attitudes toward discrimination have changed since 
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1934; while Peters and Sklar could count on the pre
judices necessary to the success of their melodrama 
only in the small workers' theatre, in 1945 Gow and 
D'Usseau could count on the same prejudices among 
the bourgeoisie in order to assure a commercial success 
for their protest play. This is one of the reasons why 
Deep Are the Roots shows a less combatitive spirit 
than Stevedore. Another is found in the personal 
antecedents of Gow and D'Usseau. 

Before it appeared in the United States, the mel
odrama triumphed in the European middle class theatre 
of the nineteenth century. Usigli gives us an account 
of the origins of its characters in the conventionalization 
of the romantic theatre in France. 10 Today only the 
psychological melodrama remains in the romantic cur
rent; the action melodrama has been incorporated into 
the popular style, as the psychological melodrama will 
be when it acquires "standard" types and a non-exotic, 
common sense basis. 

If there is a symbolic element in the Gow and D'Us
seau melodrama we find it in the final decisions of 
the Senator's daughters: Genevra's separation from her 
family and her home in the South; the hesitant, timid 
and still "liberal" help which Alice offers to Brett. 
Surely they are not revolutionary. symbols, as we should 
think from Gassner' s phrase, "they dynamited the 
facade of. false liberalism," 11 but they show at least 
small actions on the part of two persons of "good will," 
as Gassner likes to say. Another nebulous element is 
the veteranas the hero of the play. In the year of the 
atomic bomb upon Hiroshima and the return to their 
homes of the first veterans, the sight of the civilian 
still wearing his uniform (there was not much civilian 
clothing) with the insignia of the "ruptured duck" 
caused a great impression of gratitude and a f eeling 
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in the people of responsibility toward the veteran. "War 
Veteran" was the magic phrase of 1945. 

Upon this background, the best synthesis, perhaps, 
of the literal meaning of the play is that of Gassner: 
a protest against "surface magnanimity and rooted 
prejudice." lll The moral condemnation of Deep Are the 
Roots almost does not show in the text. The authors 
contented themselves with forcefully carrying forward 
an action which would verify the condemnation with 
which the spectator entered the theatre. There is a trace 
of the melodrama of the last century: the abusive speech 
of the old Senator when he exits for the last time to 
call the lynchers, which, in times of a more open expres
sion of impulse, would have resulted in a hurricane 
of whistling and perhaps would have caused the leap 
from the house onto the stage of a "defender" from 
among the spectators, and the assault on the Senator, 
in spite of bis age. Today we are more rational, but 
the old trick still serves to provoke at least an intel
lectual protest and hold it during a half a page until 
the third act curtain. When the curtain f alls we doubt, 
perhaps, the permanency of Alice' s "liberal" decision, 
but there is no doubt that the old man is "evil, evil 
as a man can be." We leave the theatre triumphant 
and happy. 

The judgment of "skilled technique" is not so 
exaggerated, then, if we do not attempt to apply the 
values of the art theatre to the melodrama. There is 
no doubt that Gow and D'Usseau know their melodrama 
business. 

The events which appeared in newspapers as a 
background for Deep Are tbe Roots in the 30's and 
40's could be collected by the hundreds. The most 
notorious was the Scottsboro Case which we mentioned 
before. The most ugly one to follow it occurred in the 
suburbs of Los Angeles in 1946. A negro had purchased 
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a lot and on it built a bouse largely witb bis own 
bands. He paid no attention to tbe threats of bis wbite 
neigbbors. Tbe bouse nearly finisbed and tbe wife 
and children of the negro installed in it, tbe wbite 
neigbbors carne in tbe midnigbt darkness with kerosene 
and gasoline, set fire to tbe house, and burned the 
negro's family inside of it. Tbis not in the South but 
in the "liberal" state of California. Los Angeles is 
particularly "liberal" as Americans of Mexican extrac
tion know. The play Summer Fury by James Brougbton 
deals witb tbe police of tbat liberal city and tbeir treat
ment of Mexican-Americans, affectionately called "cho
los" by tbe police. 

Brett also speaks in Deep Are the Roots of tbe good 
treatment of negro soldiers by tbe people outside of tbe 
United States, especially in England, France and Belgi
um, and of tbe violence of white southern soldiers wben 
they saw negros in the company of European girls. In 
Belgium, more than in any other part of Europe, 
many negro soldiers married local girls and remained 
in Europe to live wben they were discharged from 
the Army. There carne out in the newspapers during 
the war reports of increased violence in Belgium and 
in sorne of the ports of France, caused by the associa
tion of negro soldiers with white girls, but the aff air 
was too well wbitewashed by the W ar Department for 
it to be exposed in a complete investigation of the 
incidents. 

But violence is not the most powerful weapon of 
race discrimination. The real weapon is economic, and 
it is a cause as well which spirals up feeding on itself. 
The segregation of racial minorities into lower paid 
jobs is drawing the line more tightly about the "second 
dass citizen''. wbicb is the new "liberal" concept wbicb 
attempts to shift the basis of prejudice: "It' s not because 
you are black, it's because you don't earn enough." 
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This contemporary semantic evolution holds infinite 
possibilities to the advantage of the master race super
vising the melting pot. Its goal is obvious, the social 
"organization" of the United States into two groups: 
the American of northern Euorpean extraction who will 
"supervise" and live in the best houses; and the rest 
of the Americans who will do the work and live wher
ever space can be found for them. Another function 
of vested economic power is the one which permits 
the owners of houses and buildings to say that second 
class citizens cannot rent them or purchase them. This 
is the same ancient European "ghetto" system based 
on the fact that if a man cannot live near the good 
jobs, he will ha,·e to take whatever pay is off ered 
whire he is. Such a segregation also permits municipal 
"economies" to the first class citizen, because good 
schools, paving, sanitary service, etc., are necessary only 
in the "better" part of town. This too forms a spiral 
because the "better" parts of every American town get 
better and better as the "worse" parts get worse and 
worse. 

One of the ugliest centers for economic discrimina
tion against the negro is Washington D. C. where the 
American law-makers sit. Probably the only center where 
whites and negros can gather socially or hold joint 
meetings is the clubhouse of the American Veterans 
Committee there. A protest at the popular leve! pro
voked by the discrimination exercised by landlords 
against negros is expressed in the "Bourgeoi5 Blues" of 
the famous folksinger, Leadbelly. The song also reflects 
in one of the verses a new social trend, the increasing 
representation of the negro in the federal government 
and along with it the growth of bourgeois prejudices 
among negro bureaucrats against negros with small 
incomes: 

Me and my wife, went ali over town 
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Everywhere we go the people would turn us ,.lown, Lawd 
In the Bourgeois town, Heee, the Bourgeois town 
I got the Bourgeois Blues-gonna spread the news :ill 

around. 
Dean Martín, he was standing upstairs 
I heard a white man say I don't want no niggers up thete, 

J.awd 
He's a Bourgeois man, Heee, Bourgeois town 
I got the Bourgeois Blues-gonna spread the news ali 

aro1md. 

Home of the brave, land of the free 
I don't want to be mistreated by no bourgeoisie, Lawd 
In a Bourgeois town, Heee, Bourgeois town 
J got the Bourgeois Blues, I'm gonna spread the news all 

around. 
Me and my wife, we went ali over town 
Everywhere we would go the colored people would tnrn 

us down, I.awd 
In a Bourgeois town, Heee, the Bourgeois town 
I got the Bourgeois Blues, I'm gonna spread the news 

ali around. 

Jf white folks in Washington, they know how 
Took the colored man and nigger just to see him bow 
Jt's a Bourgeois town, Heee, the Bourgeois town 
I got the Bourgeois Blues, I'm gonna spread the news ali. 

around. 
Tell ali the colored folks to listen to me 
Don't try to find no home in Washington D. C. 
'Cause it's a bourgeois town, Heee, the Bourgeais town 
I got the Bourgeois Blues, and I'm gonna spread the news. 

Thanks to the not completely disinterested propa-
ganda of the Soviet Union, which continues with its 
project of social education of the American people about 
discrimination, '" all the world knows that the treat
ment of minorities in the United States is not merely 
another "black legend." Even in places where an Amer
ican movie has never arrived, the people know the ca
prices of the "master race" in the United States. Es
pecially among the "inferior races" of Asia this Amer
ican superiority complex is well known and perhaps 
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aff ords a partial expl-anation for the lack of aff ection 
on the part of Asiatic peoples for the generous and 
smiling American soldier. 

Because of this world wide propaganda, the Amer
ican people felt a little bit ashamed at the end of the 
second World War when they saw that really there 
was no great difference between a Hitler and a Rankin 
or a Talmadge or a Bilbo or some American military 
commanders. Gassner speaks of this motivation for 
Deep Are the Roots: 

The Negro issue was, in fact, a major concern ... as 
dramatists who had noted the crimes of the German nation 
turned to their own backyard. 11 

The American people with their strong respect 
for the law, even when badly administered, had toler
ated discrimination and the violence of the racist minor
ity for many years, but in the postwar period they 
insisted on a Fair Employment Practices Law. Another 
proposed law, the anti-lynch bill, met with the filibus
ters of the southern Senators and was not passed. Pres
ident Truman ordered the Army in 1949 to begin 
the elimination of the old custom of placing negro 
troops in separate units, u and he won the election of 
1948 largely becaust> of his liberal promises (mostly 
unfulfilled because of the obstacles off ered by southern 
politicians) of justice and equal opportunity for mi
norities. The Supreme Court of the United States ruled 
that the various states must admit negro students to 
their universities if there are not equal facilities in 
schools expressly instituted for the education of negros. 
The University of Texas admitted negro students in 
the faculties of law and architecture during 1950. In 
this last faculty, classes are small, and when the new 
negro student entered his first class, all of the students 
stood up to shake hands and introduce themselves. 

Deep Are the Roots is the most important among 
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the plays written after the war and dealing with the 
"negro problem" (the author would prefer to define 
this theme as the "white problem," which sounds more 
suited and revealing). During the same period four 
other plays based on this problem were presented in 
the United States, but each one of them had a very 
short life if compared with Deep Are the Roots which 
opened September 26, 1945, and ran 477 performances 
during two seasons on Broadway, closing November 16, 
1946. Burns Mantle, choosing this play as one of the 
"ten best'' of 1945, compares it favorably with two 
others produced in the same year: 

Deep Are the Roots having to do seriously with the 
Negro problem as it is pretty certain to rear a troubled 
post-war head in the Southern states, was the first and the 
most effective of severa! dramas inspirP-d bv a similar theme. 
Others induded Lillian and Esther Smith's Strange Fruit 
and Robert Ardrey's Jeb. Each of these attracted adherents 
who were quick to protest the superiority of one or the 
other. Deep Are the Roots, however, proved more to the 
liking of the general playgoing public. lt boasted a sin
cerity in writing and in performance that cut definitely 
through a certain overlay of theatricalism. 10 

Gassner calls it "immediately emotional and pro
vocative" and says that it lacks little to be "memora
ble." 11 Without hesitation, Nicoll asserts that it is 
"the best on the negro problem." '" The author of the 
present study thinks that this play is the best among 
the ones written in the 40's and based on such a theme; 
but he does not wish to compare its quality with that 
of Stevedore, the best play of the 30's, according to 
the almost unanimous opinion of the American critics. 

Certainly it is better than the previous social mel
odrama of the same authors, T omorrow the World, 
even though Gassner liked the latter well enough to 
include it among bis 17 best American plays of the 
second World War years. Also inferior to Deep Are 
the Roots is Legend of Sarah, the latest effort of the 
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team which opened October 11, 1950, and was charged 
with lack of originality and a substitution of ridicule 
for humor. ,. 

Deep Are the Roots has a theatrical form which 
seems almost indestructible and treats a problem which 
will not be resolved in the next few years. Its protest 
is still valid and we are permitted to think that it is 
sufficiently good theatre to remain on the boards period
ically for severa! ye!lrs. lt is well adapted to the 
important American little theatre and this guarantees 
it a long happy life off Broadway. Surely it will not 
have to remain in a dark archive waiting for actors 
of fantastic genius. 

In 1951 the young American theatre of social 
protest is hardly of age, when we consider that its real 
life begins in 1923 with The Adding Machine by Elmer 
Rice and Roger Bloomer by John Howard Lawson, 
followed in 1925 by Lawson 's ProceJsio11al, or even 
younger if we adopt a more typically American crit<:ri-:m, 
calling the three expressionist plays "anticipations." 
In any case, its healthy and indigenous lif e, expressed 
by a large group of dramatists instead of only two, 
begins in 1929 with Street Sre11e by Rice, and the 
melodrama, The Last Mile, by John Wexley. 

The experience of the young theatre now demon
strates a tentative equilibrium betwcrn form and con
tent: the adaptability of the action melodrama to sccial 
protest and action. I say tentative because in the mel
odrama no author has reached an <:guilibrium suc1, 
as that in other genres of the social theatre ( example: 
117 aiúng for Lefty). There is as yet no me:lodrama with 
an eguilibrium of the quality of those which we call 
in this study "archetypes" ( equilibriums more or less 
definitive between form and content which are useful 
for making comparisons with the partía! equilibr:ums 
of similar but secondary works). 
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The melodrama is a non-intellectual forro of thea
tre, and with this limitation it cannot discuss abstract 
problems. On the contrary, it must resolve an imme
diate problem with an immediate action. Neither can 
it be ahead of its time; it can only treat themes which 
are accepted social values (if newly accepted, better, 
for the novelty). The audience will have established 
the hero and the villain before the opening curtain, 
in accord with its prejudices. 

Although Deep Are the Roots is not an archetype, 
it has an interesting native and tentative equilibrlum 
to -which perhaps tl:e future will give the place of a 
typically American archetype in the genre of the social 
protest action melodrama. There are, in fact, critics 
who think that the melodrama genre has been the most 
successful one in the social protest theatre; th~ author 
takes the position of "we'll see." 

' Minority discrimination in the United States tcday 
takes for the most part the form of persistent economic 
attrition against the second class citizens. The days in 
which it flared up in lurid outbreaks of lynching are 
mostly past. The number cf Jynchings has stcadily 
decreased each year since the peak was passed in t~~ 
last century. This decrease has been contemporaneous 
and corollary to the increase in prosperity ot the South, 
which in turn has served gradually to extenninate the 
rankling myth of "the abused South." As the underfed 
white and the underf ed negro gradually found them
selves side by side in the factory and later fought 
pellagra, company houses, and black lists together, they 
forgot old enmities in the recognition of a common 
need, unionization and a living wage, and a new 
common enemy, the few who tg to sow hate and 
disunity among the many. Service in two World Wars 



also helped to create a bond between the black soldier 
and the white one, and today liberal veterans' club
houses without a color line are helping to break d0wn 
the hate tradition in places such as Tallahassee, Flor
ida. 

Lynching is more a historical than a contemporary 
subject for the theatre, and it is characteristic of Amer
ican liberalism that there is now before Congress a bill, 
which still cannot be passed, to outlaw lynching-now 
that lynching is almost non- existent. It is also character
istic of the caprices of William Saroyan that at such 
a time he chooses to write his only social protest play 
against an abuse which is largely past. 'And l~e chcoses 
a white protagonist precisely, we must suppose, because 
it is usually negros who have been lynchect. 

But Saroyan's play, whích will be examined next, 
is better than those by men who saw more clearly the 
issue in protest. We can only attribute such contradic
tions to an excess of raisins in the childhood diet cf 
the Fresnan, and hope that he will c:mtinue to write 
responsible plays in an irresponsible manner. 

It seems that about William Sarovan there is n::i 
middle course; the spectator or reader' is either a pas
sionate partisan of the Califomian or the mere mention 
cf S:!ivyan' s name is enough to start a tirade against 
him. In the same way Saroyan's characters seem bvable 
to sorne persons and ridiculous to others, and the char• 
acters are the principal element in all the plays of 
the romantic dramatist from the San Joaquín Val
ley. Helio Out . Time, although it is his most 
naturalistic play, is pure Saroyan, and the spontaneous 
reaction to the characters in it is the same that his other 
plays cause. The situation and the action are secondary 
to the characters in expressing the emotion of the play. 
The language is beautiful but because of its novelty it 
evokes less emotion from the audiencc. 
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, The author of this study saw Helio Out There for 
the first time at the Experimental Theatre of the Hunt
ington Park Civic Theatre, near Los Angeles, directed 
by young Sam Peckinpah. The performance was directed 
by a student of Peqdnpah in "theatre in the round" 
style with a minimum of scenery and it was a goQ(i 
sample of Peckinpah's mastery of the spirit of the work 
cf the controversia! dramatist from Fresno, California. 
It was an ideal situation for the critic: himself, the 
director, and the dramatist, all were from the same land 
of the orchards and vineyards and the devouring summer 
sun. For one born in the San Joaquin Valley, the ro
mantic characters of Saroyan are not rare; he has seen 
them picking grapes in the Septembers before World 
War II, when the foremen of Anderson and Clayton 
had not yet begun their inspections of the work in the 
cotton fields from four light airplanes. Or he might 
have seen them more recently in one of the taverns along 
the Embarcadero in San Francisco, or in tl:e Black Cat 
five or more years ago, before the deluge of the homo
sexuals upon it. 

For one who has assoc_iated with migratory work
ers in commercial agriculture, the young man in jail 
in Matador, Texas, is not a rQmantic figure; he is an 
old acquaintance from one of the various dozens of 
jails between Fresno, California, and Matador, Texas. 
It is moving, but not so rare, to hear the young man 
say: "People are the same everywhere. They're dif
ferent only when they love somebody. That's the only 
thing that makes 'em different. More people in Pris
co love somebody, that's all." If this is a ridiculous 
romanticism, a good part of the people of San Francisco, 
r.nd the San Joaquín Valley, in 1940 líved and died 
ridiculous romantics. 

Helio Out There is an action melodrama in one 
act, tbe only romantic melodrama in the contemporary 
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American theatre, besides Robert Sherwood's P,trified 
Forest, known to the present writer. But before taking 
up a complete formal analysis we shall review the 
action of the play. 

A young man in a small town jail cell sits tapping 
~slcwly on the floor with a spoon, then he gets up and 
walks around the cell, looks around and calls severa! 
times, "Hello out ttere." A girl's voice answers, he 
wonders if she is Katey, but she says no, she is Emily, 
who cooks there. He asks what she looks like, she says 
she does not know, but he decides she must be "O. K." 
because he "never missed yet." WI-.en she says, 
"Ye:!h, I know. That's why you're in jail," he tells 
her it was a mistake, it was not rape as they claimed. 
She asks why he keeps saying "Hello out there" and 
l:e says it is because he is lonesome ... "Lonesome as a 
coyote." She appears then, a plainly dressed plain girl, 
to tell him she is lone!y too. He tells her s!·.e is pretty 
and now everything will be all right. He tells her they 
will be married and go to San Francisco wl:ere life 
will be good because they will be together. He asks if 
she can get a key to let him out but she tells him they 
can't let him out because tr-e people from the first 
town where he was put in jail might come for him in 
the night. She goes to look fer a hammer or a broom 
or anything he might be able to use to get out. She 
s~;.r~s to go to buy him cigarettes but he tells her to 
go instead for her father's gun because if they come far 
him he wants to kill them. He gives 1:er money so that 
if anything happens to him she can go to San Fran
cisco, the place he has been telling her about. She asks 
if people are diff erent there and he says "People are 
the same everywhere. They're different only when they 
love somebody." She leaves and he paces the floor 
again, finally sitting clown with his head in his hands, 
until he hears the sound of cars outside. A man enters, 
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the husband, and draws his pistol when thé young man 
tells him about the woman: she is a trarnp; he did not 
know she was married; she asked for money so he left; 
she began shouting she had been raped. The husband 
fices three times and runs away. The girl Emily returns 
to tell him she could not find the gun, and asks him 
what is wrong. He tells her again to go away, to get 
to San Francisco, then he falls dead as she stands near
by. The husband and two friends come in with the 
wife who wants to see the young man dead.. The men 
lif t his body to carry it out, the girl runs toward them 
telling them they cannot take him away, but the woman 
pushes her to the floor. They car.ry the young man's 
body out and the girl gets up slowly, looks straight out 
and whispers "Hello-out-there ! Hello-::>ut-there !" 

Saroyan's plays are not characterized by theit' ob
servance of the formal criteria of the theatre. His em
phasis is more on character than on the other elements 
of form, so much so that severa! critics havc taken as 
one of r.is distinguishing marks his "formlessness." .. 
Therefore when we make a formal analysis of a Saro
yan play, excepting that of the characters, it is a relative 
one, we analyze whatever forro there may be. 

The movement of Helio Out There is based on 
three elements: a slow tempo which increases in ac
celeration after the girl is convinced ( when she answers 
"I love you" to the boy's speech "More people in Fris
co love somebody, that's ali"), on an idealized sexu1l 
longing; and on a restrained rhythm which gradually 
opens and reaches a crescendo at the end cf the play. 
The very slow beginning is not characteristic of mel
odrama and helps to concentrate from the opening 
curtain the interest of the audience in the characters, 
rather than in the situation or in the action. 21 

The dramatic structure is nearly non-existent. Per
haps it brings to mind a tragedy that marches inexorably 
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toward a predetermined and unjust end for the pro
tagonist, or perhaps a tragedy that gives a last hope to 
the unfortunate victim only to remove it afterwards. 
Or if we place the emphasis upon the girl the struc
ture is a modification of the classic "discovery" of Aris
totle, the suggestion of a discovery, a discovery half un
folded and half understood but unmaterialized; or in 
terms of both characters, it is the romantic discovery 
of the blinding moment of finding love before the 
young man's death. But against the last possibility 
we must be warned that Saroyan's heroes do not have 
a single love, they have multitudes, they !ove everyone 
all at once or one at a time. 

Doubt about the structure should not prejudice the 
reader so much as it does critics and prof essors, and 
perhaps the doubt will be counterbalanced by an un
expected logical excellence. The play easily passes the 
test of Price's proposition: 

A. A young man falsely jailed for rape wins the con
fi<lence of the cook Ieft alone there. She leaves to obtain 
a pisto! so that he may defend himself from the lynrh 
party when it comes. 

B. While she is still near the jáil she hears the lynch 
party an<l returns to find the young man has been shot. 

C. He urges her to leave town for San Francisco with 
the monty he gave her, he falls dead and the lynch party 
carries his body away over the girl's protests. 

The place is a small town in Texas, the time is 
the present. There is a minimum set; Saroyan specifies 
only the cell. The dramatist suggests strongly in the 
dialog, but not in the staging, the constant restriction 
of small town life which is here given as the cause of 
bate and pettiness. The same restriction is suggested 
in Sr.erwood's Petri¡;ed Forest. TI1is cnvironment 1-as a 
principal role in the action, it is from it that the young 
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man wants _to save the girl, and really it is this gen
eralized personage rather than the husband who kills 
the prisoner. The young man and the girl are both out
casts in the small town; they find each other because 
they live in the same solitude. 

Tl:e young man is a typical Saroyan character, pro
found, changeable, good humo red and full of, and 
knowing, love-strikingly like Saroyan himself. The 
girl is one who appears many times in the Calif~r
nian' s plays, young, tender, on the verge of discover
ing love as tl:e most important find in tl:e world. Both 
characters are exotic, off er a strong contrast to their 
surroundings and find themselves in the minority, as 
any Saroyan character does. Both are "round," but the 
husband and the others of the lynch party are "siJ
houettes," in accord perhaps with the intention of tbe 
playwright to establish the generalized environment as 
a more important actor than the individuals of the 
lynch party. 

Saroyan's language and dialog do not come from 
a world-trained ear, they come from the heart of a 
romantic poet. His poetry seems to be made up of 
about equal parts of his own lyricism, of argo~. and cf 
things like the remembered line of a song. For who
ever would like to study this poetry at its best, I rec
cmmend tl:e leisurely examination of the third act 
of A Decent Birth, A Happy Funeral, and especially 
the open rhythm which is accentuated in more or less 
each tenth line with a Iittle gem of lyric argot. 

The style of the play is naturalistic only in the 
melodramatic situation ánd action. W e cannot describe 
the characters or the other formal elements with the 
same term. They come from the world, fantastic if the 
adjective pleases, of Saroyan. The characters are clear
ly the expression of Saroyan himself and his beliefs, 
and for that reason symbols; but since love is the prin-
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cipal article in Saroyan's credo we have a symbol so 
broad and so warm that it is difficult to think of it in 
the terms of the pastel symbolism we suff er from in the 
American theatre. Symbolism is a substyle of the ro
mantic current, and it matters little whether Saroyan in 
He/lo Out There is a symbolist: he is always a roman
tic. If we make up a check list of forms, we see that 
He/lo deviates from the characteristics of the romantic 
style current only in its contemporaneousness and in 
the melodramatic structure and physical conflict, ali 
three characteristic of the popular style. The mood is 
mixed betwe'l::n the romantic interna! tumult and the 
popular social tumult. The rest of the formal charac
teristics are romantic: theatrical illusion instead of con
vention, contrasts in rhythm and tempo, idealized sexual 
longing, a diff use action arising from an impulse and 
resolved by a sentiment, contrasting characters from an 
exotic minority group, a milieu apart from daily life, 
and lyric and abandoned language. 

In a later play, Get Away 01.t Man, Saroyan mixed 
the most naturalism with his fantasy and carne off 
with the least success, if it be compared to his fir~t 
romantic plays or to tbe one we are studying. 

The history of the theatre shows us only slightly 
similar antecedents for Saroyan's work and, especially, 
for bis extravagance. The situations are similar in 
spirit to those of the Italian "grotesque theatre." His 
tone is that of a less combatitive Víctor Hugo. His en
thusiasm, assurance and love of life are those of a Shake
speare not yet disciplined to form. He has much 
of bis contemporary, Jean Giradoux, minus a bit of 
intellect and plus sorne of Rabelais' anim'll spirits. 
Among the writers of the primitive episodic novel we 
find tr.e nearest parallels to Saroyan: bis character~ 
come closest to a cross between thosc of Jcan Jacques 
Rosseau and those of Rabelais, but rncd cf ali l.e ap-
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proaches the Shandian worla of Uncle Toby and Cor
poral Trim, with a little bit of Sterne's perversity re
moved. 

Saroyan's themes fall within the romantic tradition. 
Gagey, with slight sympathy, gives us a panorama of 
the themes: · 

Eager as Saroyan is to support the rights of Jittle people, 
he dislikes both unionsm and communism because of their 
infringements on individual frecdom. Idleness and alcohol, 
ism are infinitetv more commendable than the sordid 
practice of selling things for profit, the only reasonable 
mc-tive for acquiring wealth is f Jr the pleasure of giving 
it away. Formal education, particularly in College, spoils 
man's natural and charming ignorance. Romantic love is 
a beautiful and infinitely sad emotion. In family rela
tionships, particularly between father and son and between 
brothers and sisters, is to be found the most tender ex
pression of !ove, a motif in the plays amounting to a veri
table cult of childhood. 22 

Even if not completely just, Gagey's observation at 
least indicates a part of the romantic flavor of the 
themes. The content of Helio Out There is romantic 
only in its symbolism, the literal meaning is objective. 
The most prominent symbol is the city of !ove, San 
Francisco, reminiscent of the founding of Philadelphia 
by the Society of Friends and their naming it "the city 
of brotherly !ove." But today ali this is only a pretty 
legend in the Philadelphia of Moe Annenberg and the 
Biddles. 

