
All My Sons
An Introduction
Context, Concerns and Purpose

OBJECTIVES
It is hard to outdo the pithy background section in the Methuen edition in combination with the 
Timeline Theatre study guide (under ‘Resources’ on livreordie), so we will spend this lecture considering 
historical shifts and other ‘big ideas’ whilst engaging with evidence from the text. This section should 
prove useful in your revision.

CONTEXT

WAR AND THE MILITARY-INDUSTRIAL COMPLEX
Until the latest of our world conflicts, the United States  had no armaments  industry… we have been compelled 

to create a permanent armaments industry of vast proportions. Added to this, three and a half million men and 
women are directly engaged in the defense establishment. We annually spend on military security more than the net 
income of  all United States corporations.

This conjunction of an immense military establishment and a large arms industry is new in the American 
experience... In the councils  of government, we must guard against the acquisition of unwarranted influence, 
whether sought or unsought, by the military-industrial complex. The potential for the disastrous rise of 
misplaced power exists  and will persist. We must never let the weight of this combination endanger our liberties or 
democratic processes. We should take nothing for granted.

Dwight D. Eisenhower, ‘Farewell Speech’ (1961)

Everybody knew a lot of  illicit fortunes were being made, a lot of  junk was being sold to the armed services, 
we all knew that. All the rules were being violated every day, but you didn’t want to mention it.

Arthur Miller

On the orders of Franklin D. Roosevelt, aircraft production during World War II rose from 50,000 in 
1940 to a high of 125,000 in 1943. This ‘industrial mobilisation’ called for non-stop production up until 
the drop of the atomic bomb in 1945 under the charge of Harry S. Truman. In the same year, (rumour 
has it... rumour... rumour has it...) Miller hears the story of a young woman in the Midwest who turned 
her father to the authorities for manufacturing defective aircraft parts to the U.S. military.

KELLER. You don’t know how to operate, your stuff is no good, they close you up, they tear up your contracts.  What 
the hell’s it to them? You lay forty years into a business and they knock you out in five minutes… (Act Two 77)

KELLER. Who worked for nothin' in that war? When they ship a gun or a truck outa Detroit before they got their 
price?  Is that clean?  It's  dollars and cents, nickels and dimes;  war and peace, it's nickels and dimes, what's 
clean? Half  the goddam country is gotta go if  I go! That's why you can't tell me. (Act Three, 89)

GEORGE. I saw your factory on the way from the station. It looks like General Motors. (Act Two, 68)
GEORGE. Yes, this morning. What kind of  stuff  do you make now?
KELLER. Oh, little of everything. Pressure cookers, an assembly for washing machines. Got a nice, flexible plant 
now. (Act Two, 69)
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With destruction comes creation. Factories like Joe Keller’s were born of wartime and continued to 
prosper  post-WWII, shifting into consumer goods—a keystone of the American Dream.

THE AMERICAN DREAM
With the military-industrial complex and an American economy on the up-and-up, it is unsurprising 
that the period after WWII was one of immense a!uence for middle America. Statistics tell the story: 
$213 billion GDP in 1945 grew to $500 billion in 1960; the middle class composed an unprecedented 
60% of the population; 62% of families owned a home by 1960 (from a mere 43% in 1940). Domestic 
consumption, especially of consumer appliances like washing machines and refrigerators, sky-rocketed. 
Prosperity in the American post-WWII milieu was not just a goal of every citizen; the opportunity of 
‘living the American dream’ would come to be recognised as an inalienable right.

The American Dream is that dream  of a land in which life should be better and richer and fuller for 
everyone, with opportunity for each according to ability or achievement. It is a difficult dream for the European 
upper classes to interpret adequately, and too many of us ourselves have grown weary and mistrustful of it. It is not a 
dream of motor cars and high wages merely,  but a dream of social order in which each man and each woman shall 
be able to attain to the fullest stature of  which they are innately capable...

James Truslow Adams, Epic of  America, (1931)

We hold these truths to be self-evident, that all men are created equal, that they are endowed by their creator 
with certain unalienable Rights, that among these are Life, Liberty, and the pursuit of  Happiness.

United States Declaration of  Independence (1776)

The financial struggle that the average American today su"ers is not apparent to the audience from the 
opening. The Kellers live a ‘nice’ and ‘comfortable’ life that they seek to maintain while their neighbours 
past and present—the Deevers and the Baylisses—are considerably less fortunate.

The house is two stories high  and has seven rooms. It would have cost perhaps fifteen thousand in the early  twenties when  it was built. 
Now it is nicely painted, looks tight and comfortable, and the yard is green with sod... (Act One, 3)

ANN. Because you have a right to whatever you have.  Everything, Chris, understand that? (…)
CHRIS. Oh Annie, Annie... I'm going to make a fortune for you! (Act One, 38)

KELLER. I want a clean start for you, Chris. I want a new sign over the plant—Christopher Keller, Incorporated.
CHRIS (a little uneasily). J. O. Keller is good enough.
KELLER. We’ll talk about it. I’m going to build you a house, stone, with a driveway from the road… (Act One, 41)

THE NUCLEAR FAMILY
The Cold War (1945-1991?), or the period after WWII, arguably led to a fundamental change in the 
social structure. The typical family unit was less the multi-generational tapestry of yore and more the 
father-mother-two children ‘nuclear’ model of four. This in turn fuelled the frenetic consumption 
(more homes, more cars, more appliances) that fermented an increasingly materialistic society.