In the use of San Francisco as a symbol Saroyan 
chooses a truthful one because San Francisco is, among 
the great American cities, tre one in which "more peo
ple !ove somebody." In Helio Out T.J:iere, it is the pro
rnised land to which the young man in jail tries to 
send the girl he !oves. For her, there is the suggestion 
of a happy ending if she manages to get to San Fran
cisco. There is also the suggestion in Helio that love 
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might cure what is wrong with the little Texas town. 
But the playwright says nothing of the curative pos
sibilities of education and economic development, things 
which San Francisco has in addition to !ove, because he 
does not believe · in them. The young man in the play 
says 'Tm a gambler. I don't work." Saroyan does 
not say how to bring love to Matador, Texas, and he 
suggests only the solution of cmigration, a process 
which as a matter of fact has been taking place in the 
agricultura! areas of Texas for severa! dt:cades because 
tl:e small farmers of Anglo-Saxon origin are not so 
well adapted to compete in the work of the new gi
gantic commercial agriculture as those of Mexican 
crigin. 

The literal meaning of the play is a protest against 
lynching and in this Saroyan allows Helio to follow 
thc naturalistic truth instead of the romantic one. 
Lynching is an old American custom which began dur
ing the settlement of the W est when there was no se
curity because of the absence of a fixed political or
ganization. Lacking formal laws, the sheriffs and town 
marshalls obeyed the will of the established eléments 
of the community, and sought their support when 
problems became too large for the "law." Many times 
the "respectable" elements of the community had no 
need for the sheriff and effectcd their own kind of 
popular rule-of-tr.umb justice. After the Civil War, the 
southcrners who had lost the war found in lynching a 
measure for underground resistance against federal 
occupation troops and for vengeance against the libe
rated negros who in sorne states, such as South Carc-
1 ina. had political control of the legislatures. 

Naturally such bitter and impassioned means reflect 
a kind of pathological confusion. Probably the best 
concise expression in all of American literature of the 
feelings of roen of conscience who have sern a lynch-
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ing is that of Langston Hughes in his poem "Song for 
a Dark Girl." 

W ay clown South in Dixie 
( Break the heart of me) 

They hung my black young lover 
To a cross roads tree. . 

W1y clown South in Dixie 
( Bruised body high in air) 

I asked the white Lord Jesus 
What was the use of prayer. 

Way clown South in Dixie 
( Break the heart of me) 

Love is a naked shadow 
On a gnarled and naked tree. 

The only dramatic treatment of lynching which can 
be compared to that of Helio Out There is Paul Green's 
Pulitzer Prize winning play In Abraham' s Bosom which 
was also a commercial success during the 1926-27 
Broadway season. The final scenes in which the negro, 
driven to exhaustion, crawls across the fields with the 
same emotions and attitudes as those of a hunted 
animal is almost as powerful a plastic expression of 
the lynch emotions as Hughes' poem is a lyric one. 

From figures given by the World Almanac we see 
that between 1882 and 1948, 4718 persons were lynched 
in the United States. From the same figures we see 
that Saroyan has a certain amount of justification for 
not specifying that the hero of his play be a negro be
cause during the period mentioned above, 1291 white 
person were lynched along with 3427 negros. Perhaps 
Saroyan wished to make a qualitative separation of the 
lynching problem and the socalled "negro" problem. To 
the qualitative mentality perhaps they are distinct prob
lems, but quantitatively we see that in tbe United 
States lynching has been two-thirds a negro problem. 
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Saroyan also has objective grounds for setting his 
drama in Texas which has been exceeded only by Mis
sissippi and Georgia in the number of lynchings be
tween 1882 and 1947: 

Mississippi . . . . . . . . . . 574 
Georgia . . . . . . . . . . . . . . 525 
Texas . . . . . . . . . . . . . . . . 489 

That the noose has become an off ensive syrnb::il 
to even the advocates of white supremacy is apparcnt 
in the tendency since the beginning of the second 
World War for race riots to replace lynchings. More 
negros have been killed in the present decade in riots 
than in lynchings. These have occured chiefly in the 
industrial centers of the North and California, and 
they reflect two social tendencies: the increasing resis
tance of the negro to bad treatment, and the important 
new immigration of poor whites from small towns in 
the "nigger-hating" South to industrial centers. There 
are some indications that even the inf amous Ku Klux 
Klan is on its way to extinction now that it has found 
its way onto the Attorney General's list (strange bed
fellows) of "Fascist, Communist, totalitarian and sub
versive organizations." 23 

He/Jo 011t T here reflects a greater grasp of social 
problems than any other of Saroyan's plays. His work 
has always been marked by fantasy, by generalized love 
of people and by the advocacy of the brotherhood of 
man, but he has been criticized by thc Left for the 
vagueness of his sentiments. At other times he has 
expressed what approaches misanthropy in G'et Away 
Old Man, probably his worst play, although most Amer
icans feel that about Hollywood a writer may be as 
negative and as bitter as he wishes to be. Again, Sa
royan's faith in people rearhed the sa.rrte low ebb as 
S!:akespeare's in Hamlet when Saroyan wrote his un-
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sympathetic caricature of the "Okies" in Love' s 0/d 
Sweet Song. This petty answer to fellow Caiifornian 
Steinbcck' s great social documentary provides the 
grounds for the most serious questioning of Saroyan's 
humanistic attitudes. The present writer is inclined to 
consider Love' s Old Sweet Song a temporary lapse in 
Saroyan's good will toward men. 

It is almost as impossible to generalize about Saro
yan' s manner of thinking as it is about his style of 
writing. Both are contradictory but still remain within 
the romantic current, particularly his attitudes: protest 
and fantasy, imagination, originality, the reformer's 
2:eal, a widening human horizon, contradiction of him
self and the status quo, a mysticism based on love, 
reflection of an unstable society marked by interna! 
conflict, solitude, individualism, Christianitv, self
consciousness, a passionate morality, and a h1storical, 
although limited, point of view. Ali are romantic. For 
better or for worse he is the youth of the summer sun 
and the irrigation canals of the San Joaquin V alley 
and of the solitary rooms and smile-ridden streets of 
San Francisco. 

In Helio Out There Saroyan shows the hopeful 
confidence chatacteristic of him. In an ugly and violent 
situation he gives us a hope, in the girl, that she can 
be saved from the blind bates of her town. Perhaps in 
the hero, too, there are suggestions of a Christ image 
which rnake his death seem a less negative conclusion 
for the play. W e have here a typical Saroyan premise: 
a young man f ull of love brings the certainty of lovc 
to a girl richly on the verge of it, although he is killed. 
In the Saroyan logic this is not a particularly pessimistic 
conclusion. 

Tl:e importance of HeJio Out There in our time 
has had one limitation, the commercial one inhercnt 
in the one-act play forro. lt has been presented hundrcds 
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of times in the non-commercial theatre and has attracted 
the attcntion of the critics despite the fact that it could 
not become a commercial success. It is the most power
ful contemporary dramatic essay on lynching and it is 
a better play tran Sartre's Respectable Prostitute in every 
way except for the public's failure to appreciate Saro
yan's romantic characters. It is Saroyan's most important 
social protest, although in sorne future time his Sam 
Ego's Hottse may be accepted as a protest. Saroyan 
speaks in his preface to the latter play of the critics' 
labels of "Communistic," but the story of the trip of a 
house across the town seems to dissolve in an allegorical 
vastness. 

There is no league between the naturalistic one-act 
form and the romantic characterization of people con
fronted with lynching which would indicate a form
content equiiibrium which will serve American theatre 
historians as an archetype. The reason probably is that 
Saroyan was caught up in externa! events and was not 
quite his normal subjective self when he made his only 
essay in the social protest drama. Paul Green showed 
a similar personal contradiction in the lack of form
content equilibrium in 111 Abraham's Bosom, and the 
great dramatic social protest against lynching remains 
st.ill to be written in the United States. 

--46-



NOTES FOR CHAPTER ONE 

1 Allardyce Nicoll, 1V or/d Drama: from Aeschylus to 
Anouilh. (New York: Harcourt, Brace and Company. 1950). 
p. 900 . 

. 2 John Gassner, Best P/ays of the Modern American The
alfe: Second Series. (New York: Crown Publishers. c1947). 
p. xxvii. 

3 John Howard Lawson, Theory and Technique of Play
writing and Screenwriting. (New York: G. P. Putnam's Sons 
e 1936, c1949). pp. 276f., 280ff. 

' The most useful simple test for the logica:l progression 
of a dramatic action is William T. Price's "proposition." It 
is most valid in the criticism of plays in the classic and 
popular styles. For the plays studied here, most of them in 
the romantic style, the test does not often revea! a logically 
tight action. Price describes very concisely his proposition. "A 
dramatic Proposition is the brief logical statement or syllogism 
of that which has to be demcr:str::ted by the Complete Action 
of the play. Its simplest and perhaps its universal form, so 
far as I have been able to discover, is a statement in three 
da uses: first, the conditions of the Action; second, the cause 
of the Action; third, the result of the Action. The third clause 
involvcs the problem and may be put as a problem." Cited 
in Barrett H. Clark, European Theories of the Drama: with 
:¡ Supplement on the American Drama (New Ycrk: Crown 
rublishers. Revised Edition. cl947). p. 487. 

• A useful supplement to Price's · proposition would be 
a dassification of the situations which produce the action. Sl1ch 
1s the pretension, but unfortunately the pretension cannot be 
sustained, in George Polti's T he T hirty-Six Dramatic Situatio11s. 
(Boston: The Writer, lnc. Reprinted 1948). Polti's "situations·· 
really state conflicts at their ··peaks, and it is evident that 
the possible number of conflicts is closer to 37,000. However 
it is clear that Polti's situations do have to do with action, 
and action is the heart of a play. In lieu of another classifica
t:on of actions, and because a goodly number of American 
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commercial writers do consult Polti, I shall ¿;i,e for each 
of the plays studied here its correspor.ding Polti situation. The 
classification was clearly intcnded originally to be applied to 
¡:,lays in the classic style containing a single action with 
beginning, middle and end. The romantic protest play usually 
partakes of severa! of Polti's situations. For Deep Are the 
Roots they are number 8Bl, the revolt of one individual who 
influences and involves others, an<l number 28B, vr:ry second
¡¡rily, a marriage prevented by enemies and contingent 
obstades. 

" Nit0ll, op. cit. p. 900. 

' Edward Mor¡;an Forster, A1pats o/ the Novel. (Ncw 
York: Harcourt, Brnce and Company. c1927) dassifies char
acters as "flat" or "round," two-dimensional or three-Jimen
sional. Rodolfo Usigli, the foremost Mexican dramatist, in his 
ltineral'io del Autor Drm."Jtttico (México, D. f.: 1 a Casa de 
España en México. 1940) adds a third category: "characters, 
the most difficult because they correspond to individual and 
singular human values; types, which are the representatives 
of groups, classes, nations, etc., or 1ilhuuetts, for the cases in 
which no psychological or generic movement of character 
cnters into play." p. 13. 

• Gassner, op. cit. p. 598. 

0 Bemard Sobe!, The Theatre II11ndbook and Digest of 
Pl,q.r. (New York: Crown Publisher~. 1948). p. 478. 

"' Usigli, op. cit. p. 82. 

11 Gassner, op. cit. p. xxvii. 

12 Jdem. 
13 Gene Sosin, "Art for Marx' Sake" in Theatre Arts, vol. 

xxxiv, no. 2. February, 1950. "The atmosphere of post-war 
nationalism and anti-American feeling is mirrored in ,plays 
for young audiences: 'Snowball' takes place in an American 
high s(hocl. It deals with the persecution of a Negro boy 
( nicknamed 'Snowball') by a fat, cigar-smoking millionaire 
who dislikes having bis daughtcr attend the same classes with 
Negroes." p. 31. 

" Gassner, op. dt. p. xxvii. 

'º Michael Straight (Ed.), The AVC Bulletin: American 
Veterans Committee, Jnc., vol. vi, no. 1, January, 19.,1. "TEXT 
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OF NATIONAL PLANNING COMMITTEE RESOLUTION 
ON ARMY SEGREGATION. On Septernber 30, 1949, the 
President of the United States in his capacity as Cornmander
in-Chief ordered the integration of ali white ar:d non-l'1hite 
troops in the Arrned Forces. Thc Navy and the Air Force 
appear to have carried out the order of the Commander-in
Chief. The Arrny, however, has failed to do so. Although 
basic training in the Arrny of the United States is apparently 
conducted on both a segregated and non-segregated basis, unit 
activation follows the customary Jim Crow policy which was 
the source of difficulty, confusion and disgrace in World War 
11. Recent reports of racial segregation of inductees from 
states like Minnesota, which have prohibited racial segre
gation in their state National Guard units, demonstrates that 
the Army is in fact spreading and extending the racisl: 
doctrines ... " p. 7. 

10 Burns Mantle, The Be!t Plays of 1945-46: and the 
Year Book of the Drama in America. (New York: Dodd, 
Mead and Company. 1946). p. vi. 

17 Gassner, op. cit. p. xxvii. 
18 Nicoll, op. cit. p. 900. 
18 Theatre Arts. vol. xxxiv, no. 12. Decernber, 1?50. p. 14. 
20 Among others, Edmond M. Gagey, Revolution in Amer-

ican Drama. (New York: Columbia University Press. Second 
printing 1948). p. 112. 

21 Of Polti's 36 situations, Helio Out There shares in 
three: number 6C2, suffering an unjust punishment or en
rnity; 7D, the unfortunate robbed of their only hope; ar:J 
27B8, the discovery that one' s wife is a scoundrel or a bad 
character. 

22 Gagey, op. cit. p. 118. 

" But General George Van Horn Mosely ccntinues bis 
active and prosperous career according to The AVC Bulletin, 
op. cit., vol. vi, no. l. "ATLANTA CHAPTER (Ga.) ... The 
chapter is endeavoring to have Piedmont College turn clown 
an offer similar to the Jefferson Military College episode. 
The same George Armstrong with General Gcorge Van Hom 
Mosely is trying to "huy" this college on the condition it 
teach race supremacy ideas. The chapter has denouncecl 
Armstrong and Mosely for trying to establish a beachhead 
for totalitarianism." p. 7. 



Chapte,· 2 

W AR AND WAR PROFITEERING 

Bury the Dead 

Born Y esterday 

T HE GROUP of plays to be considered in this 
chapter is the rather large one against war, and it may bl! 
divided into two parts: the general anti-war protests, 
and the protests against war profiteers. The first includes 
Edna St. Vincent Millay's Aria Da Capo, presented by 
tr.e Provincetown Players in 1919; What Price Glory? by 
Maxwell Anderson and Laurence Stallings, producell 
by Arthur Hopkins in 1924; Peace on Earth by George 
Sklar and Albert Maltz, staged by Theatre Union in 
1933; Sidney Howard's Paths of Glory, produced com
mercially with little success in 1935; the musical by 
Paul Green, fohnny f ohnson, presented with Kurt 
Weill's music by Group Theatre in 1936; and Bury the 
Dead by lrwin Shaw, staged by Actors Repertory Com
pany in 1936. Also worthy of mention for their artistic 
excellence are the poetic anti-war plays for radio by 
Archibald MacLeish. 

Those which protest against the exploitation by 
civilians in wartime are Born Y esterday by Garson 
Kanin, presented in 1946 by Max Gordon, and Arthur 
Miller's AJJ My Sons, produced by Harold Clurman, 
Elia Kazan and Walter Fried in 1947. The latter play 
received the Critics Circle Award for the same year 

-51-



(The Pulitzer Prize judges refused to select a winning 
play for 1947). 

Although other plays of a lesser artistic category 
might be included, the above are the m9st important. 
Not all of them are of the same dramatic quality, and, 
in the opinion of the writcr, the best general antiwar 
protest is Bury the Dead, and the best study of the 
abuses of the "rugged individualists" during a war is 
to be found in Bom Yesterday. Both will be studied 
in detail in this chapter. 

For this writer Bury the Dead had a real and im
mediate importance when he began rehearsing it with 
a university theatre group directed by Fernando Wagner 
just a f ew weeks af ter the beginning of fighting be
tween American and North-Korean troops, June 25, 
1950. The first impression of the play was of the ugly 
and the horrible, carrying along with them their own 
aesthetics and artistic unity. For the American whose 
appreciation of the ugly and the horrible stops with 
Edgar Allen Poe, the emotional reaction to the play 
is limited to a chill up the spine not clearly defined 
as to whether it is pleasant or not. 1 

Another reaction was a f eeling of hope that the 
people have the power to undo the militarists; another 
was an awareness of the mixture of humor, subtle in 
the midst of all the horrible, which contradicts the 
judgment of Atkinson ot the "bitterness" • of Bury the 
Dead. A third immediate impression is that the work 
is for the theatre; it is not a literary one to be ap
preciated in the library. 

A first formal analysis reveals that Bury the Dead 
is a one-act drama in 20 episodes with less of "problem" 
or "thesis" than of protest and a call to direct action. 

Epi.rode I: On a battlefield. Soldiers, directed by 
a sergeant, are digging graves for the dead. The soldiers 
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want to finish the burials quickly because of the un
pleasant odor of the corpses, but they must wait for 
the services to be read by the chaplains, a priest and 
a rabbi. As the prayers are said, one of the soldiers 
hears a groan and soon ali of the corpses stand up 
and ask not to be buried. The sergeant goes for the 
captain, who says he "was expecting it to happen-some 
day. So many men each day." 

Episode 2: The captain is seen attempting to explain 
the situation to three generals. They decide he has been 
drinking and arder a doctor, along with a stenographer, 
to inspect the corpses, to determine whether they are 
dead or alive, and to make official medica! reports. 

Episode 3: The doctor determines the cause of death 
of each corpse and notes that each has been dead 48 
hours. Witnesses sign the six reports. One of the corpses 
gives one of the soldiers of the burial detail a cigarette, 
and the doctor gladly accepts a drink when the captain 
off ers it from his bottle. 

Episode 4: The doctor reports to the generals that 
all six men are dead but that they are standing in the 
grave refusing to be buried. On hearing this report, 
one of the generals decides "the whble damn army is 
drunk !" They caution each other not to let this get 
out to the newspapers. 

Episode 5: Two soldiers in the lines discuss the 
rumor that six corpses will not allow themselves to be 
buried. They disagree as to what should be done with 
them, and a burst of enemy machine-gun fire kills one 
of them, then the other. 

Episode 6: In a newspaper offic¡. A reportee insists 
that the story be published, but his" editor, after a tele
phone call, suppresses it because "that's the way the 
Government feels about it." 

Episode 7: The generals arrive at the grave. One 
of them attempts to convince the corpses that they 
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are dead, and being ignored he then gives them a direct 
order to allow themselves to be buried. This is also 
ignored. 

Episode 8: On a street corner. One prostitute tells 
another, 'Td lay 'em, all right. They ought to call me 
in. I' d lay 'em ... Share the burden-Oh, my Gawd." 
Their laughter continues in the darkness. 

Episode 8: The captain, sent by the generals, tries 
once more, using a sympathetic philosophical approach, 
to persuade the men to be buried. Each tells how he 
died and ignores the captain's entreaties. 

Episode 10: A montage of the "home front." Busi
nessmcn, a priest, one of the generals, newspapermen 
and a radio announcer are all dismayed that their "brave 
dead boys" will not allow themselves to be buried. 

Episode 11 : The captain suggests to the generals 
that they send for the dead soldiers' women. "W ornen 
are always conservative. It's a conservative notion-this 
one of lying down and allowing yourself to be buried 
when you're dead." The War Department issues an 
appeal to the women by radio. 

Episode 12: A general addresses the women, "talk 
to them ... make them see the error of their ways, la
dies ... Go ladies, do your duty. Your country waits 
upon you ... " 

Episode 13: Prívate John Schelling, Corpse Two, 
tells his wife, "My place is on the earth, Bess. My 
business is with the top of the earth, not the under
si<le." When she insists that he allow himself to be 
buried, he tells her, "Go home, Bess. Go home!" 

Episode 14: Joan wants to know of Prívate Levy, 
Corpse Five, whether he really loved her more than the 
others, but he thinks the point no longer important. 
He wants to "walk the world looking at the fine long
legged girls, seeing in them something deep and true 
and passionately vital ... " 
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Episode 15: Prívate Morgan, Corpse Four, tells 
Julia Blake, "There are too many books I haven't read, 
too many places I haven't seen, too many memories I 
haven't kept long enough ... I won't be cheated of 
them ... " She shoots herself so that her name may 
be on the casualty lists, too, rather than go on drinking 
and living without him. 

Episode 16: Tom Driscoll, Corpse One, hears the 
sister he has not seen for 15 years say, "You're dead. 
Your fight's over," and he answers, "The fight's never 
over. I got things to say to people now-to the people 
who nurse big machines and the people who swing 
shovels and the people whose babies die with big 
bellies and rotten bones. I got things to say to the people 
who leave their lives behind them and piclc up guns 
to fight in somebody else's war. Important things. 
Big things ... " 

Episode 17: Prívate Dean, Corpse Six, tells his 
mother, "I spent twenty years practicing to be a man 
and then they killed me." 

Episode 18: The wife of Private Webster, Corpse 
Three, condemns him for waiting until he is dead to 
stand up for bis rights, for not having stood up foc 
bis wife and the children he could not have on a wage 
of $18.50 a week. 

Episode 19: Now that all of the corpses have refused 
to lie clown, the generals try in vain to keep the news 
from appearing in the papers, but the headlines scre'.!.m, 
"lt Didn't Work." In a six-part montage, voices of the 
people dispute what the corpses have done, and the 
church, represented by a priest, attempts wnat the state 
failed to do, but the corpses laugh and do not lie 
clown. 

Episode 20: One of the generals orders the corpses 
to be shot clown with a machine gun, but the soldiers 
lefuse to man the gun. He has to do it himself, but 
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the corpses walk out of the grave in the face of the 
machine-gun fice. They walk off stage, followed by 
the still living soldiers and leaving the general slumped 
over his silent gun pointed at the empty grave. 

The movement of the action is in rapid tempo, 
"journalistic," • except in the six scenes with the women, 
which have various independent tempos derived from 
tl:e sexual interest: lethargic between Bess and Schel
ling, blasé between Joan and Levy, frustrated between 
Webster and his wif e, etc. There is a heightening of 
severa! of these scenes as a result of the sex wit lines. 
The rhythm is brusque, "staccato," ' and it gives a sug
gestion of wide spaces. 

The structure is that of an "envelope" to begin and 
end the play and to endose the scenes of the women and 
thc montages which are further unified by a '' spot tcch
nique." "The general effect is panoramic, almost cine
matic. 

The logic of the action, 0 following Price's proposi
tion, is somewhat weak, but it doesn't result in a weak 
play: 

A. Dead soldiers do not wish to be buried and reject 
the military authorities who wish to avoid scandal and use 
persuasion instead of brute force. 

B. The authorities send for the soldicrs· womcn to come 
;md exercise their persuasive conservative force, but the women 
fail. 

C. The comses pay no attention to a J(encral's machine-
gun and leave the stage to raise the people in re!:iellion against 
war. 

The interna! line of action is stronger than the 
exterior one, and they lack the equilibrium that marks 
W aiting for Lef ty, a protest play which uses a nearly 
identical technique and structure. Bury the Dead tries 
to achieve through mood and pictorial quality what 
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Lefty achieved through a passionate and contagious con
viction. And where Lefty is romantically social, Bury 
the Dead is romantically brooding, almost individualistic 
and introspective. Bury the Dead and Helio Out There 
have the most dominant inner lines of action, and are 
the most romantic, of any of the seven plays we shall 
study. 

The text carries the following directions for the 
time and the place: time, "the second year of thc war 
that is to begin tomorrow night" ( in the dialog the year 
1937 is mentioned); place, a torn-over battlefield, now 
quiet, sorne miles behind the present lines, which is 
represented at the rear of the stage by a raised black 
platform with sandbags thrown along its edge. The 
forestage is bare, and the inset scenes occur there. The 
specific place for the action is not established. Europe? 
The United States? 

The lighting contributes more than the scenery to 
the definition of space. The chief concrete atmosphere 
is of mud, the lighting is muddy, the dialog mentions 
the mud, on stage there are heaps of earth, the 
sandbags are dirty, the platform is black. To accompany 
the mud, less concretely, there is the smell of rotting 
bodies, established through suggestions in the dialog. 
It is an environment which takes a foil part in the action. 
Everything is ugly and horrible, everything contradicts 
the previous "good things of the earth" of which the 
characters speak in the six intercalated scenes. 

The characters are divided into two groups and 
receive two different treatments. The corpses, the 
captain, the burying detail, Bess Schelling, and, to a 
certain point, the sergeant, are "positive," warm and 
human. They are loved for their faults. But the in
stitutional characters, the generals, the politicians, the 

, ministers of the church, the newspapermen, and sorne 
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cf the women, are "negative" and are treated as 
bidimensional types. Sorne are almost caricatures which 
fa:11 short of being real persons. 

As for its historical theatre substyle, the work is 
called "expressionistic" ' by Gassner, "semiexpression
istic ... fantasy with the appearance of realism" 'by 
O'Hara, and "an allegory" • by Gorelik, but only 
the montage episodes are expressionistic in form. Sym
bolism, the substyle still dominant in the contemporary 
American theatre, seems the best descriptive term to 
the present writer, and Gorelik probably meant to say 
"symbolism" with his term "allegory." The style like 
all romantic styles, is based more on illusion than on 
theatrical conventions, although the blackout technique 
deserves more study as a contemporary theatrical con
vention in its two uses for time and place and in the 
melancholy suggestion it often carries with it: n 

The style of Bttr)' the Dead, Shaw's first play, is 
better def ined and unified than in his other work. The 
same symbolism and the same protest drama genre are 
found in his The Gent/e People, but there they are 
beclouded by the addition of the Franciscan touch to 
the plot of the two moralist assassins. The remainder 
of his plays evidence the dangerous tendency in the 
American theatre toward haziness in the symbolist style, 
especially when dealing with situations in the day to 
day bourgeois life. The work of Clifford Odets, Max
well Anderson and Arthur Miller also shows this 
tendency. 

The dialog does not c~rry a personal stamp of the 
playwright except in the "lyric" passages where it is 
completely his and a little bit forced. The rest of the 
writing is good prose, natural to the characters-which 
is not to say that it is the language of the streets. It 
is the forceful speech of ordinary people in one of the 
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few crises in which they are deeply angered or outraged. 
lt is the eloquence of protest of which every man is 
capable and which is given to him to express few times 
during a lifetime. 

The "lyric" passages demonstrate many defects sim
ilar to those of Tennessee Williams. Working in 
symbolism, the style is broken by these lyric and 
personal digressions on the part of the dramatist which 
superficial reviewers admire as "poetry," and which 
even a critic like Gassner often calls "fantasy." 11 This 
widespread mark of critica! disorientation among cri
tics and playwrights alike has its probable source in. 
too much reading of the polemicists, headed by Max
well Anderson, for a "poetic theatre," in too much 
Shakespeare imitation, in too much study of argot, and 
in too little study of the contemporary dramatic poems 
of Carl Sandburg, Robert Frost and Archibald Mac
Leish. 

To a great extent, the symbolistic style of BNry the 
Dead is a good illustration of Granville-Barker's theo
ry of the "exemplary theatre," propagated in the 
United States by Ludwig Lewisohn. It does not arrive 
at the economy of means of the popular style current 
in the contemporary social theatre, Brecht's epic plays 
and Oriental fables, nor at their conventions; it follows 
Granville-Barker' s complete acceptance of theatrical 
illusion. 

The strongest emotions in Bury the Dead (the ugly, 
the horrible and the humorous) seem to grow from 
'the rnilieu and the dialog, and less from the character
ization and tl:-e action (the hope for the people's moral 
victory over the militarists) . 

W e find three antecedents in the history of the 
theatre for the theme, the structure and the plot used : 
( I) The general theme of the anti-war protest is ancient, 
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Aristophanes' Lysistrata being a gocd ex:imple. (2) The 
envelope structure to begin and end the action and to 
contain the interna! spot scenes is the same as that of 
Clifford Odets' JJ7 aiting far Lefty ( and similar to that 
adapted by José Limón to the choreographies of "La 
Malinche" and "The History of Mankind," presented 
in Mexico City late in September, 1950). It is also 
that of many of Walt Whitman's poems. It should 
perhaps be considered as akin to the "play within a 
play" structure used by Shakespeare, among others. The 
name of the Bard brings to mind T he T aming of the 
Shrew which certainly includes the opening half of 
an envelope structure in the texts we know. The dramat
ic logic which demands another Christopher Sly scene 
at the end of the play is so compelling ( sorne producers 
have fabricated such a closing scene) that one f eels 
tempted to conjecture that the great showman from 
Avon would not have left it unwritten and that the 
final Sly episode must have been lost in the vicissitudes 
of transporting Shakespeare's work from the sixteenth 
to the twentieth century. (3) A final antecedent is 
that for the plot which is very similar to that of the 
Austrian Hans Schlumberg' s T he Mir acle at V erdun. ,. 
It is true that the two plays have the same basic situa
tion: dead soldic:rs refuse to be buried and cause an 
international scandal. The two resolutions of this situa
tion, however, are completely different. In Schlumberg's 
play, the protagonist awakes to discover that all has 
been a dream-much as Sly would, one supposes-but 
Shaw uses the situation for a revolutionary call to 
direct action. 

With a theme from Aristophanes and a situation 
from Schlumberg, Shaw shows his greatest originality 
in selecting and taking over the structure of Odets' 
play of the previous year, a form which is the best 
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adapted to date in the American theatre to the social 
drama. 1ª Bury the Dead using the same structure as 
Waiting for Lefty even excells it in harmonious suc
cession of the scenes, but Shaw's play lacks the "recog
nition" and the urgency which Odets ardently gave 
to Lefty. 

A dramatic interpretation which is symbolistic in 
technique and unified in style does not give very much 
emphasis to particular symbols it might contain. It is 
enough to mention the powerful interna! symbols in 
Chekov's Seagull or The Cherry Orchard which occur 
in a non-symbolistic style. These plays are not symbols 
in themselves, therefore the individual symbols within 
the plays are very strong. On the contrary, in com
pletely symbolist plays such as Maxwell Anderson's 
Winterset or Edna St. Vincent Millay's Aria Da Capo 
it would be exaggerated and ridiculous to fill the play 
with detailed symbols. Bury the Dead, as a symbol 
complete in itself, shares this lack of minor symbols, 
except in the case of the final curtain. 

The entire conception of the play is one of resis
tance against war but its conclusion is even more frank
ly revolutionary. It incites to immediate action and 
to a popular rebel movement when on the stage the 
dead soldiers leave, on their way to the people, wii:h 
the live soldiers of the burying detail following 
them. The last of them flick,; his cigarette butt 
at the crumpled general who had turned the machine 
gun on them. 

The revolutionary exhortation has more symbolic 
than literal meaning, as is natural since Shaw, at his 
best, was a very theoretical revolutionary. 

It is difficult to agree with Krutch when he 
says "the first 20 minutes present the most interesting 
part of the whole play." 14 The symbolic ending is 
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the principal difference which distinguishes B11,.y the 
Dead from the earlier anti-war drama of Sidney Howard, 
Paths of Glory, 1935, and it is this revolutionary 
appeal which makes Bt1ry the Dead last on the boards 
while Howard's play is no longer presented. 

The literal meaning is more obvious: it is anti-war, 
anti-militarist and it says, "enjoy the good things of 
the earth during many years." In addition it gives the 
hope of a moral victory for the people over the mili
tarists. Other suggested meanings are of the stupidity, 
brutality and uselessness of high military officials. 

What is the background from contemporary history 
which explains such a hard attack u pon the militarists? 
While the Briand-Kellogg Pact of August 27,1928, to 
outlaw war still expressed perfectly the sentiments of 
the American people, the Japanese invaded Man
churia in September, 1931, after the "Mukden inci
dent" and a year later set up the puppet state of 
Manchukuo. 

Various Americans of national importance argued 
for a "prophylactic war" to remove the Japanese from 
China, but the people did not wish more than to 
morally condemn Japan. Between October, 1935, and 
May, 1936, Mussolini conquered Ethiopia, and on 
March 7, 1936, Hitler won bis first military gamble in 
the Ruhr. In November, 1935, Maxim Litvinoff and 
Anthony Eden's fight in the League of Nations for ac
tion against Italy died without popular support, which 
was limited to the customary moral condemnation. No
body wanted preventive wars. 

The American peo ple af ter having fought in the 
first World War to "save democracy," saw it lost in 
the United $tates with the public violence of the vet
erans of the American Legion and with the irre
s ponsible massacres of the National Guards under the 
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orders of provincial politicians on the capitalist pay
roll. 15 The people did not want to fight in a second 
"war to ·end all wars." The writer of this study recalls 
beginning in September, 1935, as a freshman in a 
California high school where in many of the classrooms 
the teachers had placed large posters illustrative of 
the useless and anti-social costs of the first World 
War. 

This was the moral climate, then, in which Shaw 
wrote Bury the Dead: pacifism and moral condemnation 
of international aggressors. The immediate occasion 
for writing the play we know was a contest patron
ized by a leftist theatre group. 10 

But times change, rapidly. 
The leftists, who were an important segment of 

American pacifism, after the beginning of Franco's 
war in Spain and the full-scale Japanese attack on 
China after July, 1937, arrived at the end of their 
patience, and of their pacifism. They changed their 
position to insist on worldwide, militant antif ascism. 
The "intellectual pacifists" of the universities, now 
faced with the clear symptoms of the second World 
W ar which was to be gin within three years, also 
retreated from their pacifist position and argued for 
"neutrality" and isolation. Bury the Dead was caught 
in the middle of these changes. A few months pre
viously it had received the applause of the entire 
left; after Franco it was an embarrassment. The play 
was closed while those of Odets continued their 
triumph in the important leftist theatre. 

In the same complaisant manner that Shaw agreed 
to the closing of his play, he was also ready to follow 
tl:e new Communist line of antifascism. The results 
of this effort appeared in 1939 in the fantasy, The 
Gentle Peopfr, about two lovable old men who kill 
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a mobster and throw bis body in the s~a when they 
can think of no other meaos to rid themselves of 
his threats. Naturally, this play was also "einbarrass
ing" during the short existence of the Hitler-Stalin 
pact. The writer of this study cannot include Shaw in 
the general pardon which Gagey extends to the paci
fist dramatists: 

The leftist writers held out as long as possible for 
pacifism, since this was one of the cardinal tenets in their 
propaganda directed at American youth, but sooner or later 
events forced ali dramatists to reverse their position on 
war. 17 

Among the multitude there is no cover for Shaw 
because he has been a turncoat, not once, but three 
times. Af ter authorizing the retirement of Bury the 
Dead for the second World War, he looked with 
favor once more upon its presentation during the 
postwar pcriod. After the Korean episode began, he 
once again prohibited its production, this time in a 
public statement: 

Recently Mr. Shaw directed his agents to refuse permis
sion to present Bury the Dead. In a letter to the drama 
editor of the New York Times, Mr. Shaw explained why 
he withdrew his peace play from pqssible production. 

" ... BmJ the Dead . .. was a play which exoressed the 
passionate revulsion against the horrors of war and the 
fear of another war which was so much a part of the emo
tional climate of the Nineteen Thirties, a revulsion which 
was reflected in such other anti-war plays of the time as 
Idiot's Delight, Ten Mil/ion Gho1t1, and Johnny Joh111on. 

"It also reflected a belief, which now seems impos
sibly naive, that by appealing to reason and sentiment war 
might be forever halted. Since then we have becn forced 
into one war by men in Germany and Japan who clearly 
demonstrated their immunity to reason and sentiment. As 
a soldier I saw enough of the agony of war to malee my 
original revulsion stronger than ever, Putting on my civilian 
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clothes once more, I put on again .my civilian belief in the 
possibility of peace through reason and sentiment. 

"Now five years later. the rulers of Russia have 
demonstrated that the gentle hopes of 1950 are as naive 
as they were in 1935. lnvading, killing, destroying, they 
proclaim with monstruous cynicism that they are the sup
porters of world-wide peace. In a spectacle of complete. 
moral corruption, their adherents in this country wave 
peace pledges and petitions while Communist guns are 
killing American soldiers. 

"It is to balk these double-tongued gentlemen, with 
whatever small means are at my disposal, that I have 
withdrawn my play. I do not wish the forlorn longings 
and illusions of 1935 to be used as ammunition for the 
killers of 1950. I still hope passionately for peace-but 
not peace that is selective, and divisible at will, not peace 
that is a political slogan and a military instrument, but 
peace that is real, general, and complete. 18 

We could deduce that Shaw wishes "ali or nothing 
at ali" in the way of peace, that if there is a regional 
war, we must turn it into a world war. Or could we 
deduce that Shaw believes there is a time and place 
for everything? He once accused the critics of a 
political viewpoint which "seems to be an amorphous 
liberalism" 'ª and now finds himself condemned on 
his own charge. 

If Bury the Dead was revolutionary pacifism, T he 
Gentle People was revolutionary advocacy of a fran
ciscan type of war. Shaw's later plays were moderate 
social drama and personal reminiscences of the disin
tegration of the bourgeois life of his childhood. 
Between 1936 and 1939, corresponding to the age 
22-25 of the playwright, Shaw held "mHcal" ideas, 
and then began moderating them and reconciling 
himself with his previous middle class background, 
He was young and something of an opportunist. Such 
a pattern is usual amcng writers who go from school 



to writing without ever having done a~ything else, 
especially those who stay too long in Hollywood -or 
with the national broadcasting chains. Burns Mantle 
gives us a few facts about Shaw's life before 1936: 

Young Mr. Shaw ... lives in Brooklyn, though he was 
born in Manhattan. . . He had been writing radio scripts 
for a detective story continuitv when the radio scouts found 
him and sent him to Hollywood. In picture land he has 
been doing football stories, having played football when 
he was a student at Brooklyn College. His early ambition, 
insofar as it was associated with the theatre, he relates 
was "to be polite, polished and luxuriantly idle, and to 
write that kind of play, none of which things has been 
vouchsafed me." 20 

So Shaw's season in the social theatre was an 
aberration, and now he has returned to the place from 
which he carne. 

Along with the change in the content of Shaw·s 
plays, it is interesting to observe the degeneration of 
their artistic quality. Here is Shaw's list of failures after 
Bury the Dead: Siege, 1937; The Quiet City,· The 
Golden Years,· Retreat to Pleasure; Sons and Soldiers, 
1943; and The Assassins, 1945. 

In synthesis then, what was and is the importance 
of Bury the Dead? It was an artistic success. It had a 
sizeable influence in American politics. It was a succes 
de scandale; it was an embarrassment to the then 
militant left, previously allied with the pacifists. It 
was of the climate which produced the Johnson Act 
and American neutrality toward Spain. Since 1936 it 
has been presented severa! hundred times in univer
sity and community theatres in the United States. 11 

Was it an eff ective protest? lf the effective pro
.test is that which expresses the conscience, the senti
ments and the hopes of the people, Bury the Dead was 
cffective between 1936 and 1939. It also was effective 
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during the war if we admit that a popular song 
expresses the temper of the people. The two principal 
themes of the play, not wishing to die as a soldier 
and wishing to enjoy the good things of the earth, are 
found, half seriously, half in jest, in a song of 
British and American soldiers during the second World 
War: 

I don't want to join your f--ing army 
l don't want to go away to war 
I'd rather stay at home, my bloody f--ing home 
A' living off the earnings of my whore, God bless her. 

J don't want to join your f--ing army 
I don't want my buttocks shot away 
I' d rather be a blighty, a blooming f--ing blighty, 
So I could f- my bloody life away. 

Y es, it was an eff ective protest, and it is even 
more so today because peace is no longer merely "a 
fine principie of men of good will." It is a necessity, 
in the opinion of many, in order to avoid total ex
termination. Now that the atomic bomb is a world 
problem, Bury the Dead has a world-wide meaning. 
If it continues in its present position of being one of 
the best serious pacifist pieces, as it is in this writer's 
opinion, it may be staged in many parts of the world 
for a long time to come. For Mexico and Latin 
America the problem of peace, and plays like Bury 
the Dead, has a transcendental importance if "the 
United States' wars are the continent's wars," as 
various "panamericans" try to tell us. On Sept. 18, 
1950, the President of the United States presented 
to the Congress of his country a "defense blueprint" 
which includes the support of Mexico and Canada. 
But since that time, Mexico's Assistant Foreign Min
ister Tello has won the respect of the hemisphere 
by insisting that Latin-American troops be used only 
for hemisphere- defense and not for the United States' 



Cjuarrels at ali four corners of the earth. Despite his 
committments to fight in support of reactionary cheif
tans and European colonial powers anywhere on the 
Asiatic periphery, the President of the United States 
shows us with bis recall of MacArthur that he hesi
tates to provoke a third World War immediately. 
But Chinese, Korean, American, French, Turkish and 
British Dominion soldiers continue to die in a Korean 
war which nobody wants to accelerate and which no
body is willing to stop. 

Shaw is right, it is an inapt time for a good pacifist 
play. 

During the 1930's while the pacifists' abstract ene
my was war, their particular and personal phobia 
was the munitions makers. It was the time of the 
exposure of the deals among the Vickers, the Schnei
ders and the Krupps in the first World War, and 
sensational writers such as George Seldes ""2 were shout
ting the slogan, "merchants of death." At that time, 
before a long and costly radio adYertising campagn, 
"100 perccnt American," had through sheer aura! ex
haustion carried its point that "DuPont rneans better 
things through chemistry," the name of the Delaware 
powder makers had the same eff ect on a pacifist that 
a red cape has on a bull. The play, Peace on Earth, 
reflects the peak of the f eeling against the munitions 
makers, as does the topical-political song by L. E. 
Swift, There Are Three Broíhers, sung in the form 
of a livdy, ironic, three-part round: 

There are three brothers named DuPoot. Patriots are they. 
They make their profits from munitions in an honest way. 
They !ove their country right or wrong. 
But when yen or liras come along 
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They always very cheerfully to any nation sell 
Shells that will ali armor pierce and armor that will 

stop each shell. 
Gradually, as DuPont took over credit from the 

silkworm for making the American woman's legs what 
they were, the rabidness against the death merchants 
metamorphosed into a new antipathy toward a more 
generalized group which carne to have the name of 
the "war profiteers." Such a change demonstrates a· 
certain intuitive perspicacity in the people because, 
ever since the days of the American Civil W ar and 
the later operations of the U. S. cavalry against the 
Indians in the Southwest, shrewd business men have 
known, as Argentina knows today, that there is as 
much money to be made in beef contracts as in supplying 
munitions. 

By the time the Lend-Lease Act had forecast 
the participation of the United States in World War 
II and had demonstrated through fancy wages how 
much the holders of "def ense contracts" must have 
been making, the spotlight had been taken over by 
the new villain, the war profiteer. And by the time 
the war was over, Garson Kanin had written in Born 
Yesterday the delightful study of one of the villains who 
had made his pile in a very humble way, in the 
junkyards. 

The writer of this study carne to know the big junk 
man in Gassner's anthology of the best plays of the 
war period, "" and fortunately for the reader, Born 
Yesterday is the modest kind of comedy which doesn't 
need all the accoutrements of the stage to earn its 
laughs. In fact, such dialog often may be better read 
than heard chewed by the actors. The reading was 
enough to provoke the repeated recommendation, "the 
best American comedy since the war began." 

Such a eulogy is not a superlative because the 

--69-



~! • -·~J 
American comedy in recent years has not been in a 
very happy condition. At least two intelligent critics, 
O' Hara and Eleanor Flexner, have each dedicated a 
quarter of a volume to the lamentation that the con
temporary comedy, despite certain graces, has lacked 
the essential, that of being funny. It is all very well 
that the American theatre has taken itself as seriously 
as it has, but every important theatre has always had 
"comedy too." Perhaps the greatest laugh detergent 
in the United States has been the strain of subjectivity 
in certain young playwrights who are apt to give 
too much importance to the exquisiteness of their 
innermost f eelings. Another has been the discovery 
that, if there is enough color in the set, and enough 
music and enough legs in the show, it can get along 
at the box office without laughs, or, at most, with a 
single vaudeville clown brought out of retirement for 
one of the skits. 

Born Yesterday is funny, and that must be the 
reason it seems outstanding in the postwar comedy. 
Harry Brock is funny when he threatens to send the 
Senator back to the YMCA, and breathtakingly ig
norant Billie Dawn is funny when she tells Harry 
he's "not couth." The dialog is funny, but the best 
lines and scenes are built on "the humor of character." 
The warmest response to the play comes from the 
junk man and bis girl's being, not witty, but just 
what they are. 

The genre is that of the comedy of manners, pri
marily because the playwright doesn't bother to make 
Harry Brock a villain; he assumes just as the melo
dramatist does that the audience will al! be against 
Harry. In melodrama the villain whom everyone bates 
from the first has a scene a f aire in which he plays 
bis crookedest card and is run off. Harry never gets 
much of a chance to play the skunk; he just gets done 
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in by the girl. It serves him right, but we have not seen 
why. His scoundrelry on stage is minor, so it must 
have been something he did before the curtain went 
up. 

This wide assumption by the playwright is what 
limits the protest element of the play. If the assumption 
is correct, it indicates a very hopeful social awareness 
in the American people, who, evidently, are fully 
capable of putting such war profiteers in their place, 
which is somewhere outside of society. But perhaps 
the playwright assumed too rouch if kw persons ui 
the audience felt, as Atkinso.n did, the "social hostility 
of the character." •• As long as the audience reaction 
is divided and only one reviewer felt Harry's hostility, 
we must give the play two genres: the comedy of man
ners, and the social protest play. The playwright's 
intention does not determine the genre; Moliere, when 
he wrote T he Misanthrope, as a comedy of manners, 
had no idea that in the twentieth century it would 
be accepted as a protest-against the human race. 

Born Y esterday is divided into three acts, and the 
action takes place in the sitting room of a large and 
expensive suite in a hotel in Washington, D. C. 

ACT ONE: The maid is cleaning as Paul Verral, 
a writer for New Republic, arrives looking for Harry 
Brock, who is to occupy the suite. The latter enters, 
preceded by a bellboy and Eddie Brock, a cousin and ser
vant, and accompanied by the Assistant · Manager of the 
hotel and by Billie Dawn, "breathtakingly beautiful 
and breathtakingly stupid." Ed Devery, Brock's lawyer 
who was once destined for greatness but now is only 
Brock's lawyer, comes in a little drunk as always and 
tells Brock he should let Verral have an interview. 
Brock does so in the midst of being shaved, manicured, 
etc. He boasts of his childhood days, of bis start in 
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the junk business which has made him a millionaire. 
Devery gets Billie's signature on sorne papers about 
which she knows nothing. He and Brock keep her 
from drinking and request that she wear her most 
dignified dress beca use Senator Hedges and his wif e 
are coming. 

Brock and the Senator speak of deals for Harry 
in return for his helping the Senator. Billie's few com
ments are irrelevant or, at least, unconscious, and 
Devery manages to cover up for her. After the Hedges 
have gane, Brock and Devery talk about what can 
be done about Billie, and they decide to ask Paul Ver
ral if he would be willing to teach her a f ew things. 
He consents gladly and she agrees to the proposal 
because she "had a yen for him right off." After she 
beats Brock soundly at gin rum:my and he leaves to 
go to bed, Paul returns with the morning papers 
for her to read and sorne books for her to begin her 
studies. She says her eyes are not very good and he 
asks her why she does not wear glasses. She replies 
that they look terrible, and then she notices that he 
wears them, but af ter they kiss she recovers with 
"Of course, they're not so bad on men." 

ACT TWO: Two months later, a changed room. 
A desk, a Capehart, books, magazines and records 
have been added. Billie, wearing glasses, is reading 
a newspaper, marking the points about which she must 
ask Paul who soon enters. They discuss her "cultural 
activities" and bis dislike for Harry and what he 
stands for. She is beginning to understand this dislike. 
When Harry comes in, he parries Billie's "intellec
tual" questions with others about the things he knows. 
After Paul leaves, she asks Brock to explain the busi
ness they are in together, but he informs her that she 
is no more than a silent partner. Senator Hedges and 
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Devery come to tell Brock that the Senator' s amend
ment, which will allow Brock to take over World 
War II junk in Europe with no government inter
ference, is going to take longer and cost more than 
they had anticipated. Brock leaves in a rage. Devery 
asks for Billie's usual signatures on sorne papees, but 
he refuses to answer her questions about their contents, 
and she refuses to sign them until she has looked 
them over. Brock enters, they argue, but he forces her 
te sign the papees. When she begins to cry, he tells 
her to get out of the house, and she leaves. 

ACT THREE: Later that evening. Devery, drunker 
than ever, and Brock are nervously waiting for Billie 
while Eddie is out looking for her. She comes in quietly 
after they have gone, and Paul follows her in. They 
go through the desk, and Paul takes all the papees and 
documents. Before he leaves, he asks Billie to marry 
him which, she says, she will think over. She goes to 
pack her things and tells Brock she · is leaving him for 
good. He is stunned but this shortly turns into fury, 
and he begins looking for the papers for her to sign 
so that he can be rid of her. She tells him and Devery 
that Paul has the papees and they are greatly disturbed. 
Devery calls the Senator and Eddie is sent to bring Paul 
who is then almost killed by Brock .. Brock offers 
Paul a hundred thousand dollars which is refused, and 
Billie informs Brock she will sign back to him all the 
junkyards still in her name-one a year-if he behaves. 
She and Paul leave together and the three defeated 
schemers try to laugh off their disaster. Devery cynically 
proposes a toast to Billie and Paul: 

To ali the dumb chumps and all the crazy broads, past, 
present, ancl future-who thirst for knowledge-and 
search for truth-who fight for justice-and civilize each 
other-and make it so tough for sons-of-bitches like 
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you-(To Hedges.)-and you-(To Brock.)-and me. 
(He drinks.) 

Curtai11 

The movement of the play has the rapid tempo 
which has marked the work of two or three veteran 
producers of Broadway comedy who have the highest 
ratios of successes over failures of anybody in show 
business-their prosperity has been so continuous that 
the more impressionable New York reviewers have ac
cepted the "fast pace" as an absolute criterion of play 
constructi'on. One of these producers, George Abbot, 
taught Kanin what he knows of it and its corollary, 
called "timing." 

The tempo in Born Yesterday is rapid but not con
stant, and it ascends in large open cycles to a succession 
of rapidissimo climaxes. This rhythm is called in the 
comedy trade "building a scene." Although the tech
nique many times seems evident, it is not simple and re
quires a long apprcnticeship on the part of the director. 
There are perhaps a half dozen directors in the United 
States who handle it with dexterity. In comedy writing, 
one of the chief elements, often abused, for accelerating 
the tempo is the sexual one, and, in Kanin's play, Billie 
Dawn fairly radiates it. 

The structure of Bom Yesterday is Aristotle's well
~nown "discovery," but instead of being concentrated 
m the last act, as Menander and Plautus used it for 
arbitrary denouement, it here is spread over the whole 
play. It is the gradual discovery of Harry's cheapness 
by Billie Dawn, along with her discovery of her new 
self, that creates both the conflict and the resolution 
of the corm:dy. Tbe structure might be criticized for 
presenting the most interesting discoveries early in the 
play and Ieaving too little to sustain even the short third 
act. "" 
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The inner line of action is subordinate to the outer 
one, and the result is a slight unbalancing which is 
probably associated with the previously discussed con
fusion as to genre: comedy of manners, or protest play, 
or both. However the discord is not great, and there 
is a solidness and complacency about the play which 
radiates the cheerful extroversion so normal to Amer
icans before their theatre became important to the 
world. 

The action 26 is logically tidy by the proof of Price's 
proposition: 

A. Billie Dawn, mistress and silent partner of Harry 
Brock, is ignorant. Therefore Harry and his attorney get 
Paul Verral to educate her. 

B. Paul shows her that the help she has been giving 
Harry is unethical. She refuses to sign papers, important 
to Harry, and Paul steals them because they incriminate 
Harry and his political tools, revealing "the worst swindle 
since-uh-the Teapot. .. " 

C. Paul outlasts Harry's murder threats and he and 
Billie Jeave together. Harry loses the girl and the Euro
pean junk monopoly. 

The hotel suite in which all the action occurs is 
a completely passive milieu; it does nothing for the 
play, which, if it had been written 50 years ago, would 
surely have taken place in a drawing room. The set 
does provide a number of contrasts of leve! which are 
of advantage to the "stage picture," the grouping of 
the plastic elements. However it possesses no more than 
the expected good craftsmanship which eases the direc
tor's problem in moving the actors. 

The characterization is the formal forte of the play, 
with the exception of the_ drawing of the New Repub
lic writer, Paul Verral, whom Atkinson, "' with good 
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reason, dislikes. Paul is the personification of the "men 
of good will," the recent ideal of Gassner who was 
once less abstract in his social criticism. But the flimsy 
characterization of Verral is not enough to draw Gass
ner' s fice nor to dampen his enthusiasm for the play. ""' 

The weak characterization stops with Verral. The 
Senator has just the right uncertainty and Devery just 
the right cynicism to accentuate the assertivness of Brock 
and Billie. The Senator and Devery remain secondary 
figures, flat and typed, which is exactly what the play
wright desires, and yet they take their place beside the 
two round characters without any contradiction of style. 
Kanin has genially over-run the playwriting rule, "don't 
mix your characters with types." 

Harry Brock is a "hero in the rough," one of a 
group in great favor in the recent American theatre 
which seems to have superseded the polished handsome 
hero for the moment. Often these "heroes in the rough" 
are useless, and, even if comic or semicomic, are very 
rarely humorous. 

The role of Billie is the prize role of the play. 
It is one of those in which we see a character trans
formed into a diff erent person before our very eyes 
within about three hours playing time. Granted that 
Born Y esterday is not the tour de force that Pygmalion 
is, it still has in Billie one of the best and most dif
ficult comedy roles for women in all of the American 
theatre. Judy Holliday overnight became nationally 
known for her handling of the part; and Marie Mc
Donald, opposite William Bendix, tried her hand at 
it in Los Angeles as 1950 was coming to a close. When 
to the simple transformation of character, not by cir
cumstance but by education, one adds the element of 
self-discovery, the result is a multi-dimensional portray
al which is a credit to any playwright and the answer 
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to a fading actress' prayers. When the role is humorous, 
as well as round, we have something of a comparative 
miracle in the undionysian American theatre. 

Most f ertile of all is the suggestion of what the 
creation of characters like Billie Dawn can mean to thc 
social theatre which too often has avoided being either 
entertaining or extravagant because of too much concern 
with emphasis on the "message." 20 

Related to the character is that extravagance of sen
timent called humor which Taine implied is found at 
the bottom of a beer stein: "The French know it not." .. 
W ithout discussing the extensive literature •1 on the 
aesthetics of the comic, we can establish that comedy 
has three principal forms: the comic phrase, the comic 
situation and the comic character. But humor comes only 
from persons; it is not found in wordplay or in comic 
situations. In addition, not all comic characters are 
humorous; the clown, for example, is comic but not 
humorous. Comedy may be around people; humor is 
in them. Perhaps this narrowing down of the definition 
ot humor as distinguished from the comic has served 
for little when actually the reading of Sterne's Tristram 
Shandy and Dickens' novels is superior to the sum of 
the 10 best definitions. A final clue as to humor's hiding 
place is this: if you look for it, start with your uncle 
George, the one with the big red nose, the one whose 
wife thinks is not very smart. For a character to seem 
humorous to us, perhaps we must be able to !ove him. 

Billie Dawn's infinite ignorance is humorous, and 
when she discovers it. and does something about it she 
wins our affection as well. Harry' s ignorance is humor
ous, but his bull strength fills us with fear and antag
onism. He is a robot locomotive, free for the moment 
of its outside control station and operated only by a 
hundred interna! relays which respond with perfect re-
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flexes to the hundred situations vital to bis continued 
op<:ration. W e laugh with superiority when his limited 
number of relays can supply only close-to-correct 
responses, as in the scene where Billie is giving him 
an "intellectual" quiz and all he can do is to parry 
with counter-questions from bis limited store. We 
laugh because we are human beings and he isn't quite 
one, at least in the contemporary American sense. Today 
the accumulation of several billion human thoughts 
since the time of the cave and the club, and, more 
important, the severa! million thoughts since the Rus
sian pogroms, the English war against the Boers, and 
the American Haymarket massacre in the last half of 
the nineteenth century have suggested to Americans 
that the first requisite of a human being is bis having 
at least an elementary social conscience. Harry has none 
and as a result bis character is comic in its anachronism 
but awesome in its sub-human strength. 

If Kanin had given Harry just one or two weak
nesses, of the emotions rather than of the mind, his play 
would have changed completely. Harry would have be
come the protagonist and not the villain. Winning just 
thc frailest of our affections he would have become a 
humorous character, not a comic one. 

But Kanin wished to present a big junk profiteer, 
with echoes of the big roen of past "collecting" and 
"hunting" stages of culture, and he is too capable a 
director and playwright to let Harry become humorous 
and run off with the play. 

The tried and true comedy of manners in the pop
ular or "realistic" style, the arsenal of comedy, is ac
cepted without subjective torment by Kanin in Born 
Yesterday, as is the traditional illusion of the proscenium 
stage. The only conventions are those for delineating 
the Yillain, which are centuries old, and those for mak-
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ing him forceful and not couth, which are conventions 
more recent and American. Kanin makes no attempt at 
innovations in form, except in bis characterization 
which still remains in large part only traditional good 
craf tsmanship. After all, humor is not so rare in world 
drama; it is only rare at this moment in the United 
States. 

The same style is used by Kanin in two later plays, 
The Live Wire and The Rat Race, which deflated the 
astronomical hopes of critics who shared the opinions 
expressed here about Kanin's first play. The first suf
f ers from allowing the comic heel of the play to get 
off without being painted a villain ""-an error which 
Kanin competently avoided in Born Y esterday. The sec
ond caught enough of the symbolist virus making the 
rounds on Broadway to ruin a good straight comedy. "" 
This virus attacks the eyes first, resulting in a sort of 
haze through which everything is seen. Then it aff ects 
the mind, resulting in vagueness in a primary stage and 
rapidly developing, if not treated, into complete banal
ity, which the patient often calls "lyric." 

Nevertheless Kanin continues to be the prime hope 
for American comedy and there is every reason to 
believe that he will now avoid repeating the symbolis
tic errors of The Rat Race. Moreover the fact that he is 
a prolific writer makes his recent failures no matter 
for despair. 

The language of Born Yesterday is not "natural." .. 
It is the conventional language of comedy, too busy set
ting up laughs to have other virtues. However it is not 
so dependent upon sustained brilliant wit as the plays 
of Bernard Shaw or Osear Wilde. It dawdles at times 
and gawkily savors a piece of humorous business which 
may come close to farce such as Billie's reply to Paul's 
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proposal of marriage:You don't love me. You just love 
my brain. 

Probably the most vivid lines in the play are to be 
found in a quarrel between Brock and Billie: 

BROCK. I picked you up out of the gutter and I can 
throw you back there, too. Why, you never had a decent 
meal before you met me. 

BILLIE. Yeah, but I had te have ·em with you. You 
eat terrible. You got no manners. Takin' your shoes off 
ali the time-that's another thing ... ,md picking your 
teeth, you·re just not couth ! 

BROCK. I'm as couth as you are! 

Another excellent passage is that in which Brock 
receives the news that the legislation Senator Norval 
Hedges is getting for him will require a little delay 
and sorne more money: 

DEVERY. I'm sure Norval's doing bis best. 
BROCK. Well, his best ain't good enough. 
DEVERY. Don't be unreasonable, Harry. There are ninety 
six votes up there. Norval's just one guy. 
BROCK. He's the wrong guy. Wh,1t the helP We've 
handleJ it before. 
HEDGES. Things aren't the same. 
BROCK. We'II make 'em the same. That's your job, ain't 
it? 
D.EVERY. Pretty tough assignment. 
BROCK. What do I care? (To Hedges) And you, you 
better gc:t moving or 1'11 ,l,utcher you-you'll wind up a 
GoJ damn YMCA secretary again before you know. 
DEVERY. Harry ... 
BROCK. J'm gonna get it fixed so I ran Jo business 
whr:re I want and how I want and as big as I want. If you 
ain't with me, you're against me. 
HEDGES. I'm with you. 
BROCK. ( starting up the stairs) Ali right, then, you'II 
have to pull your weight in the God damn boat or 1'11 
get someboJy who can. You understand me! 
(He sla11u out. There is an au•ku·.ird pa11.1e) 
HEDGES. He has quite a temper. bsn't he? 
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From these characters and, secondly, from this dialog 
come the strongest emotional reactions to the play. Third 
is the action which is less aff ective. 

The literal meaning of the play is largely found in 
three negative characters: ( 1) A Senator who will get 
legislation passed for $80,000 per piece. (2) An in
fluence peddler, called a lawyer, who really is only a 
free lance lobbyist who buys the Senator for (3) Han:y 
Brock who has bought legislation to his own advantage 
before in the U. S. Senate and who now is seeking a 
legal way to monopolize the surplus material salva.sed 
after the European war. 

The thesis is only implied. Harry' s war profiteering 
has occurred before the play began and now we see 
bis postwar projects. The direct protest is against villaim. 
Harry and only indirectly against profiteering, and brib
ery of legislators. Harry is a heel and everyone in 
the ~nc1ience knows it, and anyone blinded by loyalty 
or aff ection for Harry may also be educated rapidly, 
as Billie was, to see what he is. Once again, Atkinson's 
apt phrase is revealing: The character Harry Brock is 
a heel because of "the social hostility of the character ... 

Kanin's nearest approach to a directly stated tl:eis 
is found in what Billie tells Brock after she has decided 
to leave him and has refused bis offer of marriage; 

BIUIE (very simp/y). Well, all this stuff rve beeo 
reading-all that Paul's been telling me-it just mixed m-:: 
up. But when you hit me before, it was like everythlng 
knocked itself together in my head-and made sen~e. Ali 
of a sudden I realized what it means. How some people 
are always giving it and sorne taking. And it's oot fair_ 
So l'm not going to let you ar.y more. Or a11ybod1 els,:. 

Interestingly enough the real life counterpart of 
Senator Norval Hedges was found in Congressmaa 
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Andrew May of the House of Representatives Military 
Mfairs Committee. May had "arranged" war contracts 
for Henry and Murray Garsson, munitions dealers, for 
a price. He was convicted of conspiracy to bribe along 
with the Garsson brothers, on July 3, 1947, after he 
had left Congress. On July 25 all three received federal 
court sentences of eight months to two years in prison. 

The charges against Representative May had been 
semi-public since the last year of the war and certainly 
Kanin knew of the incidents before he wrote Born 
Yesterday. Another certainty is that the publicity result
ing from the play helped bring the May case into a 
public court af ter a long period in which it had re
mained a hushed-up rumble. 

Before he wrote Bom Yestel'day, Kanin had never 
demonstrated a particularly acute political awareness, 
md bis work since his füst play has not stamped him 
as a formidable social thinker. His mind seems to re
spond to "timely" events with the same liberal suspen
sion of judgment which marks most educated Americans, 
and bis intellectual attitudes do not revea! either consis
tent or radical tendencies. He is another of the lukewarm 
group of American playwrights who !uve been overhon
ored in receiving the sophisticated tag, "ecletic." 

Doubtless he shows a strong sympathy for the 
underdog in The Rat Race and a strong dislike for heels 
and chiselers in The Live JVi1"e, but such liberal senti
ments make up a sum that is far from being a real 
social conscience. Perhaps, like Gassner, we should not 
ask more profundity from Kanin if he will repeat for 
us occasionally the laughs and the comic craft of Born 
Yesterday. He is essentially a man of the theatre (both 
the plus and the minus) and he is married to veteran 
:.ctress Ruth Gordon, who also occasionally writes plays 
of sentimental reminiscence like Yecn·s Ago and The 
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Leading Lady, both of which were directed by her 
husband. Her Over Twenty-One, 1944, was a big hit 
during the meagre wartime theatre seasons. Both mem
bers of the husband and wif e team have wide theatre 
and movie experience: 

After a slow start as Western Union messenger, Macy's 
clerk, vaudevillian, saxophonist, and bit player, following 
sorne study at the American Academy of Dramatic Arts, 
Garson Kanin developed meteoric qualities. He did not 
achieve any singularity as an actor, but he carne to the 
attention of George Abbot as a willing young man with 
a flair for staging. Mr. Kanin could not have had a better 
mentor in the field of directing than Mr. Abbot, with 
whom he was associated in the profitable ventures of T bree 
Men on a Horse, Boy Meets Girl, Room Service, and Bro
ther Rat.:. 

Sam Goldwyn, who has a keen eye for talent and backs 
his judgment with conspicuous action, brought the young 
man to Hollywood in 1937 when Kanin was only twenty
five and gave him an opportunity to familiarize himself 
with motion picture technique. R. K. O. allowed him to 
direct A Man to Remember, and Kanin became "the hoy 
wonder" of the Barbary Coast. Subsequently, he directed the 
Ginger Rogers picture Bachelor Mother, My Favorite lVif e, 
They K11ew What They Wanted and Tom, Dick a11d Harry. 
\'v'hen the war carne he enlisted as a private and emerged 
a captain. The army was astute enough to keep him to his 
last, and in consequence Kanin was able to direct numerous 
and valuable documentary films. He climaxed this phase 
of his career with The True Glory. 85 

... with her husband, the versatile Garson Kanin, Miss 
Gordon has produced two Broadway plays and written the 
motion pictures "A Double Life" and "Adam's Rib," 80 

Born Y esterday has been one of the greatest box 
off ice successes in the entire American theatre. It opened 
February 4, 1946, and closed Deceinber 31 1949, after 
1,642 performances. It has been played in translation 
in most of Europe and in Palestine. In the Russian zone 
of Germany it was given an enthusiastic production as 
"anti-American propaganda." The same tag was placed 

-83--



upen Miller's Death of a Salm11a11 when it was banned 
in tl:e American zone of Germany. Bom Y esterday had 
a run in the Teatro Latino which was comparatively 
long for Mexico City. 

The highly successful movie made from the play 
has increased its audience by millions of persons, but 
Judy Holliday's personal mannerisms are exaggerated 
and played up to the hilt for the closeui cameras so that 
Harry Brock becomes a mere supporting role and the 
movie-goer has no opportunity to become aware of 
Harry's "social hostility." Judy Holliday, on the strength 
of this one performance, will probably remain in Holly
wood to play "dumb broads" for long enough to acquire 
Jeveral swimming pools. 

Its effectiveness attested by the box office, Born 
Y esterday' s validity continues today when once again 
the United States is spending billions of dollars on a 
war and the Harry Brocks and the Senator Hedges are 
once more beginning to crawl out from under the rocks. 

Its social criticism has had a greater influence upon 
laugbing audiences because of the theatrical excellence 
of its form which, in addition, is well equilibrated with 
what the play says. If it had attempted to say more it 
might have become the domain of the armchair critics, 
but as it stands it is a magnificent piece of theatre. 
Atkinson compares it to Moliere's Le Bourgeois Gen
tilhom111e '" and it is in tl:e best of the comedy of 
manners tradition. This genre in the American theatre 
includes no play with a larger social meaning than 
that of Born Y esterday. 
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Chapter 3 

THE WAGE SYSTEM 

·w aiting for Lefty 

When the union's inspiration 
through the worker's blood shall run 

There can be no power greater 
anywhere beneath the sun . .. 

For almost a half-century these words have been 
sung as a prophecy, and the worker's blood has run 
in a fight for the right to strike as a means to bargain 
collectively with employers over wages and working 
conditions. The employer, on his side, has insisted on 
his right to bring in strikebreake:rs and thugs from the 
outside in order to liquidate what was once his working 
force. At first the fight was local, the company guards 
and the local police pounded and fired at the pickct 
line and terrorized the districts of working-class homes. 
Then, business control of state political machines permit
ted the use of the state militia for the work of the 
Pinkertons. The forces of the federal government were 
first used by President Cleveland to break the Pullman 
strike, and since then they have sometimes brought 
peace in a bloody stalemate between strikers and local 
police or militia, and sometimes brought certain defeat 
of an unbeatable strike. Under the Wagner Act of 1935, 
the federal government, to lessen nation-wide strike 
violence, guaranteed the right to collective bargaining 
and accepted the responsibility of strike arbiter. Today 
20 million organized workers once again find their 
right to strike removed by the federal government be-
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c?.use Robert Taft, Senator from Ohio, had the power 
at the end of thc second World War to turn the federal 
courts into the injunction-issuing agenéy which the local 
courts used to be. 

The American bourgeois, and with the name is 
included the Broadway theatre-goer, never did under
stand exactly what was going on between the workers 
who run the machines and the men who own them. 
The c;>wners and their press had convinced him that 
the workers wanted to bankrupt industry when they 
fought for a living wage and against the company store 
and company houses. Even the worker often did not 
understand the issue clearly until it appeared in his 
own backyard, especially after the American Federation 
of Labor had the militancy knocked out of it in 1911, 
when the MacNamara brothers were convicted of dy
namiting the Los Angeles Times. The periodic Congres
sional hearings of the charges against the Associated 
Press since the 62nd Congress have pointed out the 
agency by which the industrialists could keep the public 
from knowing what was going on at their plants during 
strikes. Upton Sinclair and John Reed, among others, 
were small voices crying out the truth against the sup
pression and falsification of strike news. The "big lie" 
thrived and continues to thrive, and there seems to be no 
medium of mass communications in which the worker 
and his union can receive a fair presentation of their 
side of the story. The "big lie" is exposed in a popular 
union song, the grimly exultant and ironic "Put It on 
the Ground" : 

Oh, if you want a raise in pay, 
Ali you have to do, 
Go and ask the boss for it, 
AnJ he will give it to you, 
Yes, he will give it to you, my bc.y, 
He will give it to you, 
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A raise in pay without delay, 
Oh, he will give it to you. 

Oh, put it en the ground, 
Spread it ali arot.nd, 
Dig it with a hoe, 
It will make your flowers grow. 

For men who own the industries, 
I'm shedding bitter tears; 
They haven't made a single dime 
In over thirty years; 
In over thirty years, my hoy, 
In o ver thirty years; 
Not one thin dime in ali that time, 
In over thirty years. , 

Oh put it on the ground, 
Spread it ali around, 
Dig it with a hoe, 
It will make your flowers grow ... 

The men who own the industries, 
They own no bonds and stocks, 
They own no yachts and limousines, 
Or gems the size of rocks. 
They own no big estates with pools, 
Or silken B. V. D.'s, 
Because they pay the working man 
Such fancy salaries. 

Oh, put it on the ground, 
Spread it ali around, 
Dig it with a hoe, 
It will make your flowers grow. 

The first chance the American theatre-goer had to 
hear labor's case against the bosses was at the November 
18, 1931, opening of Steel by John Wexley, the author 
of the previous melodrama hit, T he Last Mile, which 
protested against capital punishment. Steel, in a revised 
version, was also another "first" in 1937 when it ran 
from January 17 to June 5 as the first play produced 
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by a labor union (CIO) with worker-actors. In 1935, 
at the peak of unemployment, there was a rash of strike 
plays capped by the one we shall study in detail in this 
chapter, lfl'aiting for Lefty by Clifford Odets. The others 
were Let Freedom Ring by Albert Bein, a study of the 
mountain farmer made over into a textile worker, and 
Black Pit, called by John Howard Lawson the "most 
important effort ... in the field of proletarian drama." ' 
During 1936 and 1937 Clifford Odets wrote Silent 
Part11er, and in the latter year The Theatre Union pro
duced Lawson's Marching Song. 

Besides the strike plays, there were two stage protests 
against the judicial murder of labor organizers Sacco 
and Vanzetti: Gods of the Light11ing, 1928, and Jf/in
terset, 1935, both by Maxwell Anderson, the first in 
collaboration with Harold Hickerson. In 1939 carne a 
protest against the academic repression of a prof essor 
who read Vanzetti's letters as a part of his literature 
course, The Male Animal by James Thurber and Elliot 
Nugent. We shall not study any of these last three 
plays because they cannot stand in comparison with 
Jf,? aiting f or Lefty and, secondly, becausc too much 
space would have to be wasted in a useless refutation 
of those who insist that Jf/interset is far superior to 
Gods of the Light11i11g. (It is superior only in the sense 
of its having a higher altitude, closer to the clouds.) 

If Wcxley's strike play began a new kind of play
writing, Odet's Jf/aiting for Lefty opened an era of 
labor theatre, complete with designers, actors, writers, 
directors, technicians and a11dience. Harold Clurman, 
director of Group Theatre, describes the opening night 
of Odet's play with these words: 

Sunday night, January 5, 1935, at the olJ Civic Repertory 
Theatre on Fourteenth Street, an event took place to he 
noted in the annals of thc American theatre. The cvening 
had opencd with a mildly amusing one-act play by Paul 
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Green. The audience, though attracted by the guest appear
ance of a good part of the Group company, had no idea 
cf what was to follow. 

The first scene of Lefty had not played two minutes 
when a shock of delighted recognition struck the audience 
like a tidal wave. Deep Jaughter, hot assent, a kind of 
joyous fervor seemed to sweep the audience toward the 
stage. The actors no Jonger performed; they were being 
carried along as if by an exultancy of communication such 
as I had never witnessed in the theatre before. Audience 
and actors had betome one. Line after line brought ap
plause, whistles, bravos, and heartfelt shouts of kinship. 2 

Toward the end of Spring, 1935, the play had e~ 
ried the entire nation ahead of it. Four n:w region:,!. ~- · :'\ 
theatres of the Group had been founded m order to· · . 
show Lef ty. Clurman states that there were more than 
90 simultaneous productions: 

Ali in ali, Lef ty was being done in sorne sixty towns 
which had never before witnessed a theatrical performance. 
Thirty-two cities were seeing the twin bill of Lef ty and 
Till the Day I Die at the same time. 1 

In truth it was a play which expressed the aspirations 
of the pe9ple, and its prestige grew with the prohibitions 
and arrests for "profanity" and "illegal assembly" in 
Philadelphia, Boston, New Haven, Newark, Dorchester, 
Chelsea and Roxbury, and with the beating of a Califor
nia director by the Bund fascists after the presentation 
of Till the Day l Die. 1 

Lef ty loses much of its theatrical impact when read 
in the calm of the library. lt is almost certain that the 
intellectual, first becoming acquainted with the play 
through reading, would judge it "interesting, but noth
ing great." But if he first sees it in the theatre, he is 
conquered by a stage magic which makes him think 
during a short and pleasant lapse that the fight of the 
cabbi<:3 in Lef IJ is his fight. He does not recover bis 
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accustomed calm until he leaves the theatre and calls 
a cab. Then, his madness passed, he rides home without 
saying a word to the real-life cabby in front of him. 

The formal analysis of Lefty reveals that it has two 
genres: the drama of thesis, and the protest play. The 
passion it contains overcomes the mixture of two genres 
adapted to opposing major style currents and causes 
a dominance of the protest play genre, and with it the 
romantic style, over the thesis play genre. It is the best 
protest play included in the present study. Among its 
interna! "flashback" scenes are included various plays 
( and genres) within the larger play. For example, the 
two scenes with women characters are of the genre of 
the sex problem play, and the scene between Milkr and 
Fayette is a small action melodrama. In later work5 
Odets has used over again all of these genres, plus that 
of the middle class problem drama, and he, at times, 
even approaches the tone of the sentimental retrospect 
genre. 

Le/ ty is in one act but is divided into eight episodes. 
There is only one curtain, after the last episode. 

Opening Episode: On stage as the curtain goes up 
are the members of a workers' committee and the head 
of the union, Harry Fatt, who is addressing the audience, 
attempting to convince them that they should not strike. 
Voices from the audience answer back and ask severa! 
times, "Where' s Lefty ?" They want to hear from the 
committee members, the first of whom to speak is Joe. 
He tells them first that he does not know where Lefty 
is but he knows Lefty has not run out on them. Then 
he tells how his wife convinced him they should strike 
and the scene shif ts to ... 

Episode of / oe and Edna: Joe comes home from 
work to find the furniture all gone because the payments 
were not made. He and Edna argue because they are 
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tired, hungry, and have two children to feed and clothe. 
She suggests that the cab drivers strike and threatens to 
leave Joe if he does not do something, even though it 
may be dangerous as he tells her it would be. He decides 
to go see Lefty, leaving Edna triumphant. 

Lab Assistant Episode: Fayette, an industrialist, ·¡s 
offering Miller, a lab assistant, a twenty-dollar raise, 
switching him to a new laboratory to work with a very 
important chemist, Dr. Brenner, on poison gas. Miller 
is shocked and begins to think of his brother and two 
cousins killed in the last war but Fayette tells him the 
12 million men killed and the 20 million wounded or 
missing were not their worry. "If big business went 
sentimental over human life there wouldn't be big 
business of any sort !" When he asks Miller to write 
a weekly report on Dr. Brenner's activities, however, 
Miller refuses, thus losing his raise and his job, and 
ends the interview by hitting Fayette in the mouth. 

Episode of the Young Rack and his Girl: Florence's 
brother, Irv, is trying to convince ~er that she should 
not see Sid any more. She and Sid have been engaged 
three years, but he does not make enough as a cab driver 
to permit him to marry. Sid comes in, they talk of their 
plight and the possibility of going off together, but 
they decide the cards are against them. 

Labor Spy Episode: Fatt introduces Tom Clayton 
who has had practical strike experience at Philly. Clayton · 
tells them that Fatt is right, the time is not ripe for a 
strike. A voice from the audience tells him to sit down, 
accuses him of being a company spy, and finally exposes 
him as his "own lousy brother," Clancy, not Clayton, 
who then "scrams down center aisle." 

Y oung Actor Episode: • He is waiting to see a thea
trical producer. The stenographer is sympathetic, and 
she urges him to say that his work in stock was work 
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in New York theatres. The producer emerges from a 
hot bath and determines that the young actor will not 
do because he is not the "type" for a soldier's part. 
As the actor is leaving the stenographer off ers to loan 
him a dollar. "One dollar buys ten loaves of bread, 
Mister. Or one dollar buys nine loaves of bread and one 
copy of The Communist Manifesto." 

Inteme Episode: Dr. Benjamin (one of the com
mittee members) is being replaced by the incompetent 
nephew cf a Senator in tl·e performance of a ditficult 
operatbn. He is also told by Dr. Barnes that the board 
has found it necessary to close another charity ward 
and to cut clown on the staff. Although Benjamin has 
seniority, he is a Jew, so he was chosen to go. He tells 
Dr. Barnes he has thought of going to Russia to work 
in socialized medicine but has decided bis work is in 
America, and that he will have to get sorne kind of a 
job to keep alive-"maybe drive a cab" ... 

Closing Episode: Once again at the union meeting. 
Agate is speaking about union officers and about bis 
union button which he cannot wear because it has burnt 
itself up blushing in shame. Fatt and the gunmen on 
the stage handk him roughly to silence him, but the 
committeemen protect him as he urges the workers to 
fight for their rights, to strike, and not to wait for 
Lefty. His speech is interrupted by a man who comes 
running in to say tl:ey have just found Lefty "behind 
the car barns with a bullet in his head !" Agate cries 
to the crowd, asks them what their answer is, and l:cars 
the workers shout over and over again "STRIKE !" 

The play moves through brusque contrasts of 
rhythms, even more than Bury the Dead, which give a 
general eff ect of violence. In linear terms, the movement 
is composed of intersecting diagonals. The tempo is 
"swift" • and, in addition, therc is an even more rapid 
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artificial velocity which is imparted by the terrible 
sincerity of the characters in their "increasingly explicit 
statement of revolutionary protest." • .All the scenes are 
"prestissimo" except those of Dr. Benjamin and of the 
Young Hack and his Girl. In these the tempo is slower 
but the same urgency is dominant. The sexual emotions 
are those of repressed Ionging which only the future 
may define, but in the conflict of Joe and Edna there 
is the suspense of Edna' s terrible threat which introduces 
the violent climate of the interna! scenes. 

The principal structure is an "envelope" like the 
one of B11ry the Dead which we discussed previously. 
It opens and doses the play and contains the five flash
back scenes divided by blackouts . .A sixth interna! scene 
which is not a flashback, but rather an added part of 
the envelope, gives Lef ty a structural reinforcement 
which the anti-war play does not have. This scene, the 
Labor Spy episode, falls between the third and fourth 
flashbacks and returns the action for a moment to the 
union hall and the present in order to reestablish the 
identification of the audience with the characters. 

The action • is greatly compressed in the resolution, 
the final part which Price calls t1-,e "result of the 
action," but it can be contained, despite this fault, 
within Price's proposition: 

A. Taxi drivers await the word of their Jeader lefty 
in order to begin a strike even though the head~ of their 
union are gangsters sold out to the owners and the· police .. 

B. Flashbacks revea) the privations in the lives of the
drivers caused by an economic crisis. 

C. The cabbies Jiscover a spy who has sneaked in to· 
sabotage the strike and they discover lefty has beE;n· mur
.dered either by company thugs or those in. tl,ieir own union. 
They declare the strike. · .. · · · ·' 
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There is the combination of an interior with an 
exterior line of action: the outer one as extrovert as in 
an action melodrama, and the inner one expressive of 
all the doubts of the economic sy~tem and of all the 
conflicts én the breast of the worker dispossessed by 
one of the periodic relapses of big business. The two 
lines seem one, thanks to Lhe magnif icent fusion given 
them by the dramatist's passion. 

The welding of so intense an inner line to an outer 
action is found, so far as the present writer knows, only 
in some primitive rituals and in a great religious ·play. 
Severa[ writers have noted the almost religious scnse in 
Odets' work. among them Gagey: 

1:1:! yourself, lead your own life-he seems to say-give 
in to (ove but don't allow it to interfere with your mission; 
protest against poverty and social evils, and unite with 
others in creating a better world. Through love, self-ex
pn.:ssion, anJ rebellion Odets· d1aracttrs are <lrivcn to per
sonal conv~rsion-not unlikc rcligious conversion in it, 
intensitv--which leads to full realization or to action. This 
is chacicteristic of the reforming movement of the thirties 
and rather than strict i<leology accounts for mud1 of the 
l~fttsrn in Odets' plays. • 

Lawson also comments on this quality in Jf/ ailing 
far Leíty which he considers a failing. though. at the 
same r.ime, a source of power: 

Odets' conception of soda! change is still somewhat 
romantic; it is seen as a vast fon:e, the recognition of 
whtch constitutes a per~onal regeneration. Thus he perceives 
thc moment of explosive anger, of realization and con
verúon. lndeed 1f'/ aiti11g for Left}' is a study in conversions. 
This is the sou_rce of its power. But Odets will undoubtedly 
go hevond this to mastery of more profoun<l and more 
su.staim:d conflict. 10 

fo tht production of Le/ ty there is no set; the stage 
copies the platform of a union hall. The text specifies 
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only " ... a bare stage. On it are sitting six or seven 
men in a semi-circle ... a. committee of workers." The 
flashback scenes take place in a lighted area ·between 
the committee and the audience while the committee 
members remain seated in the shadows. All the technical 
resources are simple and economical. The atmosphere, 
dominated by the force and directness of the committee 
members, is one of violence and of just-awakening 
strength which adds all the more to the violence. Much 
of the effect of the play would be lost in a luxurious 
or baroque theatre. Much better is a simple and even 
poor theatre, and in fact the best place to stage the 
play is in a union hall. 

The characters, except for Grady and bis stenogra
pher, Fayette, Dr. Barnes, Fatt and bis gunmen, are 
taxi drivers and their women. Toree of the drivers were 
previously of the middle class, chemist's assistant, actor, 
doctor, and only to this extent is Lawson's generalization 
valid: 

But here we have a militant strike committee made 
up largely of declassed members of the middle class. One 
cannot reasonably call these people "stormbirds of the work
ing class." u 

At the same time there is no reason that such people 
would not be found on a militant strike committee. 
They have been forced into work with a starvation wage 
after having been fairly well paid. · Two of the three 
men have additional grounds for holding ideas of the 
militant left; they lost their previous jobs as a result 
of race discrimination and war-mongering. The actor's 
motives ar( less clearly defined, but it must be remem
bered that the episode in which he figures was left 
out of the first popular edition of Odets' plays, which 
was perhaps the playwright's recognition of the weakest 
scene in W aiting for Lefty. The slogans which the 
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stenographer fires at the actor as he is leaving and the 
one) "Stormbirds of the working-class," at the end 
of the play lack a development leading up to them. 
Thcy are ' not cumulatively logical, not based on flesh
and-blood realities." '" This however is a failure of 
particular bits of the dialog, and not one of the char
aderization in the basic action. We can reasonably 
expect to find the come-down romantic bourgeois on 
the strike rommittee, and find him militant. We are 
less apt to find him eloquent or find him on the comer 
distributing Marxist leaflets. 

The cabbies are ali "positive" characters and re
ceive life, warmth and truth from the dramatist's sym
pathy. Their manntr of thinking is pragmatíc. "' 

The "negativt" group, among them Fatt, Fayette 
and the 6runmen, " are mostly "types" rather than "char
acters," and Grady and bis stenographer are "silhou
cttes," following Usigli's three-part dassification. 

The historical style of Lefty, naturalistic, is a sub
style of the romantic, one of three great style currents, 
the other two being the classic and the popular or 
"realistic." In Lefty there are also conventional elements 
from the popular style. Clurman "· and Gagey '" say the 
play was ronceived by Odets upon the model of the 
minstrel show, one of the most popular and convention
al American freatre forms. With such an economical 
structure, Le/lJ, dedicated to another end, might have 
endtd up as conventional theatre in the popular style, 
but it is a protest ( always romantic) and the union of 
tl:e audience with the actors creates a complete stage 
illusion which makes the dominant style naturalistic 
and "romantic." 11 

The style of Lef ty is the same one used by Odets in 
bis later works, but these fall into the persistent trap 
of romantic American symbolism or relax into romantic 
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reminiscense. They get misty through a lack of the 
urgency and passion which unify Awake and Sing and 
W aiting for Lefty. 18 

We can note historically the progression of the so
called workers' drama from the romantic style through 
the popular, and it may be expected to arrive at a def
inite af firmation in the classic style. It began every
where as protest drama because it carne from outside the 
dominant social classes (Gorky's plays and stories are 
good examples) and in the young Soviet theatre we 
no longer see the romantic protest but rather a roughly 
finished popular drama which seeks to create social types 
and to approach the proverb in the pithiness of its com
monsense instruction or thesis. A classic Soviet drama 
need not be expected as long as its leaders and artists 
feel their country is in danger from its capitalist and 
imperialist neighbors. 

The American workers' theatre has been romantic 
during all of its protest phase, but there seems to be a 
tendency in that part of it which has accepted the Marx
ist perspective or vantage point to incorporate sorne 
few formal elements of the popular style in creating 
worker types and to present a "show how" thesis as 
well as a protest, a solution as well as a problem. There 
is in the labor theatre for the moment a still dominant 
romantic style with secondary borrowings from the 
popular style. A purer popular style is found in regional 
dramatists, mainly from agricultura! areas, but there is 
no reason to expect such a style in the proletarian dra
ma until the working class becomes dominant in th~ 
United States. 

One of the greatest formal triumphs in Lef ty is its 
dialog. Atkinson describes it as of "uncommon 
strength." 1• Clurman calls it a new kind of dialog and 
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recognizes an antecedent for it in John Howard Law
son's SucceJS Story: 

Jt was Lawson's play that brought Odets an awareness 
of a new kinc.l of theatre dialogue. Jt was a compound of 
lofty moral feeling, anger, and the feverish argot of the 
big city. lt bespoke a warm heart, an outraged spirit, and 
a ruugh tungue. "' 

The dialog of Lefty satisfies all four of Lawson's 
theoretical requisites: compression, color, clarity and nat
uralness. Gagey speaks of Odets' "great gift for stage 
dialogue-crisp, dramatic, humorous. Odets' humor is 
rarely contrived or factitious but arises naturally out 
of character." "1 

The cabbies in Lef ty do not speak the language 
of the street, nor do they speak like poets, but neither 
do they speak like dedassed bourgeois, as Lawson main
tained. They speak like very romantic workers, edu
cated workers of conscience and refined f eelings. Their 
passionate eloquence of words and action is rarely found 
in the midst of misery. They speak wbat must be the 
new and literary language of the idrnl worker, the 
lexicon written by Lawson and the grammar by Odets. 

The two formal elements of action and dialog carry 
the strongest emotions in the play; both are colored by 
lhe convittions of the dramatist who stands just beyond 
the lights. The characterization, although not weak, is 
less compelling. 

The antecedents in theatre history for the forms 
uscd in üfty are chiefly American: Toe mi!"}strel show 
derives its type characters from the regional hwnorists 
following the Civil W ar and becomes an independent 
popular theatre toward the end of the nineteenth cen
lury; the envelope comes from Walt Whitman's poetry 
and was also used in Schlumberg's Mirade al Verdun, 
presented in trnnslation in New York in 19 31; the flash-
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b_ack was used for the first time in the American 
theatre in 1914 when Rice's On Tfial was staged. 

The only symbolism in Lef ty grows toward the end 
of the play when the local strike begins to suggest a 
larger revolution. It becomes, in fact, a call to all work
ers to put down their oppressors and to seize with 
their own hands a decent life for themselves and their 
families. In this suggestion líes the power of the play. 
Lawson says, "The emotional tension mounts as the 
play proceeds: this intensity does not spring from the 
action, but from the increasingly explicit revolutionary 
protest ... " 22 In the middle of a total depression, eco
nomic and mental, Lef ty was received by the worker as 
a vision of truth and hope. 

The literal meaning of the play is obvious and can 
be stated as a thesis: the militant worker, through the 
strike, and only through the strike, can hit his oppres
sors in the only place they are sensitive, in the pocket 
book, and can win fair pay for his work. 

Except for its subjectivity, Lef ty has much in com
mon with the "learning play" which gives an example 
of an action and demonstrates the manner for carrying 
it out: workers win out over company spies and infil
trated gangster leaders who are sold out to the owners; 
once the agents of their masters are defeated, the work
érs go on strike to win for themselves a larger part of 
what they produce. 

The meaning is clearer if we know that at the time 
Lef ty opened there were strikes in nearly all of the 
48 states. The "economic crisis" had become an employ
ment crisis, and the economic ills of free enterprise 
which the Roosevelt administration had been trying to 
doctor since it carne into office had reached their grav
est stage. As the workers had become hungrier, the 
employers, police and state guards had become tougher. 
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fo 1935 tr.e end-point had been reached; the worker 
could take no less and he was willing to f ight. The 
nation-wide f ight of that year was won by labor, and 
from that fight carne an unprecedented growth in the 
power of organized labor which was stopped only with 
Roosevelt' s death. 

The immediate results of the workers' victory were: 
( l ) the W agner Labor Relations Act in the summer 
of 1935 which recognized the legal status of the unions 
and the right to strike and which established the ser
vices of thc government as a third party in disputes be
twcen industrialists and the unions, guarantecing, at th~ 
same time, fr,:c elections among the workcrs to choasc 
their labor organization; (2) the founding in No
vember, 1935, of the Committee (later Congress) of 
Industrial Organizations whirh began as a cluster of 
militant unions; (3) the victory of tl·e ero over big 
steel in March. 19.H, and latcr over little steel, marred 
by the policc massacre of worker,; at Republic Steel in 
Chicago on Memorial Day, 19?,7. 

Leftj' was born then, during the turbulent period 
which produccd a great virtory for tbe worker lasting 
until the end of the second World War when the Taft
Hartley law and thc patcnt re:lction in the CIO demon
strated the new strength of reartionary industrialists. 
thanks to thc millions of dollars they had gained during 
the war. Le/ I) was directly inspirc:d by one of the "more 
violent'' strikc., of thc New York taxi drivers in Feb
ruary, I93'i, which received a great deal of attention 
in the New York newspapers. It was a small fight 
fought in the very thick of a m:ijor battle. 

Meanings secondary l'J tl e strike cal! are found in 
four of t.he five flashback sn::1es, two of the four being 
very similar. The first reveals the sterile life of a 
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married couple living in misery, and the threat of the 
wif e to le ave with another man if her husband does 
not get more money for his family. The second shows 
a chemist, an idealist, who refuses a job on poison gases 
and starts work as a cabby. Love which cannot be re
alized because of a lack of money appears again in the 
third scene; the young hack and hi; girl cannot marry 
until he makes more money. T!:e last scene shows a 
doctor who has to leave his profession to work as a 
cabby because of racial discrimination and nepotism, 
the two aggravated by economic crisis. The four scenes 
express problems which wcre w1iversal in the United 
States in 1935. Two of them, war and racial discrimi
nation, are so important that they have received the 
attention of an entire gcm:ration of playwrights of so
cial protest and are the subject of two chapters in an
other part of this study. The urgency of the problem of 
the other two scenes, "the economic base for love," is 
still reflected today in a popular saying, heard in 1950, 
among the waitresses of California: "He's a good kid, 
but a dollar short." 

The materials ripe in social conflict which Odets 
chose to include in Lefty would seem to indicate a 
radical frame of thinking in the young dramatist, but 
the term radical specifies only thinking which is "ori
ginal" without excusing it from the prerequisite of 
being clean cut. It is doubtful that any writer of pro
tests can qualify for the adjective. A good example, 
again, is Maxim Gorky, whose incurable romanticism 
kept him in difficulties with the young Soviet Union. 

Odets took from Marxism, in many ways a romantic 
movement, all that a romantic and intellectual bour
geois could take in order to furnish his social "diag-
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'ncsis", with the two principal directions w~ich Gassner 
observes: 

... his diagnostic philosophy was 5Ímple enough. It 
wnsisted of two main principle:s: the inueasing proletari
anization or awakening of tht middle dass and the growing 
insurgency of tht working dasses. The first diagnosis ap
peared in his earliest play lViúti11g jor Lcfty ... The theme 
rt:a¡:,ptareJ in .. . Paradiu Lo.11 .. . A, for tht playwright's 
t, ibute to the growing militancy of tht working class, it 
i~ to be found in the genc:·ral situation of 1F'.1ili11g f or Lef IJ 
which rtveals senral workers driven to rebellion ... 28 

But we fall into error if we think, as many critics 
of the reactionary press did in the 30's, that Odets ex
pressed a Communist or even Marxist doctrine. Per
haps he participated in the aspirations of Marxism, as 
did a large part of the American working dass in 
1935, but he did not participate in its methods or its 
doctrine. Clurman explains that "Perhaps Odets pri
vately harbored the belief that socialism off ers the 
only solution for our social-economic problems," .. 
but he goes on to refute any political connection be
tween Odets, bis intimate friend, and Marxism: 

Odets' work from the beginning containcd "a protest that 
is also prophecy·· ... But there was rarely any expression of 
political consciousness in it, no deep committment to a 
wherent philosophy of life, no plcading for a panacea ... 
Odets' work is not cven proletarian in the ser.se that Gorky's 
work is. Rather it is profoundly of the lower middle class 
with ali its vacillation, dual allegiance, fears, groping, self
distrust, dejettion, spurts of energy, hosannas, vows of 
conversion, and prayers for rtlease. "" 

Gagey is of the same opinion as Clurman. "For ali 
his lef tist ties and sympathies Odets was by no meaos a 
complete or c.onsistent Marxist." "'' And despite Krutch's 
firm declaration of Odets' "definite conversion to 
Communism" 2; after he finished Au,ake and Sing and 
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before he wrote W aiting for Lefty, no one who has 
read Marx can call Odets a Marxist. (Walter Winchell 
gave up trying to get "the party line" from Odets and 
decided to get it directly from Joseph Stalin). 

There is no doubt that Odets in 1935 was roman
ticall y rebellious enough to warrant Luther Adler' s com
rílent after reading Le/ ty, " ... the Group has produced 
the finest revolutionary playwright in America." 28 Odets 
was sincere, but a bourgeois, and after going to Holly
wood to write for the movies he lost the association 
( with Group) and the purpose which had made him 
the hope of the American theatre. Bentley is only one 
of severa! who have lamented Odets in Hollywood. ª 

Odets never worked; he was a student, "invisible 
actor" with Theatre Guild, actor of more importance 
'with the Group, and playwright. And with good reason, 
as we noted before, he returned in his later work to 
bourgeois reminiscences. Lef ty was the happy result of 
the combination of a general economic crisis with an 
emotional crisis of Odets. Clurman speaks of sorne of 
the inquietudes confided by Odets: 

He did speak to me ... about his present state of mind, 
the feeling the times evoked in him. He wanted comrade
ship; he wanted to belong to the largest possible group of 
humble, struggling men prepared to make a great common 
effort to build a better world. Without this, life for him 
would be lonely and hopeless. In the Group Theatre he 
had Í'lund kindred spirits, intellectual stimulation. But wc 

,were artists. Now he felt the need to share bis destiny 
with the lowliest worker, with those who really stood 
in the midst of life ... He was driven by a powerful emo
tional impetus, Jike a lover on the threshold of an elopc
ment. 30 

And Odets himself confessed of bis first six plays 
that "Much of them was felt, conceived, and written 
out of a personal need." 11 In ali of this thcre is the 
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verification of what Lawson sees in Odcts, "a mode of 
thought which accepts emotional drif t as a substitute 
for rational causation." .., Odets drifted into the Group 
Theatre, became a playwright, and then drifted away 
to Hollywood. 

Denying a measure of consistency to its author does 
not deny the importance in its time of his best play, 
foc W aiting for Le/ ty begins, without exaggeration, tllf 
period of maturit_v of the American social protest theatre. 
Clurman's comment on the opening of the play indicates 
its immediate effect upon the American people: 

... with a spontaneous roar of "Strike ! Strike !" it 
was something more than a tribute to the play' s effective
ness, more even than a testimony of the au<lienn:'s hungt~ 
for constructive social action. It was the birth cry of the 
thirties. Our youth had found its voice. It was a cal! to 
join the gooJ fight for a greater measure of life in a 
world free of economic fear. falsehood, and rraven ser
vitude to stupi<lity and greed. "Strike !" was Lefty' r lyri, 
message, not alont for a few extra pennies of wages or 
for shortc:r hours of work, strike for greater dignity, strike 
for a bolder humanity, strike for the ful! stature of man. 

The audience, I say, was delirious. lt stormed th~ 
stage, which I persuaded the stunned author to mount. Peo
ple went from the theatre dazed and happ)': a riew aware
ness and confi<lence had entered their lives. '·' 

Clurman's picture is impressionistic, perhaps. but so 
was the audience, and the effect of the play was that 
of an electric shock. There has probably not been a 
play since the opening of Hugo's Hema11i which 
caused as much furor in the theatre as Lefty. Although 
Gagey criticizes it for its lack of subtlc:ty, " Krutch 
gives an unequivocal answer, ''there is no denying its ef
fectiveness in achieving ali it sets out to achieve." .. 
The ideas of Americans were not subtle in 1935. The 
people waited for a work with something to say, a play 
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like Le/ ty in which "the points are made, one after 
another, with bold simplicity." 111 

Nor is there any doubt that the people learned well 
the lessons which Lef ty and other !1)ilitant plays taught. 
Under the Wagner Act they knew how to win the re
cognition of their unions and the right to strike, and 
in the benighted states they knew how to continue dying 
at the hands of the National Guard, the Cossacks and 
other provincial police "bought and paid for" by the 
industrialists. And during the second World W ar even 
thc reactionaries and gangsters had learned something 
of Lef Jy' s lesson. When powerful John L. Lewis and 
his miners dared to strike in wartime, no reactionary 
dared to employ the old resource of the rifle and the 
government uniform. Today the worker, to regain what 
he has lost since Roosevelt's death, will have to fight 
harder than ever. As long as there are industrialists, the 
fight against them is eternal, this we hear repeated in 
the union song "Joe Hill," which commemorates thc 
pioneer workers' songwriter who died from a rifle hall, 
saying "Don't mourn for me. Organize." Joe Hill has 
become the unquiet spirit which haunts complacent 
un ion officers: 

I dreamed I saw Joe Hill last night, 
Alive as you and me, 
Says I "But Joe, you're ten years dead" 
"J never died" says he, 
"J never died" says he. 

"Salt I.ake Joe, by God" says I, 
Him standing by my bed, 
"They framed you on a murder charge," 
Says Joe, "But I ain't dead," 
Says Joe, "But I ain't dead." 

"The copper bosses killed you, Joe. 
They shot you, Joe," says l. 
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"T:ike., more than guns to kili a man," 
S:iy, Joe, "J didn't. die." 
S:1y; _íoe, "J didn't die." 

AnJ stJoding there JS big as life, 
An:J smiling with his eyes, 
Joe s.iys, "What they forgot to kili 
Went on to organize. 
"'' ent on to organize ... 

"Joe Hill ain't dead," he says to me. 
"Joe Hill ain't never Jied. 
Where workingmen are out on strikc. 
Joe Hill is at their siJe. 
Joe Hill is at their side." 

"from S:in Diego up to Maine, 
In every mine and mill 
Where workers strike and organize. 
lt's there you'll finJ Joe HilL 
It's there you'll find Jote Hill." 

Lef IJ is significant, not only in the United States, 
but also in the workers' theatre in the rest of thc world, 
and there is sufficient reason to believe it will take its 
place as a landmark of an cpoch in the history of world 
theatre. The impact of the play, even in translation, is 
demonstrated by an incident in Mexico, where it is 
presented occassionally for unions by the experimental 
group, Teatro de Al'le de Mexico, directed by Lola 
Bravo. Although Mexico is barely beginning to be in
dustrialized, the spontaneous and powerful reaction to 
the first presentation of Lefty at a workers' meeting was 
reminiscent of the opening in the United States. When 
the Company Spy fled down the aisle, a worker leaped 
up and pummeled the unfortunate actor. One thinks 
immediately of the opening of Gorky's Children of 
the S1111 in 1905 when the members of the audience 
pulled out pistols on the entrance of the armed "mob" 
of extras. Today Lefty is presented to workers in Mex-
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ico only after a curtain talk in which it is explained 
that ali characters are completely fictitious. 

In the same way that Odets' plays can be recognized 
as the main ímpetus in the growth of the· Group The
atre, these plays, especially W aiting for Lefty, are re
sponsible as well for the creation of a mature theatre of 
social protest in the United States. A theatre of suf
ficient artistic quality, with wider horizons than _the 
agit-prop play of instantaneous communication which 
preceded it A theatre first theatrical and afterwards 
social which can show ( where it is most difficult, in 
the boxoffice) the public' s respect for the art and the 
content of the production. 

Lefty is the best of Odets' three plays of protest. 
Si/e,¡/ Partner also studied a strike, but with less art, 
and Awake and Sing showed the proletarianization of 
the middle class. The last of the three was the most 
highly praised by the critics. Ali are still valid and sig
nificant toda y, but the two which followed Lef ty on 
stage could not repeat the illusive miracle of the first. 

The equilibrium of form and content is the final 
proof of any great work, and it is effected in W aiting 
for Lefty by the use of new forms for presenting so
cial content and by the passion of the dramatist. Krutch 
intelligently discusses the place which Lef l_y has in the 
American social fheatre: 

Innumerable other "proletarian" dramatists have tried 
to do the same thing with far less success. Sorne of them 
got bogged clown in futuristic symbolism which could not 
conceivably do more than bewilder "the worker"; others 
stuck close to the usual form of the drama without realiz
ing that this form was developed for other uses and that 
their attempt to employ it for directly hortatory purposes 
can only end in what appears to be no more than ex
ceedingly crude dramaturgy. Mr. Odets, on the other hand, 
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here made a dean sweep of the wnventional form along 
with the conventional intentions. He boldly accepts as his 
scene the very platform he intends to use, and from it 
permits his characters to deliver speeches which are far 
more convincing there than they would be if elaborately 
worked into a conventional dramatic story. Like many of 
his fellows he had evidently deciJed that art is a weapon, 
but unlike many who prodaim the doctrine, he had the 
foil courage of his conviction. To others he left the some
w hat nervcus Jc-termination to prove that direct exhorta
tion can sumehow be made compatible with "art" and that 
"revoh;ú,nmy" plays rnn be two things at once. The result 
of his Jvwr.rightness was success where most of the others 
had failc-d. e; 

In Lefty we ha\'e an American dramatic archetype 
which serves as a me:asure of the equilibrium in other 
romantic plays of protest. There are similar American 
archetyrts, outside the theatre of social protest, for the 
dassic style in Thornton Wilder's Our Town and for 
thc popular style in the best of the plays about negro 
life, Green PaJl!aes and R1111, Lillle Chillun. None 
of them is without extraneous stylistic elements, but 
for the moment they ser\'e for making comparisons 
within each of the three styles in the American the
atrc. 

Le/ ly, perhaps, serves even as one of thc points of 
reference for the entire romantic theatre current in 
the Occidrntal wlture. 
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Chapte,· 4 

THE TECHNOLOGY MYTH, 
THE SELLING CUL T 
AND THE SUCCESS MYTH 

The Adding lviachim 

Death of a Salesman 

T HE PLA YS which we will study in this final 
chapter are those challenging the American myth which 
has two principal aspects: the machine and success, The 
myth is most easily recognized in its caricatured form, 
defended in the Hearst press and, in the Congress of 
the United States, by the House Committee on un Amer
ican Activities. The first play which we will study, 
Elmer Rice's The Adding Machine, 1923, is the first 
attack on the "American way" and marks in ma;iy 
ways the beginning of t.he social theatre in the Uni, 
ted States. It emphasizes more the mechanization asp,ect 
than the success myth as does Maxwell Anderson's High 
1'or, 1937. The companion in the world of ideas to 
mechanization is "intellectualism and mechanistic sci
ence" which Anderson's Key Largo, 1939, attacked for 
its "failure to provide moral ideas." 1 John Howard 
Lawson's satire on the bourgeoisie, Roger Bloome1', 1923 
touches at times the success ideal but is mostly concerned 
with love, dreams, death and poison. The first 
really concentrated attack on American "success" is 
that of Co,msellor At Law by Elmer Rice, 1931. John 
Howard Lawson follows in 1932 with Succeu Story. 
Doth have been superseded artistically by Arthur Miller's 
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Death of a Salesman, 1949, which will also be studied 
in detail in this chapter. 

The Theatre Guild, which began immediately after 
the first World War its attempt for an art theatre in 
New York, presented what its directors considered the 
best of foreign plays before houses sold in advance 
and, at the same time, tried to encourage native Amer
ican writers for an art theatre. Por its American plays 
the Guild took its cue from the active Provincetown 
Players, who had blessed the young Eugene O'Neill and 
the poetess Edna St. Vincent Millay with productions 
of short plays. The poetess' one-act Aria Da Capo, 1919, 
is probably the first outspoken play of social protest 
in the United States. • This first twinge of social con
science the Guild chose to represent in 1923 with The 
Adding Machine of Elmer Rice. Only such a powerful 
institution as the Guild could have presented on Broad
way a play with so many radical innovations. It was 
"tnore an artistic than a popular success." ª 

The first impression of the play is that its fantastic, 
jangled action reproduces the bedlam of the American 
life at the service of business. The Adding Machine 
bites deeply and savagely, and from the biting and the 
~angling come the most prominent emotions of the 
play. Ludwig Lewisohn describes the audience at the 
opening: 

Mr. Rice's vlsion of the world may infuriate you. There 
were people behind me at the Garrick who first grumbled 
and then cursed politely. You cannot miss it; you cannot 
w ithdraw yourself from its coherence and completeness. • 

The obvious form is that of a social protest play • 
in seven scenes without act divisions. But for our study 
"of form we must first know more about what occurs 
during the course of the action .. 

Scene 1: Zero is in bed and Mrs. Zero keeps up a 
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steady monolog to him as she prepares for bed. She 
complains about the movies, how she' d like to get to 
see them before they are censored, how she wishes 
she' d not married Mr. Zero because he is still a book
keeper as he was 25 years ago when they were married. 
She speaks of someone merely as "she," who is not 
there anymore, walking around at night, someone who 
has evidently received a six-months sentence. "The dirty 
b11m! The idea of her comin' to live with respectable 
people." As Mrs. Zero climbs into bed she warns her 
husband he' d best not be taking up with any other 
woman. 

Scene 2: Zero is seen working with Daisy Diana 
Dorothea Devore, addíng numbers in an office. They 
talk and each carries on his own conversation with 
himself regardless of what the other is saying. Daisy 
complains because Zero bosses her around. Zero speaks 
of "her," wondering what she will do when she gets 
out of jail. Daisy talks of suicide but can figure no 
way out. Zero considers killing his wif e, then decides 
maybe she will die soon anyway. Daisy wishes bis 
wife would die so they could get married, but Zero 
thinks Daisy would be as bad as his wif e. He talks 
then of how he' s going to get a raise from bis boss 
while Daisy muses about kisses in the movies. When 
the whistle blows, Daisy leaves and the Boss comes in 
to ask for Zero. He tells Zero they are getting adding 
machines to do bis job so that he will no longer be 
needed. Zero sees red, then everything blacks out. 

Scene 3: In the Zeros' dining room. Zero has come 
home late from the office and bis wife belabors him, 
especially since company is coming. The sound of an 
adding machine, which to Mrs. Zero is the doorbell, 
is heard so she sends Zero to change his shirt which 
has red ink all over it. Their friends, the Ones, Twos, 
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Threes, Fours, Fives and Sixes arrive and talk of the 
weather, fashíons and such trivia. The men go into 
a huddle over a joke, then the womcn over the latest 
scandal concerning the Sevens and the talk goes on 
and on, until the doorbell rings. Zc.ro ~ays. 'Tll go. It's 
for me." At thc door is a policeman looking for Zero 
who says he's been expecting him. Zero pulls out bis 
collar from his pocket saying the stains are blood not 
ink, and he calmly tells his wife, "I killed the boss 
this afternoon." 

Sce11e 4: A court of justice in which the Ones 
Twos, Threes, Fours, Fives and Sixes make up the 
jury. Zcro's testimony takes up most of the scene. He 
tells, inserting numbers now and then, how he killed 
his boss with thc b;// file, what his years of working 
were like, and how he just couldn't take the boss' talking 
and talking after he'd fircd him The jury rises as 
on~, shouting, "Guilty." As they file out Zero asks 
them to stay, saying he's ali mixed up with all those 
numbers in his head. 

Scene 5: A young couple, Judy O'Grady and a 
young man are seen in a moonlit graveyard. They come 
upon a new grave, that of Zero, and Judy tells the 
Young Man how Zero was the cause of her being put 
in jail under the Tenement HottSe Law. After they 
leave, Zero comes out of the grave saying he thought 
he had heard her voice. A loud sneeze startles him and 
Shrdlu, who wekomes him as a newcomer, appears. 
Zero finds that Shrdlu was also a murderer, but worse, 
because he killed his mother. Shrdlu says trere'll be 
no rest for them, the sinners. The Head appears from 
another grave to quiet Zero and Shrdlu. Finally The 
Head throws a skull at the two talkers but they duck 
in time, so it yawns and disappears saying, "Ho-hum ! 
Me for the worms !"' 
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Scene 6: Amid pastoral loveliness Zero.meets Shrdlu 
again. Shrdlu is conc.erned because he has been sent 
there, to the Elysian Fields, to stay until he "under
stands." He was ali prepared to spend an eternity of 
runishment. Zero hears a woman's voice which turns 
out to be that of Daisy, who says she has been following 
him for days. Zero asks her what happened, if she got 
hit by a truck or something, and she tells him she too 
lost her job and just blew out the gas. She wants to 
talk things over with Zero; they discuss the store picnic 
they attended together when Zero's wife was gone 
and find each had wanted the other but had thought 
the other was unsympathetic. Daisy admits she blew 
out the gas because she didn't want to live without 
him. He wonders why·he was so mean to her, bawling 
her out when she read the numhers too slow or too 
fast. She tells him to kiss her, whicfi he does. They hear 
music which makes them dance until they are so tired 
they must rest, he with his head on her lap. They wish 
they could stay together in this place forever but they de
cide there is no chance since it is only for the good ones 
Shrdlu informs them they can stay but when Zero 
hears of all the people who are there, people who seem 
to waste their time on enjoyment and silly things like 
painting and writing songs, he decides to leave. Daisy 
savs it makes no difference to her where she stays, 
"Without him I might as well be alive." 

Scene 7: The curtain opens to the sound of an 
adding machine which Zero is seen operating in the 
midst of an office where he is surrounded by white 
paper tape. Lieutenant Charles and Joe come to tell 
Zero it's time to quit. They have to detach him from 
the machine forcefully. He's been working at it for 
25 years. They tell him it's time for him to go back 
to earth, which Zero cannot believe as he thought he 
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had done his bit on earth, but he is informed that 
this is merely a repair station for souls to be sent 
back again. Zero is also startled to find that he has 
been here before many times, as many diff erent people, 
from a monkey to a serf, but always as sorne kind of 
slave. Charles tells him this time he will again be a 
baby and will grow up to the job of running a "super
hyper-adding machine" which will record the output of 
each man in a mine and be operated with the big toe. 
Says Charles: "You're a failure, Zero, a failure. A 
waste product. A slave to a conlraption of steel and 
iron. The animal' s instincts, but not his strength and 
skill. The animal's appetites, but not his unashamed 
indulgence of them ... " Zero begs to be allowed to 
stay, but Charles says he must go and tells him he can 
have a girl to keep him company at which Zero bright
ens up. Zero goes out following a woman whom he 
thinks he sees and whose voice he thinks he hears. At 
this Joe laughs causing Charles to punch him in the 
jaw and to tell him to get ready for the next fellow. 
As he drains a flask, Charles says, ""Hell, I'II tell the 
world this is a lousy job !" 

Each of the scenes has a diff erent tempo: the first 
slow and free; the second slow and marked as if by 
a metronome; the third fast and marked; the fourth 
and fifth have retarded acceleration; the sixth is slow 
and expansive; and the seventh has the contrasting fast 
and slow tempo characteristic of ali theater tria! scenes. 
The overall rhythm is made up of three varied rhythmic 
section~ correspon~ing to the three plays within a play. 
The fost cycle I n e I u d es the first four scenes, 
the second includes scenes 5 and 6; and the third cycle 
is that of the final scene. The sex interest is found in 
the first two cycles and corresponds in the first to the 
frustration of Zero' s earthly life and in the second to 
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his individual failure in the Elysian fields. The first 
scene results in a f eeling of revulsion against the 
vulgarity of Zero's wife and the second scene in a 
feeling of impotence as it shows Zero's failure to re
cognize Daisy' s love. In the second cycle the sexual 
feelings become positive and when an abandoned Daisy 
and a sedentary Zero make love in scene 6 there is a 
charm and warmth reminiscent of Morley' s middle aged 
couple in the novel Parnassus on W heels, at least until 
Zero turns moralist and in refusing Daisy' s love shows 
his now ingrained incapacity for any !ove. 

The structure of reversals is one of which Aristotle 
wrote and which Hollywood uses every day. The beaten 
Zero revolts and with the audience' s best wishes seems 
to be headed toward a solution. Then, when death ends 
bis revolt and gi~es him the opportunity of a new life 
"in the sky," he fails to take advantage of it and iron
ically returns through "fate" or "inherent weakness" 
to his original futile earthly state. Zero's revolt, 0 while 
he is still alive, comprises the first cycle which was 
described when we considered the movement of the 
play. The entice cycle has dramatic interest despite the 
long opening and closing monologs. On the contrary 
the ironic reversals of the second and third cycles, 
despite the excellence of the love scene in scene 6, seem 
more nearly an extended anecdote or metaphor' than 
a pulsing human story. We cannot help but ask: If the 
"sky"is a better place to be than the earth, why is Zero, 
who was beginning to become a man throu15h protest 
and action, a more miserable figure in the "sky" than 
amid the frustrations of the earth? The author is taking 
away the hope Zero and the audience clutched at. 

The logic of the play is precise, according to the 
test of Price's proposition. 

The setting for the play is an American city, shortly 
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after the first World War. The scenery exists princi
pally to create an atmosphere by expressionistic means, 
such as papering the walls "with sheets of foolscap" 
which the author specifies for scenes 1 and 3. The 
newspaper and movie environment takcs an important 
part in the action and it is mentioned in almost cvery 
scene. The tone of the play is always bitter and often 
ironic. Notable in this American version of expression
ism is thc plastic composition of scene 3 in which 
Zero's neighbors, One, Two, Three, Four, Five and Six 
and their wives come to visit. "Along each side wall, 
seven chairs are ranged in symmetrical rows," and 
when the neighbors enter "in a double column," cach 
man takes a chair from the right wall amd each woman 
one from the left wall. "Each sex forms a circle with 
the chairs ,·ery clase togethcr. The men-all except 
Zero--smoke cigars. The women munch chocolate." 
The short machine-gun phrases of the banal conversa
tion are usually fired in numerical arder, Six through 
One in alternate masculine and f eminine groups. This 
scene is a f irst rate example of the German expressionis
tic technique which Gassner characterizes as "mechanized 
stylization." • 

The characters are all silhouettes, except Daisy and 
Zero, who really do not deserve the name of characters; 
neither is established in scene 2, nor is Zero in his trial 
monolog. Zcro, in scene 5, only listens and makes inno
rnous comments on Shrdlu's story. It is only in scene 6 
that Zero and Daisy are persons. In this scene a new 
interest and emotional warmth are built up only to be 
disappointed in scene 7 which serves only to conclude the 
anecdote. If scene 6 had becn left out, the play would 
have becn better proportioned, but in such a case it 
would have required a stylized scene of expressionistic 
fantasy to re1,hce it. Another possible solution, which 
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might have permitted the integration of the "warm" 
love scene with a concluding "judgment" scene, is the 
one used by Brecht in Der gute Afensch von Sezuan, 
but this would have required the recasting of all the 
expressionistic scenes into the popular style. 

Stylistically The Adding Machine is a potpourri, 
chiefly expressionistic and therefore within the larger 
romantic style current. In part it is non-romantic fantasy 
( synonymous with an "intellectual anecdote"), it is 
symbolistic in its attempt to in te grate and unif y the play 
by centering it in Zero, and in other parts it is frankly 
representational as Gagey comments: 

These plays borrowed the expressionistic technique 
from Eugene O' Neill or from his German models, thus 
departing from the photographic realism of the twenties. 
In spite of their imaginative treatment, they must be con
sidered essentially realistic in purpose and effect. • 

O'Neill's influence on Rice was considerable in those 
early years in which O'Neill was widely acclaimed as 
the sav1our ·of the American theatre. But just as in any 
imitation, Rice' s work which shows the O'Neill influ
ence merely illustrates O'Neill's defects. In the last 
three scenes of The Adding Machine we find an absolut
ism more characteristic of the author of The Hairy Ape 
than of the author of Street Scene. The O'Neill environ
ment of the "eternal," the "inexorable," the "inherent 
weakness or tragic flaw," and "fate" hangs in the air 
of Rice's Elysian Fields where the no-longer rebellious 
Zero knuckles under to his "destiny." 

ZERO: Well, that ain't the point. The point is I'm 
through ! I had enough ! Let them find somebody else to 
do the dirty work. I'm sick of bein' the goat ! I quit right 
here and now ! (He glares about defiantly. There is a 
thunderclap and a bright flash of lightning.) 
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ZERO: (Screaming). Ooh! What's that? (He cling5 
to Charles.) 

CHARLES: It's ali right. Nobody's going to hurt you. 
Jc's just their way of telling you that they don't like you 
to talk that way. Pull yourself together and calm clown. 
You can't change the rules, nobody can-they've got it 
a!! fixed ... 

Although !"}Ot of thc "pie in the sky" variety, this 
pat scheme of things does not fit well on the Elmer 
Rice we know as a perennial rebel, as the man who 
resigned as a Federal Theatre director because he felt 
it was compromised by logrolling and red tape in W ash
ington. These Elysian Fields, redecorated as a Rous
seauian jungle, would be a better habitat for Yank than 
for Zero. 

If O'Neill influeoces Rice, there are also traces in 
O'Neill's work of Rice's influence. lo maoy ways their 
relatiooship is similar to that between Andreyev and 
Gorky, whose theatre touched on the same questions 
aod off ered opposite solutions during the more than 
10 years they dominated the Russian theatre. Gorky, 
like Rice, is a writer of protest; Andreyev, like O'Neill, 
is a cloudbouod absolutist. It is interesting to see the 
machine-hate of The Adding Machine transformed in 
O'Neill's tragedy, Dynamo, 1929, into the quite serious 
proposal of machine worship. Dy11a1110 is a lifeless play 
which only O'Neill and Henry Adams could appreciate 
because its author chooses a symbolistic "style." Such 
abstract social patterns as machine-worship can only 
be represeoted by the shorthand of expressiooism. 

Rice's other plays are predominantly naturalistic in 
style. An exception is found in the lyric overtones of 
Street Scene. The genres he has used are a Hauptmann 
variety of naturalistic "tragedy," in We the People; the 
romantic problem play in Street Scene; and in fact 
almost all the romantic genres. His particular specialty 
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has been the protest play in the romantic style and 
the courtroom melodrama, such as On Trral, m the 
popular style. 

The language of The Adding Machine is not par
ticularized; it is all Rice's. Most memorable probably 
is the long monolog of Mrs. Zero in scene 1 which 
is magnificent in its vulgarity. Less interesting and 
perhaps too long is Zero's courtroom speech. There 
are several speeches in the final scene which are tir
ing in their length, and there are smart cracks, such 
as "Me for the worms !" at the end of scene 5, which 
might be distasteful to sorne persons. 

Like all expressionist theatre, the play acts better 
than it reads, although sorne of the little gems of 
vulgarity gathered in reading are so subtle they might 
easily be lost on stage. Also, like other expressionist 
plays, it gives more importance to the action than to 
the character or dialog. The chief importance of The 
Adding Machine in the history of the American theatre 
is that it introduces German expressionism 1º into the 
United States; but we should remember that John 
Howard Lawson also gave us an expressionistic play 
in March of the same year. Of the two, Rice is perhaps 
by temperament more at home in the expressionistic 
style, but Lawson produced work of greater imagina
tion and understood more clearly than Rice the Amer
ican possibilities for expressionism were greatest in 
pure satire, and that mixing it with naturalism or prolix 
symbolism of a non-vehement nature could only result 
in artistic confusion. 

The first American attempt to differentiate plastical
ly between the inner and outer person is found in scene 2 
when Zero and Daisy are seated on high stools before 
their bills and ledgers, lowering their heads to express 
their thoughts and raising them to express what they say 
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openly to each other. Eugene O'Neill later used a similar 
technique in his Great God Brow11, 1925, and Stra11ge 
Interlude, 1928. The final scene of The Adding Machint 
shows lawyer Rice's predílection for trial scenes which 
begin with his first play in 1914 and continue at least 
through /11dgment Day, 1934. In severa! of them he gets 
at his thesis in a final scene of "judgment" of the pre
ceding action. He establishes a tribunal either in an ac
tual courtroom or in a less formal location. This tech
nique is similar to that of Bertold Brecht in Der g11te 
Mensch von Sewa11 and in Der Ka11kasische Kreidekreis 
which in turn are "somewhat in the manner of Chinese 
theatre." 11 

The symbolic elements are found principally in two 
characters. Shrdlu represents American bigotry and the 
impos~ibly strict moral code which can produce only 
hypocrisy. He also represents the legend of the "steady" 
man, a legend invented by Americans of privileged 
position for exploiting the constantly arriving immi
grant workmen, at least until the changes in the im
migration laws after World War I. Zero is also a symbol 
of revolt until he ends his revolt af ter killing bis boss. 
from then on he is, naturalistically and symbolically, 
a slave to business and the machine. Shrdlu is por
trayed with an expressionistic technique characterized by 
subjective vehemence, while Zero is painted in a hand
ful of dramatic substyles and is thereby blown up to 
a more vague and less eff ective symbol. 

The literal meaning of The Addi11g Machine is 
the condemnation of the machine and the slave it makes 
of man. The hatred of the machine has its roots in 
a body of semi-Christian European beliefs of the nine
teenth century. Centered chiefly in Germany and Russia, 
the idea was held that the only solution to man'i; 
slavery was the abolition of industry and the return 



to agriculture. The counterpart of these ideas among 
American workmen is expressed in the negro work .bai
lad, f ohn Henry in which the folk hero fights t!-:e 
machine and loses: 

When John Henry was about three days old, 
Sittin' on his pappy's knee, 
He picked up a hammer and a little piece of steel. 
Cried: "Hammer'll be the death of me, Lord, Lord. 
Cried: ''Hammer'll be the death of me." 

The Captain said to John Henry, 
'Tm gonna bring that steam drill around; 
I'm gonna bring that steam drill out on the job, 
I'm gonna whop that steel on down ... " 

John Henry said to the Captain, 
"Bring that thirty pound hammer around; 
Thirty pound hammer with a nine foot handle, 
I' 11 beat your steam drill down ... " 

John Henry drove fifteen feet, 
The steam drill only made nine, 
But he drove so hard 'till he broke his poor heart. 
And he laid down his hammer and he died ... 

Sorne say John Henry carne from Texas, 
Sorne say John Henry carne from Maine, 
But I say he's nothing but a Louisiana man, 
He' s a leader of the steel drivin' gang. . . ,. 

Gorelik tells us that German expressionism "was 
historically a movement of insurgent liberals, with stand
ards of abstract justice and a message of good will, but 
without a clearly defined program. In practice the ex
pressionist longing for 'a rationally ordered sockty 
based on. the Christian ideal of social justice' meant 
a return to the ideals of the primitive Christian com
munity ... The social-democratic German government 
tolerated the expressionists and even encouraged them. 
cor~idering their social doctrines harmless. The other 
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Gcrman workers' party, the communist, was more crit
ica!, maintaining that the proposal to abolish industry 
is destructive and defeatist," 1ª It was a negative, disil
lusioned, pessimistic 11 solution, but there were certain 
grounds for pessimism after Marx, in Capital, had 
described from off icial Parliamentary reports what 
English industry was doing to English workmen. Expres
sionism did not see hope in the struggles of the Marx
ists, "f ew expressionist dramas were on a political 
plane." w After the failure of the Paris Commune of 
1870 and the defections of the Socialists, especially the 
French and Italian, on the eve of the first World War, 
following previous pledges of non-participation in 
European armed conflicts, the expressionists accepted 
no positive ideas nor even political ones. A study of 
their plays reveals that the two chief themes are neg
ative studies of war and revolution. At the time they 
wrote, the only hope in the workingman's world move
ment was the revolution in Russia, which was still 
fighting for its existence in a bloody civil war against 
a well organized reaction. 

It is easy to see why German artists were bitter 
and without hope, especially if, coupled to this state 
of affairs, the artists' sensitivity goaded by middle class 
-vulgarity is considered. This double complex is well 
illustrated in the drawings and stage designs of George 
Grosz who influenced greatly both the expressionist 
and epic theatres. Grosz 1º is probably the European 
of a spirit most akin to the disillusionment of the 
American voluntary expatriate artists of the 20's and 
to the acid bitterness of Elmer Rice. 

Such a spirit is best explained by the lack of a 
vantage point from which to attack the crystallized 
culture, controlled in its general expression by the shop
keepers and in its government and economic policies 
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by the capitalists. Comedy was outlawed in such a 
situation because it could find no vulnerable spots in 
the culture. The audience could only be outraged by 
jest and could not be made to laugh. Meredith 11 

complains of the lack of comedy in the solid Victorian 
wcrld. Bentley 18 says the problem stated by Meredith 
was solved in the fin de siecle comedy of Osear Wilde 
and deduces that Bohemianism was at that time the 
only position from which to look clown on bourgeois 
culture For severa! French writers of the period the 
only vantage point was complete decadence. lt was 
only with the appearance of Shaw and his intelligence 
that a position for rational critica! comedy was estab
lished in England. 

The twin European currents of bate for the machine 
and the disillusionment with the woékers' def ense 
against it spread through the entire occidental world 
of machine capital. They are associated with the his
torical process of economic concentration in the nine
teenth and twentieth centuries which I believe neither 
Rice nor many antecedent thinkers fully understood. 
Neither capital ( in the United States "business' is 
the euphemism by whicli "capital" has always been 
called, even by its enemies-example: the phrase "big 
business") nor the machine in a primitive stage is 
essentially the slave driver or abuser of the workman 
who operates them. The problem then is quantitative 
rather than qualitative. A study of history shows the 
innocuousness of the significant amounts of flexible 
and controllable capital in the ltalian city states at 
the close of the middle ages. No Harry Bridges arose 
at that time in the defense of the Italian sailors, long
shoremen and warehousemen. Likewise, we can hardly 
see how Watt's steam engine worked to the disadvan
tage of the miners when it was put to pumping out 
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flooded mines. The abuse of the workman enters in 
the concentration of capital and machines and has its 
base in the obviously fictitious power of money: the 
possessor of any savings account knows that $ 50,000 
has more than 10 times the power of $ 5,000 in the 
hands of the same man. This fiction makes any man's 
money depart from a linear function and approach 
multiple ones as it increases in quantity, until it at
tains a square or cube function when it is as concen
trated as it is in the United States today. The contem
porary cube function, or fiction, reaches its highest 
multiplicity when it is able to determine legislation 
( such as minimum wage and fair employment practices 
laws as it does today in the United States) and the 
policies of law enforcement bodies. The "payoff" part, 
we see, of the fictitious power of money is the ad
ditíon of a politico-economic power to its simple eco
nomic one when the concentration is of national or 
international ímportance. This, of course, added to the 
fact that the simple economic power is non-linear '° 
in even local concentrations. 

The money terms we have used can be replaced 
by any other unit of capital ( machines, for example) 
which is after all the authentic productive concentra
tion, money serving only as a convenience and indi
cator in amortization and account keeping, and as a 
consumer of the less common metals. Nor is the ma
chine the definitive unit in capital concentration; ma
chines must be turned by something more powerful than 
men's arms or legs. We see today the transference 
of sorne of the most important capitals in the world 
to the control of the energy consumed by machines, 
and energy for destroying the machines of others. The 
machine limited to the combustion of wood or coal 
has been succeeded by tre machine able to utilize flex-



ible and liquid sources of energy such as petroleum, 
electric current, hydrogen peroxide, heavy water and 
uranium. Man' s defense against the concentration of 
capital is no longer directed solely against the con
centration of machinery, but also against the highly 
concentrated, man-controlled sources of energy. These 
last are, in eff ect, the most important capital in the 
contemporary "total wars." National aggression promp
ted by irresponsible individual capitalists gambles the 
entire public and private capital of machines and ener
gy; the loser, particularly the workingman, finds him
self in a destituted society. 

Rice saw in part the historical process when he 
protested, not only against the machine, but also against 
what machines do to men when they are omnipresent 
and omnipotent. He caricatures the process of machine 
growth to dominance over its human slaves when in 
the final scene he returns Zero to earth to operate 
"not one of these antiquated adding machines ... 
a superb, super-hyper-adding machine ... without any 
human effort except the slight pressure of the great 
toe of your right foot." Zero too becomes a machine 
in the same process by which concentrated capital 
becomes a great machine which controls or eliminates 
the smaller machines and the human robots who ope
rate them. This process can be synthesized in a varia
tion of the delightful phrase through which the "sur
vival of the fittest" theory was popularized in Spanish 
speaking countries: La maquina grande come a la ma
quina chica. 

The 28 years since 1923 help to excuse Rice's par
tial failure to see the workings of economic concen- · 
tration upon "the paid help," and he is not alone among 
American playwrights treating social problems in his 
lack of historical perspective. Sorne few have mastered 
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a sort of co11te111porary criterion for viewing present 
day social forces and movements, and such a criterion 
we might call a shrunken dialectic, undynamic and ab
solutist because it has only a momentary basis. Only 
a wider knowledge of the history of many periods and 
peoples will bring a true perspective of historical proces
ses and relations; and from the use of the word "rela
tions" I hope it will be obvious that the only true 
method of historical analysis is a dynamic and rela
t ivislic one. Odets, Lawson and their equals are, at 
their best, momentary and absolutist in their analysis; 
there seems to be at this time no American dramatist 
with an adequate method for historical analysis of social 
problems. 

The Adding Machi11e touches, in addition to the 
core meaning discussed above, other social abuses as 
material for protest. Among them is the white-collar 
vulgarity which is a "hand-me-down" of the bourgeois 
vulgarity, the same which made de Maupassant flee 
from the Eiffel Tower. Scenes 1 and 3 are magnificent 
expressionistic cinematic X-Ray photographs of the 
virus within its native habitat. Particularly effective 
are Rice' s shorthand notes on the vulgarity of movie
and-newspaper-formed attitudes. It seerns that today 
the American people ''" have given up hope of correct
ing the vulgarity of the traditional media of mass com
munication and only upon the advent of a new medium 
do they seem to listen to protests against its prosti
tution, as may be seen in the current television con
troversy, although much of it is only a smokescreen 
for commercial conflicts. 

American education also receives a back of the 
hand slap in passing. The final sentences of Rice's 
short condemnation suggest the absence of a wider 
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cultural basis in a school system as provincial and 
specific as military training: 

You'll learn to fear the sunlight and to bate heauty. 
By that time you'll be ready for school. There they'll tell 
you the truth about a great many things that you don't give 
a damn about and they'll tell you lies about ali the things 
you ought to know-and about ali the things you w,mt to 
know they'll tell you nothing at ali. When you get througb 
you'II be equipped for your life-work. You'll be ready to 
take a job. 21 

Equally telling is the short, bitter caricature of 
<liscrimination against religious minorities and the eco
nomically determined "second-class citizens" who must 
be "kept in their place" so that the bourgeoisie and theiE 
~hite-collar .!mitators may live comfortably, or at_ ~~~ 
respectably : · .. ·"v.,'°:·.\ 

SIX: Too damn much agitation, that's at the bottom.~~;:; f;} 
FIVE: That's it ! Too damn many strikes. , ,<. / 
FOUR: Foreign agitators, that's what it is. ,:. ':.:.-· · 
THREE: They ought to be run outa the country. .:;-:-_-:----· 
TWO: What the hell do they want, anyhow? :·· '. ,', 
ONE: They don't know what they want, if you ask me. 
SIX: America for the Ame1 icans is what I say ! 
ALL: (In unison). That's it ! Damn foreigners ! Damn 
dagoes ! Damn Catholics ! Damn sheenies ! Damn Niggers ! 
Jail 'em! shoot 'em! lynch 'em! burn 'em! (They all rise, 
sing in unison.) 

"My country 'tis of thee 
Sweet land of liberty !" 

Previously we discussed the bigot morality reprc
sented in Shrdlu, and related to it is a perverted sexual 
shame which is typif ied in the inane American small 
town "dirty joke." Sitting in the barbee shop we may 
hear "the boys" reflect their wordly wisdom upon the 
latest front page smirk lascitivy or compare their cat
house exploits. "The boys," who have never been 
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lovers, not evcn tl·eir wives', remind us of Zero peek
ing across the court at the half-dressed whore and 
Zero refusing Daisy' s love as not quite Puritan enough. 
Zero and "the boys" have been brought up so careful
ly they are incapable of sexual !ove, and by George 
they will run anybody out of town who tries to get 
away with it. 

The American "success" myth is touched in pass
ing as one of the articles of Mrs. Zero' s white-collar 
aedo. Her uppercut in the domestic quarrel monolog 
is that Zero has been 25 years a bookkeeper without 
a promotion, "What about bcin' store manager? I 
guess you forgot about that, didn't you ?" This hold
over from the days of the "robber barons," whose 
youthf ul emulators were idealized in the Horatio Alger 
stories, gives the white-collar worker his scorn for 
productive labor and provides the climate of social 
rnorality in which the Costellos and Truman's "bat
tery mates" can prosper. The "employee" holds the 
success myth as an inalienable right with the quiet 
hope that one <lay chance may make him a Costello 
too. 

A final meaning which must be discussed is that 
of Zcro's inherent cowardly slave mentality. "Why, 
ali the bosses and kings that cver were have left their 
trade marks on your backside" -ever since Zero was 
a monkey. We learn that Zero was a slave severa! 
thousand years beforc the steam engine was invented. 

Here Rice once again falls into the error of Eu
gene O'Neill's ways: Zcro is a slavc through some 
inherent human flaw which goes back to the dawn 
of the gods. I should like modestly to suggest to the 
contrary that a man acc¡uires a slave mentality from 
being put into and held in slavery rather than from 
pis gradual acquisition of attitudes requisite to his 
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being admitted to the condition of slavery. 
What might we find in the newspapers of 1922 

which might have stirred Rice into writing this bit
ter condemnation of the very base of American life 
and attitudes? A great deal. In almost every aspect 
of American "culture" of the time the page is dirty. 
"Red hunting" was at a peak; the American Legion 
was out with its nightsticks; the Ku Klux Klan was 
riding at night in most pa.rts of the country. Sacco 
and Vanzetti were in jail waiting death. The increase 
in the cost of living still ran far ahead of the wage 
increases since pre-war days. The striker had the choice 
of returning to work on the boss' terms or being 
shot by someone wearing the badge of authority of 
state or local governments. The federal government 
was openly in the hands of "business, for business." 
Daring plundering and bribe taking by the Custodian 
of Alíen Property, the Attorney General, the Secre
tary of the Navy, the Secretary of the Interior, the 
chiefs in the Veterans Bureau and the Shipping Board 
and a member of the United States Senate occurred 
while the country had in its ears President H1rding's 
ironic phrase, "Business as usual." The finest writers 
outside of the theatre had stayed or fled abroad, and 
the less artistic ones who remained in the States were 
gathering up shouts of protest. 

Rice did not need to know history to write T he 
Adding Machine; he could get most of his analysis 
from the daily newspapers which were as much as 
ever in the service of the "big lie," as Upton Sinclair"s 
book ""' of three years before indicated, but evm the 
big lie did not dare hide completely the moral bank
ruptcy of the country. The great jingo himself, Wil
liam Randolph Hearst, his eyes on political office, 
had to stoop to a brand of Brisbane radicalism in 
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his papers to court the wary, and weary, voter. Mutual 
suspicion, however, soured this wooing, and Hearst 
soon returned to his 200 percenter red-baiting and 
crime passional. 

Toe line followed in The Adding Machi11e is 
repeated in others of Rice's plays and reveals certain 
consistent attitudes. Toe protest against uncontrolled 
capital '" is repeated in his important and first rate 
work, Street Scene, 1929. He is still a perennial rebel 
in his Federal Theatre days and in the later com
mercially unsuccessful management of his own theatre. 
He will be, at bis death, the logical American inher
itor of Swif t' s epitaph: 

Wherc savage indignation 
C.m no longc:r tear his he,ut. '' 

His manner of thinking is radical but Jeremiac, 
and it has the limitation of being more doctrinaire than 
analytical. It is what might be called contradictorily 
a "chapter and verse" radicalism. His own suffering 
is apparent in his work and bis biography shows 
us his lack of a secure vantage point from which to 
attack the abuses which have infuriated him. His tem
peramental problem as an artist is probably found in 
his shying away from a pure satiric expressionism in 
an attempt to give more human warmth to his work; 
but he suffers too much for it to be possible for 
him to acquire a positive outlook. His work is at 
best sympathetic rather than hopeful toward bis char
acters. 

Rice's influence on other playwrights has been 
greater than on the theatrical public. For the student 
of contemporary dramatic form the models include 
Rice, O'Neill and John Howard Lawson, the three 
most important innovators of forros in the American 
theatre, none of whom has written a play with enough 
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exterior finish to win a great popular following or 
to be comparable with the best plays in such traditional 
forms as melodrama, sentimental comedy, etc. Rice's 
historical importance as the author of the first im
portant twentieth century play of social protest is 
firmly established in the content of his work as well as 
in the form. 

The specific importance of The Adding Machine 
resides largely in its being a "first," but the vulgarity 
of its first scene and the expressionistic vulgarity of 
scene 3 are as yet unsurpassed so far as this writer 
knows. Gagey' s synthesis of the effect of the play in 
its own time seems a fair one: 

not ... undu ly successful in the excellent Guild production 
ht:t ... wide critica! interest. "" 

The play contains a protest which is as valid today 
as when it was written, and it is Rice's most pertinent 
work. In sorne of his other plays he is more artistic, 
but in none is he so immediately and directly sig
nificant as in his first expressionistic play. 

When we come to establishing the relative equi
librium between the content of The Adding Machine 
and its forro, previously pointed out deficiencies in 
both must be remembered. The forro shows a discon
certing mixture of theatrical styles, of rhythms, of 
characterization and of setting and tone, which forces 
the conclusion that the structure is that of three inner 
plays, or cycles, of contrasting form. One might call 
it, ungenerously, a fatal mixture of a satiric caricature 
with a warm character study and a naturalistic thesis 
scene. 

In the content we have seen the corruptive traces 
of certain O'Neill-like absolutist predilections toward 
"eternity" and "fate" as well as an absence of a larger 
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historical perspective in the analysis which Lewisohn 
also suggests is a requisite of expressionistic plays: 

Jf this form of art is to be effectivc and beautiful, it 
must be very sensitive and very severe at once. Beneath 
it must be fundamental brain-work, thinking as resilient 
as steel and as dean cut as agate ... You can describe 
fragmcntarily anti produce fragments of truth. Realism 
does not commit you to any whole. In expressionism the 
anteccdcnt intellectual grasp of your entire material must 
be firm, definite, complete. Evcrything must be thought 
out and thought through. This is what, despite moments 
of highest brilliance and glow, Mr. Eugene O'Neill did 
not do in The H,1i1J Ape. This is what, in a harder, drier, 
less poetical vein, Mr. Elmer Rice has actually succeeded 
in doing in The Addi11g Machi11e. e',) 

Lewisohn's last sentence can be accepted as valid 
only as a comparison of Rice's success with that of 
O'Neill. My personal opinion is that Lawson's work 
is better "thought through" than Rice's. Lawson also 
furnished the first sure prediction as to the forms 
expressionism must take in the United States, and 
their dedication to biting caricatures of social satire, 
although he did not achieve a satisfactory dramatic 
synthesis of these directions befare he left the theatre 
for screenwriting. Perhaps more f inished, with the 
incorporation of music, than any of the expressionistic 
works discussed here is Marc Blitzstein's The Cradle 
lVill Rock, 1938, which is as much a part of the 
current of light popular-style musical satires ( charac
terized by Gilbert and Sullivan, by the American min
strcl show, and by Kaufman and Ryskind's Of Thee 
I Sing) as it is a part of the expressionism found 
in Rice and Lawson. Both of the musical-playwrit
ing teams have a Yantage point within the ranks of 
the polite bourgeois reformers where they can write 
plays "funnier than the government, and not nearly 
so dangerous'' ~, with a polite anarchistic contempt. 
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Blitzstein can parttc1pate in the popular style forms 
used in this bourgeois vantage point only by contradic
ting the romantic style of his protest, and he has no 
other vantage point because the contemporaneousness of 
his social analysis contains a historical perspective only 
slightly larger than that of Rice and Lawson. Perha~ 
it will be in the United States that expressionism will 
find its vantage point, historical social analysis, which 
will permit its biting, shorthand satiric caricatures to 
be persuasive as well as economical, truthf ul as well 
as poetic. 

The Adding Machine, with its lack of equilibrium 
rendered less obvious by shortcomings of both form 
and content, is the most important single work ante
cedent to the firmly-seated American expressionist so
cial theatre which lies with a vehement promise just 
over the horizon. 

In W aiting for Lefty we saw, during the "depres
sion" years, the proletarianization of the middle class. 
In The Adding Machine we saw no such process 
among the white collar employees, and to the contrary 
we saw the slavish imitation of bourgeois vulgarity 
and the belief in the success myth. In the next play 
to be studied we see the opposite process to that of 
Lef ty, we see the Sl!ccess myth and the selling cult 
in full flower, we see the growth of contempt for 
honest labor in the son of a salesman, and we hear 
a protest against what the selling world does to the 
man who lives in it. . 

Lefty' s truth stood for only a short period; a far 
larger number of years in each laissez f ttire "business 
cycle" shows an increasing number of workers in the 
United States acquiring bourgeois conveniences and 
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with them bourgeois attitudes. The skilled worker drives 
the same car as the small merchant, clerk or salesman, 
!~e has the same furniture and the same number of 
household appliances, and he goes to the same movies 
iand reads the same newspaper. He sends his son to 
college to study business administration and to have 
the "contacts" of a "good fraternity"; he accepts the 
success myth for his son. He may envision advantages 
for his son in the selling cult, advantages he as a 
worker didn't have. 

The process is fairly recent, it begins with the 
Model T and the windup phonograph. Free enterprise 
mass production demands mass selling, the economy 
of abundance can expand only if the higher paid work
er is included in its market. The warehouses glut if 
the worker <loes not spend every cent of bis pay 
every week, and installment buying must absorb the 
surplus remaining after day to day expenditures. In
dustry must give a bourgeois income to sorne of its 
workers, and the success myth and the selling cult 
t!·ereby gain another neophyte, uneasy perhaps but 
still a believer. The gain of a good wage under these 
circumstances brings vulgarity, greed, social isolation 
and a disdain for labor. 

On reading Death of a Salesman, the first ques
tion which occurs to the critic of the social theatre 
is, "In these days, when the American myth of business 
i~ receiving its most frenetic and reactionary def ense, 
how could Arthur Miller cut the tap root of the Amer
ican mythological tree without retaliation ?" But after 
more study, the paradox becomes more understandable: 
t!,e dramatic confusion and that of the thought behind 
the play makes Death of a Salesman tolerable to the 
coreligionists of the selling cult. The play does have 
a real impact, however, and the truth is that the root-
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myth of the selling cult gets badly cut in the play. 
The force comes principally from the characterization, 
although the "poetry" of the author works against 
the criticism he attempts, and secondly from the dialog. 
Of less strength is the action, if we may call it such, 
which is of the "theme and variations" kind. 

The other spontaneous reaction comes when the 
spectators leave the theatre. They realize they have 
seen one of the most powerfu} plays to be presented 
in recent years in the United States. They ask them
selves, "All right, and what happens now ?" and they 
are left without an answer. The play pronounces a 
hard moral judgment ( which <loes not mean it is not 
pathetic J u pon Willy Lomax, but it off ers no solu
tion for the hundreds of Willies sitting in the orches
tra seats. There is a ray of hope, if we search it out. 
•Perhaps Willy's son, Biff, will not follow in his 
father's footsteps. Perhaps he will find a useful jo.b. 
Or will he continue being, not a Willy, but a bum? 
Wl:o or what will give him the opportunity to realize 
his usefulness ? 

If there is a solution or a hope in Death of a 
Salesman, it is a small one and is beclouded by the 
deleterious elements. 

A similar confusion is encountered in the formal 
analysis of tl:e play. What is its genre? Its author calls 
it a tragedy, but if it is one, we must establish, after 
thumbing the pages of Diderot, a genre not yet ac
cepted: the patl:etic tragedy. Or is it a social protest 
play? If is, it <loes not have the clarity or the rebel 
emotion of W aiting f or Lef ty. Oc does it belong to 
the genre, very much in fashion today in the Amer
ican theatre, of the play of sentimental retrospect? 
But the plays of this last innocuous kind don't have 
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th pretentiousness to cut the tap root of the Amer
ican myth. What is it then? 

lt takes a part of ali of these, sorne more, sorne 
less, and it reveals the same confusion as the critical 
thought of its author. All of these · genres are new 
ones to Miller, who, in bis previous play, All My Sons, 
wrote a melodrama complicated by the "character 
problem" subgenre. We have then a new genre and 
a mixed one. 

Dealh o/ a Salesman is divided into two acts and a 
short requiem scene. All of the action occurs in the 
home of Willy Lomax except for the scenes at the 
beginning of Act II which are played in "insets" in 
front of the principal set. There is a short blackout in 
the second act to permit the inset to be lifted to the 
flies. 

ACT ONE: Willy Lomax returns after having just 
started that morning on a long business trip because 
he couldn't continue driving, he kept going off the 
road. Linda, his wife, tells him he is too tired and 
too old to continue traveling and that he should ask 
bis boss to transfer him to a job in New York. They 
talk of their sons, Happy and Biff, who are asleep 
in the bedroom overhead ( also visible to the audience) . 
Willy is disappointed in Biff because he has not "made 
anything of himself" even though as a boy in school 
he had been ,·ery popular. Biff wants to go back to 
Texas to become a cattle rancher. Willy wanders into 
the kitchen to get a sandwich 2nd the light rises in 
t!:e boys' room. They have overheard their father and 
are concerned about his having to drive so much. Both 
of them are undecided as to what they want to do. 
Biff tries to talk Happy into going back to Texas with 
him, and Hap tries to get Biff to go into sorne kind 
of selling with him. 

The scene shifts back to Willy in the kitchen, 
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talking to himself, imagining tl:at the boys ( who appear 
there with him) are young again. They are polishing 
his car, happy that he has returned from a selling trip; 
Linda comes out into the yard and she and Willy talle 
of their many debts, the installments of which are 
,greater than his weekly salary. Willy feels he is a 
failure as a salesman, but Linda defends him. The 
Boston woman appears, dimly seen, dressing and 
primping · at an imaginary mirror. Willy tells her he 
will be back in about two weeks and asks her to come 
up 1gain then. She disappears into the darkness and 
Linda and Willy continue talking. Happy comes 
downstairs in his pajamas ( as the time again becomes 
tr.e present), and he asks his lf.ather why he has 
returned form his trip. Charley, fr)m next door, enters 
the kitchen, Happy goes back to bed and Charley and 
Willy begin playing cards. 

Willy and his brother Ben, who appears from out 
of the darkness, repeat a conversation they had years 
ago when Ben tried to persuade Willy to go with him 
to Alaska. Willy has since come to consider his not 
going the major mistake of his life. Charley leaves 
indignantly because Willy is paying no attention to 
his cards and is talking to Ben, who has been dead for 
two weeks. Linda appears in her nightgown and robe 
to ask Willy if he isn't ready for bed, but he goes off 
in his slippers for a walk. Biff comes clown to the 
kitchen to talk to his mother about Willy. She re
proaches Biff for being hateful to his father and asks 
him to stay home and be kind to Willy. Happy comes in 
and they learn that Willy no longer gets a salary, only 
a commission, after 36 years at his job. Biff says he 
will stay in the city although he bates it. Linda also 
tells her sons that Willy is trying to kill 1-.imself. Biff 
promises he will go to his 01d boss the next morning 
to try to bor'row money so tnat he and Happy caa 
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go into business together. Willy goes to bed happy, 
and the act doses as Biff takes from bchind the water 
heater the rubber hose Willie has put there, to have 
it ready to attach to a gas jet. 

A~ TWO: Thc following day. Willy, full of hope 
for Btff who has gone to ask for money from his old 
boss, goes to his ow~1 boss to request that he be allowed 
to work in New York instead of having to. travel his 
New England territory. The boys and Willy are to 
meet in the evening for dinner. Willy' s interview with 
Howard Wagner is disastrous, howevcr; he is advised 
to quit completely for a time and to rest. Again Ben 
appears to tell Willy of Alaska, but Linda praises what 
Willy is doing. Willy's imagination takes him back to 
the day Biff played in an important game as a citywide 
football hero. The scene changes to Charley's office 
where Willy is forced to go again to borrow money. 
Charley, as he has done severa! times in the past, off ers 
Willy á job, but Willy can't bri11g himsclf to accept 
it even though he has just been f ired. Willy talks with 
Bemard, who had tried to help Biff with his studies 
during their boyhood, and who is now a successful 
Iawyer; Willy tries to find out why Biff lost all interest 
t!::e summer after he failed high sc:+ool mathematics 
~.nd couldn't go on to college. In turn, Bernard asks 
Willy what happened to Biff that summer when he 
went to Bcston to sce his fathcr because from that 
time on Biff had Jost his fight. Willy resents the 
question and doesn't answer. 

The next scene takes place in the restaurant where 
Biff and Happy are to meet their father. Biff tells Hap 
of his day, how he waited six hours to see Oliver, who 
didn't even remember him. He has come to understand 
the false idea his family has of him and he realizes that 
he never worked for Oliver except as a shipping clerk 
and that he was fired for stealing merchandise. He is 
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determined to tell Willy the truth, what kind of man 
he knows himself to be, but when Willy arrives Biff 
can't speak out because Willy insists on his own imag
ined version of what happened in Oliver's office. Final
ly Biff brings himself to the líe that he has an ap
pointment with Oliver for lunch tl:e following day. 
Two girls Hap has picked up join the group at the table. 
They urge Willy to stay, but he leaves asking where 
the washroom is because he hears the Boston woman' s 
voice offstage. Biff, Hap and the girls leave the restau
rant as Biff asks bis brother to do somfthing for their 
father. The Boston woman enters, Willy following her, 
and the scene is that which Biff found when he went 
years ago to see his father in New England after he 
had failed in mathematics., Biff is knocking loudly at 
the door, so Willy finally sends the woman into the 
bathroom and goes to the door. When she comes out 
while Biff is still there, Willy makes up severa! stories 
as to the reasons for her presence, but Biff is aware 
only that his father, whom he had loved and respected, 
is a fake. 

The scene fades into one in which the waiter in 
the restaurant urges Willy to go home and which is 
succeeded by a scene in the kitchen of Willie's home 
in which Linda orders the boys to leave because of their 
desertion of their father in the restaurant. Biff wishes 
to talk to Willie and asks where he is. Willie is out 
in the garden doing sorne planting in the middle of 
the night which he had planned to do that morning 
because he .bad felt so optimistic. Willie talks to his 
brother Ben, telling him about his $20,000 insurance 
policy and l:e imagines his massive funeral at which 
his sons will see how many friends he has and what 
a man he's been. Biff goes out to say goodbye to his 
father, wishing to do so in a friendly manner, but 
Willie recriminates him with having ruined his own 
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Jife to spite his father. Biff tries to make him listen 
to the truth of what they both are: 

'Tm a dime a dozen, and so are you ! ... J'm nothing, 
Pop. Can't you understand that? There's no spite in it 
anymore. I'm just what I am, that's ali ... Will you take 
that phoney dream and bum it before something happens ?" 

Biff goes to his room saying he will leave in tne 
morning, and l:e leaves his father astonished in the 
reali:zation that Biff !oves him. Linda begs Willie to 
come to bed but he stays outside talking to Ben, until 
he sud<lenly realizes that he is alone. He tries to calm 
Linda as she calls him and to quiet all the sounds which 
rush clown upon him. He runs off, and Linda and his 
sons hear the car starting and then hear it speeding 
away. The act doses as Hap and Biff put on their 
jackets and Linda, in mourning clothes, comes forward 
with a bouquet of roses to kneel at a grave. 

THE REQUIEM SCENE: Linda stares at the grave, 
unable to understand, while her son and Charley try to 
get her to leave. She speaks of how Willy liked to build 
things: "You know, Charley, there's more of bim in 
that front stoop than in all the sales he ever made." 
"Yeah," says Charley, "he was a happy man with a 
batch of cement." Biff says: "He had foe wrong 
dreams ... He never knew who he was." Biff again asks 
1-Iappy to come away with him, but Hap has decided 
to stay in the city to beat the racket, to justify Willy's 
dream, "He had a good dream. It' s the only dream you 
can have-to come out number-one man." Linda still 
can't understand, just that day she has made the last 
payment on the house, "And there'II be nobody home." 

The movement of the play is based on a contrast 
of two tempos. The scenes in the present in which the 
entire f amily appears are in a slow tempo; more rapid 
are the insets of the dynamic brother, Ben, and the 
scenes in the past of the childhood of Willy' s sons. The 
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movement of the climactic scene, that of the restaurant 
and later the inset in the hotel in Boston, is more vio
lent; the tempo is rapid and is accélerated by the sexual 
element. In the rest of the play the dejected!l,ess of the 
characters accords with an unrealized sexual longing; 
Willy's only protest was expressed weakly, unconscious
ly and sexually. The rhythms are varied and contrasting. 
The principal one comes from the retardation of the 
action and the altcrnation of the present with the past, 
which gives an internal tension to almost all the play. 
This tension marks "the innate silent power" 28 of 
which Nathan speaks, but he is mistaken when he 
says, in another place, "though the play, because of 
its basic disorganized expressionistic form, is suscep
tible of strained eff ect, little sense of strain is felt 
by its auditors." 29 

The tension results from the fact that the play 
has three lines of action: an interna! one which is 
very well balanced with the two external ones in 
the past and in the present. The internal line is the 
revelation to Biff and to the audience of the falsity 
of Willy's values, and in this line are found the 
strongest emotions, introverted, of the play. One of 
t!'e outer lines is found in the e x t r o v e r s i o n of 
Willy's daily life. TI:e other externa! line is that 
of the past action presented, which also serves to 
reveal the falsity of the present, but without intro
version. The audience participates in this revelation 
but Willy, never. Nathan says, "it touches these 
commonplace dctails with a sense of deep and pitiful 
recognition ... " 00 

The principal structure, as in the majority of con
temporary American works, is that of retrospection, and 
perhaps the structure is the frincipal source of the dra
matic confusion in Death o a Sa]esma11. It is also "il
lustrative" in the negative sense which Lawson gives 
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the term, because the actions do not depend on thJse 
which precede them .. Willy's decision is evident at the 
cnd of the f irst act, but it is retarded during the entire 
sccond act without establishing any "new equilibrium," 
to use Lawson's phrase. 

The action º' can be contained in Price's proposition, 
if wc assume that the play is a tragedy, which it is not, 
and if we assume that Willy is the hero: 

A. Willy, rcjected as a salesm::m, can rhoose another 
rnmse i>r die. 

B. Willy attempts various justifications of his present 
life ,md seeks another from his sons, without ch:mging his 
rnurse. 

C. /.iter knuwin~ that he will n,)t ree<:ive the justifi
cation uf his sons, Willie abo karns that they !ove 
him and decides to ucrifice him:,clf in arder to give them 
the only thin.c he can-the s~o.ooo of bis Iift insurance 
poliry. 

Dcspite the assumptions that the play is a tragedy 
and that Willy is its hero, the proposition is not very 
logical, and, worse, it does not indicate the real action of 
the piar The writer of this study doubts that the action 
can be fitted within Price's proposition. 

As for the milieu of the play, first mention must 
go to the set and the lighting of Jo Mielziner, a real 
theatrical to11r de force. It was so much so that there 
came a critica! reaction against the "murky lighting" 
of Mielziner aftcr this triumph in a style he had culti
vatcd for severa! years. The scenery is completely 
transparent, to the point that we could say it almost 
doesn't exist. The directions of the playwright call for 
\Y/illy's house to have three rooms and a backyard 
which can be used simultaneously, and even more, that 
for the scenes in the present the walis be observed and 
that for tbe scenes in the past the characters be able 
to pass freely throug:1 thc walls. This tec!mical miracle 
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was brought to pass by Mielziner, along with another 
at the same time: that the audience should not be 
distracted by the first technical miracle, which through 
introverted means, induces a sentiment which creates 
the false extroverted environment of the selling cult 
and Willy. The environment takes a direct part in the 
action, giving Linda's last speech a profound tragic 
sense: 

Willy, I made the la:;t payment on the house today. 
Today. dear. And there'IJ be nobody home ... 82 

Anothcr interesting effect is that of the individual 
musical backgrounds to prepare the entrances of sorne 
of the characters and to underline their parts in the 
action. Also the house is covered by fallen leaves on 
two occasions to supplement the sentiment of retro
spection. 

When we speak of the characters, the question im
mediatel y comes up, "Is Willy pathetic or tragic?"; 
but wc shall leave the question for the later discussion 
of whether or not the play is a tragedy because the 
question of tragedy is integrally linked with that of 
the trag1C hero. The evident is that Willy is a deep, 
complex and changeable character, even though he does 
not recognize himself as the audience does. Of the same 
roundness are Linda and Biff and they have equal or 
greater human warmth than Willy. Less round are 
Happy, Charley and Bernard, negative characters, but 
objectively presented. They are more nearly "types" 
bernuse they do not alter the course of the action by 
their decisions. 

The characters can be divided into three groups: 
( 1) Willy; Linda, who, because she loves him, cannot 
see his self-deception; and his son, Happy, who says 
in his final line: "He had a good dream. It's the only 
dream you can have-to come out number-one man. 
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He fought it out here, and this is where I' m gonna 
win it for him." 03 (2) Biff who sees the falsity of bis 
fatber's values, but who can't make a way for bimself 
(3) Charley and bis son, Bernard, who make their 
way in business without making the mistake of believing 
in the myth of "being a success by being liked" which 
Willy speaks of: " ... it' s not what you do, Ben. It' s 
who you know and the smile on your face ! ... that' s the 
wonder, the wonder of this country, that a man can 
end with diamonds here on the basis of being liked !""' 
Ben represents something of the same attitudes as do 
Charley and Bernard, but cynically, and he is the 
anachronous and evident symbol of the robber barons 
of the past century in the United States. 

Miller's style in Death of a Salesma11 is marked by 
force, internal tension, "reticence,":,:; and "no slightest 
pretentiousness" 36 of the playwright. The play is built 
upon a complete illusion which manages not to break 
with the conventions of the set and staging, among 
them the radical time conventions reminiscent of futur- . 
istic painting in their multiplicity. It is only partially 
symbolistic for the reasons which we discussed pre
viously: the play which contains parts of powerful 
symbolic detail cannot become a play which integrally 
is a symbol in itself. The plays of the vebement sym
bolic parts are the expressionist, not the symbolist 
ones. r. There is no great contradiction in Miller' s 
mixture of the expressionist and symbolist substyles 
because they are both romantic styles, or at lcast they 
lack unity no more than his mixture of genres. Miller 
has worked in several styles. In Al/" M:r S011s he wrote 
a romantic problem play in the naturalistic substylc. 

The language of Death of a Saleman is appropriate 
to the play if we forget its pretensions to tragedy. "The 
writing is simple," 38 Nathan tells us. The dialog sccms 
natural to the characters except in a half dozen "thesis 
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speeches" and in the lyric lines about a "smile and a 
shoeshine." It is rich in the flavor of semiproletarian 
bourgeois groups of New York. If Bentley is speaking 
of the prose when he calls it "a false rhetorical mode 
of speech heard only on Broadway and in films, radio 
and political speeches," 38 he has forgotten to what 
extent the speech of the selling cult is formed by 
Broadway, films, radio and political speeches. The prose 
is natural to the New York bourgeois. If Bentley is 
calling the "poetry" of the play "false rhetoric" he has 
a sturdier argument which he states better in another 
part of the same article: 

It is intercsting that critics who have never shown any 
)ove for poetry praise "Salesman" as a great poetic drama. 
The poetry they like is bad poetry, the kind that sounds 
big and sad and soul-searing when heard for the first 
time and spoken very quickly within a situation that ha~ 
already generated a good deal of emotion. I think it was 
Paul Mt.:ni who made the classic comment that in this 
play you can't tell '\"1here the prose leaves off and the poetry 
begins. You can tell, though, that the prose is relatively 
satisfactory, the poetry ham; mere rhetorical phrasing, as 
witness any of the longer speeches. Indee<l, this kind of 
poetry contributes verv Iiberally to that blurring of lines 
which enables Mr. Miller to write a social drama and a 
trage<ly at the same time and thus please a!l. 'º 

Miller's use of a Hollywood brand of poetry is 
probably intentional as a part of his attempt to en
noble the American salesman, an attempt which will 
be discussed along with his pretensions to tragedy. 
Nathan criticizes Willy for "such a bellowing," 41 but 
this is more a failing of the direction than of the text. 
Bentley praises Lee Cobb's "rock of a performance, 
strong enough to hold up any play ... triumphant vindi
cation of the Group's method." 'º 

The play is for the theatre, not for the library, and 
Elia Kazan gave it a direction which took full advantage 
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d l\fielziner's scenery and showed that he is the equal 
of his maestros, Clurman and Strasberg. He has man
aged to combine their method with the speed and timing 
of an Al Wood comedy, and the result filays, it is 
rnagnificent theatre. At the writer's last report, October, 
19)0, Sale.r,11a11 was still continuing the run of some 
600 performances which began Feb. 10, 1949. 

1~he emotional impact comes primarily from the 
characterization, the "truth" of the characters and the 
sense of rccognition whió it produces in the audience, 
in spite of N,:lha1ú opini:m that "its end effect is 
rather acute depression ... " '"This last is partly cor
rected by ''thc uncompromising honesty of its emo
tion" u and by the hope in the latent values of the S-'Jn, 
Biff. Second in impact is the dialog which is rich, but 
not poetic ex(c:pt in one or two passages. The action, of 
the typc of "theme and variations," <loes not carry as 
much emotion Js do the characterization and the dialog. 

Miller's contention that he has written a tragedy, 
stated in a summary of his dramatic theory, deserves 
examination. From bis article published in the New 
York 1'imes and repiOduced in the programs for Sales-
111d11. we may select a fcw of his phrases which synthe
size bis idea of tl~e "new tragedy": 

... tragic foding is evokeJ in us when we are in the 
presencc: uf ;1 charactcr who i~ ready to lay d·1wn his lif<:. 
if ne<:J be, to sernre one thing-his sense of personal 
dignity ... The flaw, or crack in the di.uacter, is r<:ally hi:; 
inhc:rent unwillin¡.:ncss to rc:main pas,ive in the face of wha: 
l:c (onceives to be a d1allcngc to his dignity, his image 
oi his rightful st,1tt·s ... from this tot,11 (,nsl.,ught by an 
indiv!dual a¡!ainst thc sc:emingly stable cosmos surrounding 
us-trom this total examination of the "unchan¡:eable" 
environment-comes tbe terror and fe,1r th:it is classkallv 
assodateJ ,1ith tra.~ecly ... Now if it i~ tn:e th:1t tragedy ¡~ 
the n>nsc:qlience of a man's total nnnpulsion to evaluate 
himsdf jt~stly, hi! dest~uction in the atte1)1pt posts a wrong 
or nn ev1l in h1s env1ronmtnt . ..And th1s is precisely the 
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morality of tragedy and its lesson ... The thrust for freedom 
is the quality in tragedy which exalts. The revolutionary 
questioning of the stable environment is what terrifies ... 
and if this struggle must be total and without reservation, 
then it automatically demonstratcs the indestructible will 
of man to achieve his humanity ... The possibility of victory 
must be therc in tragedy. 

W e see in the first four phrases that all are based 
upon a man's struggle: the tragic feeling, the tragic 
flaw of the hero, the terror and füar and the morality 
of the tragedy. This struggle, also, in the last phrase, 
"demonstrates the indestructible will of man" and "the 
possibility of victory." In addition to the struggle, we 
have in the next to the last phrase "the thrust for free
dom" which exalts and "the revolutionary questioning" 
which terrifies. 

In synthesis then, Miller's definition of tragedy is 
tbt of a revolutionary struggle toward freedom. Such 
a definition can be applied to W aiting f or Lef ty and to 
B11ry the Dead better than to Salesman because the 
prota,gonists of the first two plays make a greater strug
gle than Willy. Despite all argument, none of the 
tlme is a tragedy, and Miller' s definition perfectly fits 
the revolutionary play of social protest, but not the 
tragedy, 

This discussion brings us to Willy's "struggle." 
Is Willy a tragic hero or simply a pathetic character? 
Perhaps it would be best to cite another passage from 
Miller' s dramatic theory: 

The possibility of victory must be there in tragedy. 
Where pathos rules, where pathos is finally derived, a 
character has fought a battle he could not possibly have 
won. The pathetic is achieved when the protagonist is, by 
virtue of his witlessnes, his insensitivity, or the very air 
he gives off, incapable of grappling with a much superior 
force. 

By Miller's own definition, Willy is, in the opinion 
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of the present writer, a pathetic protagonist and not a 
tragic one. Another proof, then, that Salesman is not 
a tragedy is its lack of a tragic hero. Af ter ali, it mat
ters little if the play is or is not a tragedy; certainly 
it is an excellent social drama. The critic who wishes 
to prolong the controversy about "the tragic" may 
begin with Aristotle and conclude with the article of 
Rodolfo Usigli in Cuctdr:mos Americanos, number four, 
of last year. Also, _if time permits, there are m·eral 
hundred "philosophers" of idealistic aesthetics between 
the two authors mentioned above. 

W e shall not search any further in the history of 
the theatre for the mixed genre of Salesman now that 
ali three genres have been previously analyzed in this 
study, as has the expressionistic style; but we must 
mention a question which Usigli raises in bis article 
published in Novedades, Oct. 8, 1950: "Is the ,ymbol
istic style of staging appropriate to the tragedy" ? W e 
must agree with Usigli, I think, that it is not. Even if 
symbolism should arrive at definite forms, instead of 
t.1king over "the new stagecraft" in tofo, and at a 
characteristic content, it is still a substyle of the romantic 
current, in which the latest attempts at tragedy were 
Hauptmann's naturalistic variety and Andreyev's "sym
bolistic" one. Tl::e world has shown little liking for 
romantic tragedy from the pen of a lesser man than 
Shakespeare, and even in tern1S of Shakcspeare I per
sonally will take one classic Othello in preferencc:: to 
the sum of Rnmeo ctnd Jtdiet, Hamlet, and Akcbeth. 

Among the symbolic elements of the play, the most 
important are found in two characters: Ben, discussed 
previously, and Biff. The latter represents the hope 
of the play, l:e is the tormented one, he symbolizes 
the only escape from the "wrong or evil in the environ
ment" that is his father's, l:e is searching for useful
ncss. All his "thrusts toward freedom" have been frus-
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trated, despite his "revolutionary c.1uestioning" of Willy's 
values. He represents rebellion but he off ers us no 
soiution. Of what, then, is he a symbol? He is the 
symbol of a negative solution which does not demand 
even one positive action, and this suggests the principal 
fault of S,;i/esman. What is the audience supposed to 
do now? Found an asylum for the pathetic Willies or 
order them all to commit suicide? Give a productive 
job to the tormented Biff s or send them all to the 
mythical and Chateaubriandesque Texas of the "noble 
savages"? 

Perhaps there is more to be gained from citing the 
symbolic speech which includes the thesis, lirically ex
pressed, of the play and to c9mpare it with its ante
cedents: 

CHARLEY ... To Biff: Nobody dast blame this man. 
You don't understand: Willy was a salesman. And fm a 
salesman, there is no rock bottom to the life. He don't 
put a bolt to a nut, he don't tell you the law or give 
medicine. He's a man way out there in the blue, riding on 
a smile and a shoeshine. And when they start not smiling 
back-that's an earthquake. And then you get yourself a 
couple of spots on your hat, and you're finished. Nobody 
dast blame this man. A salesman is got to dream, hoy. lt 
comes with the territory. 45 

This can be compared with the final stanza of a 
poem by CarVSandburg called "The lawyers Know Too 
Much": 

The work of a bricklayer goes to the blue. 
The knack of a mason outlasts a moon. 
The hands of a plastecer hold a room together. 
The land of a farmer wishes him back again. 

Singers of songs and dreamers of plays 
Build a house no wind hlows over. 

The lawyers-tell me why a hearse horse snickers 
hauling a lawyer's bones. 

There are four principal literal meanings in Death 
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o/ a Salesma11: three negative and one pos1t1ve. The 
negative ones are (1) the falsity of the selling cult, 
its "false standards and self-dcception" '"(2) "being 
liked" is not enough among thosc who profess t-hc 
selling cult ( 3) the jungle out of which uncle Ben 
came with his diamonds is precisely the place for him 
and his ánachronous colleagues, the "rugged individual
ists." All three have been discussed previously. Nathan 
mentions other negative meanings of less importance: 

And thc -poinr of view throughout, in its ch,1Jlenge of 
popular conceptions, is strikinely inielligtnt. The i)Opular 
credos that nothing is more valuable to a man than being 
liked; that sincere, hard work is bound to reap its ultimate 
rewar<l; that chil<lren, even if they conceal the fact, have 
an inborn love for thcir parcnts; that loyalty is always a 
virtuc; an<l that only the incompctent foil in this worl<l
such beliefs, with no show of facile cynici~m. Miller 
punctures. " 

Tbe positive point, that of the value of work with 
tbe hands, merits a deeper examination. It appears in 
many of the "thesis speeches": 

A man who can't handle tools is not a man. You're 
d isgusting. os 

I don· t care wbnt they think ! They've laughed at DaLI 
for years, and you know why? Bccause wc clon't bclong 
in this nuthouse of a city ! W e shou Id be mixing ccment 
on sorne open plain, or-or carpentcrs. A carpcnter is 
allowc<l to whistle. "' 

·cause I got so many fine tools, ali !'d need woul<l be a 
little lumber and sorne peace of mind. "" 

There were a lot of nicc days. When he\1 rnme home 
from a trip; or on Sundays, making the stoop; finishing the 
reilar; putting on the new porch; when he built thc extra 
hathroom; and put up the garage. You know something, 
Charlcy, there's more of him in that front stoop than in 
ali the sales he ever made. " 

-158--



In the American theatre, the direct antecedent for 
this exaltion of manual labor is found in T he World 
We Make (1939), dramatized from Tbe 011tward 
Room by Millen Brand. It concerns a mental patient 
who escapes from a hospital and resolves her psycholog
ical difficulties through work in a steam laundry and 
through the love of one of the workers there. Naturally, 
too, the name of Maxim Gorky comes immediately to 
mind as the greatest apologist fer work in recent times. 

The moral judgment of the play falls upon Willy 
and the environment which produced him and in which 
he falsely believes. It is a hard judgment and without 
pity in spite of the pathos of the character. 

The condemnation of the selling cult is linked with 
a sentiment common to many American writers and 
artists of the period between the two world wars. 
Among them there were Carl Sandburg and Sinclair 
Lewis and the voluntary exiles of the twenties. But 
they were not a large number until the end of the second 
World War when a widespread reaction was revealed 
among veterans agaínst the selling life. The G. l. Bill 
of Rights gave many of them the opportunity to drop 
their previous projects and educations directed toward 
the great advertising industry, and other similar ones, 
in arder to make a fresh start. It is a curious group, 
this army of student veterans who go in varied and 
strange directions, but the characteristic common to ali 
is their rejection of the selling cult. Among them are 
those who wish to learn the trades of artisans, the 
aesthetes who pursue the end of "art for art's sake," 
the homosexual aristocrats, the future university profes
sors, the escapists, those who search for a "culture" in 
foreign lands in order to bring it later as missionaries 
to their savage land, the dilettantes, the future writers, 
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artists and social reformers of the United States. They 
remain for the moment a large question mark; they 
are just now beginning to finish their studies. It is 
certain, however, that they are not selling anything; 
those who wanted to sell returned early from their 
military service to the show windows and sample cases 
which were awaiting and calling them. Miller, although 
he wasn't a soldier, lived among them in order to 
collect material for his reportage Sit11ation Normal, and 
the movie, G. l. Joe. He captured many of the deepest 
f eelings of the citizen-soldiers, and certainly his protest 
against the selling life is more influenced by the citizen
veterans than by the writing of the preceding genera

tion. 

Miller, during all of his writing career, has been 
a leftist, but his social thinking is marked more by 
generalized feelings than by any logical and consistent 
observation. He has not concentrated bis fice; bis at
tention to the timely and his lyrical and bis idealistic 
tendencies have taken away a part of the social impact 
of his plays. His method has been more eclectic than 
radical, and bis writing shows more talent than con
viction. We are not impressed to learn that Miller spent 
two and a half years as a stock clerk saving the money 
to enter the University of Michigan. After graduating 
in 1938, he joined the Federal Theatre for a short time 
until it was curtailed. Then he wrote radio dram:i 
scripts, short stories, a book of reportage, and in 1945 
a novel about anti-Semitism, Foc11s. Since then (a play 
in 1944, The .i\-1an JVho Had Ali the Luck, was unsuc
cessful on Broadway), Miller has written almost exclu
sively for the theatre and has severa! pieces which have 
not been produced. Despite his writing on jobs com
missioned by both the important national labor organ-
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izations, and his dedication of "a few weeks each 
year" to an occupation to be added to the list Chap
man .. gives us. Miller seems to have no real connection 
with the workingman' s life he suggests as an alternative 
to the selling cult in Dealh of a Salesman. His solution, 
and to sorne extent Miller himself, remains a theory 
and perhaps only a sentiment. 

The importance o/ Death of a Salesman since its 
opening in 1949 has been considerable as theatrical art, 
but its influence as a. social protest has been f elt less. 
lt continues its run on Broadway without any indication 
of closing soon. It won the Pulitzer Prize, the Critics 
Circle Award, the Antoinette Perry Award, the Theatre 
Club Award, and the "Front Page" Award for the 1949 
season. The first two are the most highly recognized 
theatre awards in the United States. The blurbs on the 
dust jacket of the Viking Press edition of the play 
contain more superlatives signed by more well-knowa 
New York reviewers than the writer of this study 
remembers being given to any other contemporary 
American play. Bentley calls it a "signal event in New 
York theatrical life" ""; Nathan is the only critic who 
has no superlatives for it. 

The play is typically American in content, and 
perhaps we could say also that it is typical in its confu
sion. Certainly it is not a universal drama.tic work, 
nor will it be until the day the selling cult is universally 
accepted, an improbability now that the social struggle 
proceeds upon other bases in almost the entire world. 
Could it have much meaning in Mexico? Probably not, 
cxcept among a small audience in the capital. Despite 
certain superficial symptoms, such as the Lions Clubs, 
the Rotarians, the Shriners and the American Chamber 
of Commerce, the selling cult really has no large nwnber 
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of neophytes in Mexico, largely, I suppose, because 
most of Mexico remains on a "non-money economy." M 

Granted its confusion, Salesman, thanks to its 
artistic superiority, is a more effective protest than Ali 
My Sons.,.. But most of its virtues líe in its theatrical 
form, not in what it says; it is fine theatre, not drama. 
When the forro is so completely predominant over the 
content, there is no possibility of considering Death of 
a Salesman as an equilibrated work which might become 
one of the measures in the history of the theatre. 

The play is very good, howcver, and the persistent 
<JUestion keeps returning, "What if Miller had concen
trated on cutting the tap root of the American myth. 
instead of mcrely cutting off its foliage along with 
that of other myths which have long preoccupied the 
orthodox mind ?" Ah, that would have been some
thing-something which would probably have put the 
name of Arthur Miller on the title page of the best 
American drama. As the synthetical, but not too syn
tactical, Alfredo Segre says, "He risked a masterpiece." 
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NOTES FOR CHAPTER FOUR 

1 Gagey, op. cit. p. 133. 

2 When I mentioned, to a friend who works in the 
theatre, the protest plays I was studying, he asked with good 
reason, "What about Une/e Tom's Cabin?" It was the first 
dramatic protest in the United States with a content both 
significant and widely discussed, but its form is neither dra
matic nor comparable to the form of the seven plays discussed 
in this study. The adaptation from the novel is more cinematic 
than dramatic, as may be seen from the "Programme" given 
the audience for its geographic orientation: 

ACT !-Exterior of Uncle Tom's Cabin on Shelbey's 
Plantation; Negro Celebration. Chorus, "Nigga in de Corn
field"; Kentucky Breakdown Dance; Innocence Protected; 
Slave Dealers on hand. Chorus, "Come then to the Feast;" 
the Mother's Appeal; Capture of Moma (Eliza); Interior 
of Uncle Tom's Cabin; Midnight Escape; Tom driven from 
his Cabin; Search of the Traders; Miraculous Escape of 
Morna and her Child. Offering Prayer; the Negro's Hope; 
Affecting Tableau. 

ACT 11-Family Excitement; Dark Threatenings; Ohio 
River Frozen over; Snow Storm; Flight of Morna and her 
Child; Pursuit of the Traders; Desperate Resolve and Es
cape of Morna on Flowing Ice; Mountain Torrent and Ra
vine; Cave of Crazy Mag; Chase of Edward; Maniac"s Pro
tection; Desperate Encounter of Edward and Traders on the 
Bridge; Fall of Springer clown the Roaring Torrent; Negro 
Chorus, "We Darkies Hoe the Corn;" Meeting of Edward 
and Morna; Escape over Mountain Rocks. 

ACT 111-Roadside Inn; Advertisement Extraordinary; 
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the Slave Auctioneer; Rencontre between Edward and Slave 
Dealers; Interposition of Crazy Mag; Arrival from the 
West Indies; Singular Discovery. Mountain Dell; Recog
nition of Lost Mother; Repentance and Remorse; Return 
of Tom; the Log Cabin in its Pride; Freedom of Edward 
and Moma &c. 

The titles of two plays of the first decade of this century 
have been mentioned in Iists of early American stage protests: 
The Witching Horir by Augustus Thomas, and The Great 
Divide by William Vaughn Moody. The first reveals, in 
thr first act that J ack' s gambling house in Louisville has 
had police and judicial protection and thereafter leaves the 
question for the more fantastic kinds of psychic phenomena. 
The second play, by a playwright better known as a poet, is 
a serious piece of social criticism, but it is too generalized 
to be called a social protest. It is rather a play which belabors 
orthodoxy in favor of heterodoxy, as did Shaw's, according 
to Henry L. Mencken, George Bernard Shaw His p/ays. (Bos
ton and London: John W. Luce and Co. 1905). 

We have no other choice but to take Aria Da Capo as the 
fmt real American protest in a finished artistic form and 
The Adding Machine as the first important protest play to 
appear on Broadway. Naturally such isolated "firsts" do not 
make up a theatre movement, and the thriving social protest 
theatre did not appear until the end of the "chicken in everv 
pot and a car in every garage" era. · 

8 Gagey, op. cit. p. 152. 

• Ludwig Lewisohn, "Creative Irony: Mr. Rice's The 
Addi11g Machi11e" in Montrose J. Moses and John Mason 
Brown, T he American T heatre as Seen by its Critics 1752-
1934. (New York: W. W. Norton and ·company. cl934). 
pp. 196f. 

• The mixture of styles in The Adding Machine helps 
produce a similar confusion among critics as to its genre. 
Sobe!, op. cit. surpasses ali his colleagues for faulty vision 
when he calls it a "fantasy-tragedy." p. 36. 
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• The first cycle of The Adding Machine corresponds to 
Poi ti' s eighth situation, revolt, but the second and third 
cycles correspond to none of the 36 situations of Polti. W e 
might invent a thirty-seventh and thirty-eighth situation, 
rejection for the first cycle, and condemnation for the third 
cycle. 

• "Elmer Rice is Jess at home in the fantasy than in 
the earlier, more realistic scenes ... " Gagey, op. cit. p. 151. 

• Gassner, Masters of the Drama. op. cit. p. 48Sf. 

• Gagey, op. cit. p. 150. 

10 What appears to be confusion among the critics as to 
the fom1s used in expressionism results from the meagreness 
of their descriptions and a failure to separate form from con
tent. Formal elements may" be fished one or two at a time 
from the intelligent but Jimited discussions of Gorelik, Gass
ner, Barrett H. Clark, Bemhard Diebold and Usigli. What 
the forms were aimed at, not what they were, is best summed 
up by Lewisohn, op. cit. p. 196: the inner life objectified, 
the o u ter life synthesized. The most satisfying approach is to 
work from the content to the forros found in the plays them
selves, but a more rapid overall picture can be obtained from 
an analogy in the plastic arts: four great caricaturists, Hogarth, 
Goya, Daumier and Jose Clement Orozco. Their inferior, 
George Grosz, should be studied for his direct connection with 
the local conditions which produced German expressionism 
in the theatre. 

11 Bentley, The Playwright as Thinker, op. cit. p. 263. 

12 Text from The Peop/e's Song Book. (New York: Boni 
and Gaer. cl948). p. 8. 

'ª Gorelik, op. cit. pp. 25If. 

11 Gassner, Masters of the Drama. op. cit. p. 489. 
15 Gorelik, op. cit. p. 252. 
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16 George Grosz, A Little Yes and a Big No: the Auto
bicigraphy of George Grosz, Illustrated by the Author. (New 
York: The Dial Press. 1946). 

1• George Meredith, An Essay 011 Comedy: and the Uses 
of the Comic Spirit. (London: Constable and Company, Ltd. 
1915). pp. 23-30, 62f., 69, and 85-88 contain a maximum of 
theory and a minimum of rhetoric. 

18 Bentley, The Playwright as Thinker. op. cit. p. 177. 

10 Notwithstanding Marx's error in giving a non-linear 
multiple power to concentrations of laborers because of their 
"social enthusiasm," the simple economic power of concen
trated local capital leaves off a linear function and approaches 
that of the square. The difference is obvious: 50,000 workmen 
under a single boss do not ali "think like" the boss, but 
50,000 dollars in the hands of a single man are in complete 
agreement with him. 

20 A notable recent exception, Gilbert Seldes, T he Great 
A11dience. (New York: Viking. 1950). 

21 Elmer Rice, "The Adding Machine" in T he T heatre 
Guild Anthology. (New York: Random House. cl936). p. 269. 

22 Upton Sinclair, The Brass Check: a Study of American 
Journalism. (Pasadena, California: Published by the Author. 
1920). 

"" Gagey, op. cit. p. 149. 

•• Leslie Stephen, Suiift. (london: MacMillan and Com
pany, Ltd. 1927). p. 209. "He was buried in St. Patrick's 
Cathedral, and over his grave was placed an epitaph, con
taining the last of those terrible phrases which cling to our 
memory whenever his name is mentioned. Swift líes, in his 
own words-

Ubi saeva indignatio 
Cor ulterius lacerare nequit." 

25 Gagey, op. cit. p. 151. 
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28 Lewisohn, in Moses and Brown, op. cit. p. 196. 

27 Brooks Atkinson, "Of Thee I Sing" in Moses and 
Brown, op. cit. p. 300. 

28 George Jean Nathan, The Theatre Book of the Year 
1948-1949: A Record and an Interpretation. (New York: .Al
fred A. Knopf. 1949). p. 281. 

"" !bid. p. 280. 

"" Nathan, op. cit. p. 282. 

31 Of Polti's 36 situations, DeaJh of a Sa/eJman corre
sponds to number 33, erroneous judgment, and to number 21, 
self-sacrifice for kindred. 

a.a Arthur Miller, Death of a SaleJman, (New York: The 
Viking Press. 1949). p. 139. 

33 ldem. 

"' lbid. p. 86. 

a., Nathan, op. cit. p. 281. 

"" lbid. p. 280. 

37 Gorelik, op. cit. p. 248. "But on the whole the distin
guishing feature of Expressionism would seem to lie else
where-in a symbolism notable for the vehemence of its sym
bols." 

"" Nathan, op. cit. p. 279. 

"' Bentley, "Back to Broadwe.y" in Theatre ArtJ, vol. 
xxxiii, no. 10. November, 1949. p. 13. 

"' ldem. 

11 Nathan, op, cit. p. 281. 
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" Bentley, "Back to Broadway" op. cit. pp. 12f . 

.,, Nathan, op. cit. p. 280. 

" Idem . 

.,; Miller, op. cit. p. 138. 

•• Nathan, op. cit. p. 280. 

" Ibid. p. 284. 

•• Miller, op. cit. p. 44. 

•• [bid. p. 61. 

/;O ]bid. p. 72. 

51 [bid. p. 138. 

0 John Chapman, The Burns Mantle Best PJayJ of 1948-

49: and the Year Book of the Drama in America. (New York: 

Dodd, M~ad and Company. 1949). p. 368. 

o., Bentley, "Back to Broadway" op. cit. p. l 2. 

"' Seymour E. Harris (Ed.), Economic ProblemJ of I.Atin 

Amel'ica. (New York: McGraw-Hill Book Company, Inc. 

1944). p. 373. 

55 Nathan, op. cit. p. 283. 
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