The image of the American nuclear family has clearly evolved from the ‘ideal’ state in Leave It to Beaver 
(1957), the dysfunctional suburban family in The Simpsons (1989), single-parent family in Gilmore Girls 
(2000) to the whimsical chaos of Keeping Up with the Kardashians (2007). 
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MOTHER. If he ate in my house [George]'d have an appetite. (to Ann) I pity your husband! (To George) Sit down. I'll 
make you a sandwich. [...]
GEORGE (with deep feeling for her) You... you haven't changed at all, you know that, Kate?
MOTHER. None of  us changed, Georgie. We all love you. (Act Two, 63)

CHRIS (with admiration). Joe McGuts. (Act One, 32)
ANN. You’re the only one I know who loves his parents. (Act One, 35)

THE SOCIAL CONTRACT
The social contract, defined in the simplest terms, is the unwritten acceptance that the individual is 
bound to the rules set by the collective (social group, society, nation, universe). An individual, in 
essence, exchanges some personal liberty for the security a"orded by the group.

The idea of the social contract goes  back, in a recognisably modern form, to Thomas Hobbes;  it was developed 
in different ways by John Locke, Jean-Jacques Rousseau, and Immanuel Kant. After Kant the idea largely fell into 
disrepute until it was  resurrected by John Rawls. It is now at the heart of the work of a number of moral and political 
philosophers.  The basic idea seems simple: in some way, the agreement (or consent) of all individuals  subject to 
collectively enforced social arrangements  shows that those arrangements have some normative property (they are 
legitimate, just, obligating, etc.).

Stanford Encyclopedia of  Philosophy

The Hobbesian view has been widely interpreted as one where humans ‘are necessarily and exclusively 
self-interested. All men pursue only what they perceive to be in their own individually considered best 
interests’ (Internet Encyclopedia of Philosophy). This which we call the Hobbesian State of Nature is, we 
speculate, the ingrained norm in Miller’s 1947 America: the average Joes of that world pursue their own 
ends without regard for their fellow man, justifying this with the poignant but lame reason of family.

On the other hand, Locke’s treatise on the State of Nature assumes that we are ‘free to pursue our own 
interests and plans’ but do so under the premise that we must not harm others with regard to their ‘life, 
health, liberty or possessions’. The goodwill in Locke’s premise, echoed in Chris’s idealistic Obama-type 
speeches, is evidently eviscerated in the play. 

CONCERNS 
This is  also a play about betrayal, about fathers and sons, about America, about self-deceit, about self-righteousness, 
about egotism presented as idealism, about a fear of mortality, about guilt,  about domestic life as  evasion, about 
the space between appearance and reality,  about the suspect nature of language, about denial, about repression, 
about a kind of despair finessed into hope, about money, about an existence resistant to our needs, about a wish for 
innocence when, as Miller was  later to say in his autobiography, innocence kills, about a need for completion, about 
the gulf between the times we live in and the people we wish to believe ourselves  to be, about the fragility of what 
we take to be reality, about time as enemy and time as moral force and so on.

Christopher Bigsby, Arthur Miller: A Critical Study

THE FAMILY - FATHERS AND SONS
One might argue that All My Sons is an essentially private tragedy concerned about one family’s loss and 
the ghost of the past that haunts them. Like Death of a Salesman, familial relationships are examined 
under Miller’s microscope.
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KELLER. You get older, you want to feel that you -- accomplished something.  My only accomplishment is my 
son.  I ain't brainy. That's all I accomplished.(Act Two, 53)

CHRIS. I  know you're no worse than most men but I thought you were better. I never saw you as a man. I saw you 
as my father. (Act Three, 89)

KELLER. Nothin's bigger than that. And you're going to tell him, you understand? I'm his father and he's my 
son, and if  there's something bigger than that I'll put a bullet in my head! (Act Three, 83)

SOCIAL RESPONSIBILITY VS TRIBALISM
The play ‘forcefully repudiates anti-social behaviour that derives from the myth of privatism in 
American society’. Chris believes whole-heartedly in one’s obligation to the greater world and the need 
for sacrifice, whereas Joe represents the self-centred notion of caring only for one’s own ‘sons’.

CHRIS. They didn't die;  they killed themselves for each other. I  mean that exactly.  a little more selfish and they'd've 
been here today. And I got an idea ...watching them go down. Everything was  being destroyed, see, but it seemed to 
me that one new thing was made. A kind of—responsibility.  Man for man. (Act One, 38)

KELLER (looking  at letter in his hand). Then what is  this if it isn't telling me?  Sure, he was my son. But I think to him 
they were all my sons. And I guess they were, I guess they were. (Act Three, 90)

KELLER. Chris...  Chris, I did it for you, it was  a chance and I took it for you. I'm sixty one years old, when would 
I have another chance to make something for you? (Act Two, 77)

MOTHER. We’re dumb, Chris. Dad and I are stupid people. We don’t know anything. You’ve got to protect us. (44)

All My Sons thus ‘lays siege to… the fortress of unrelatedness’ and shows why an individual’s betrayal of 
the social contract and in so doing, relinquishes the responsibility for others will lead to the ‘zoo’ Chris 
howls about and the ‘jungle existence for all of us’ that Miller himself writes of—a carnivorous, dog-eat-
dog world devoid of a#liation with another man, one’s ‘country’ and the ‘world’.

IDEALISM VS MATERIALISM
It is through the tragic hero of Chris that the play exhorts its audience to take up its social and moral 
cause. His aspirations towards self-sacrifice (instead of self-gain) and humanity (instead of material 
achievement) are admirable but are contradicted by his desire to live the American Dream with Ann. 

CHRIS (with burning  fury). For me! Where do you live, where have you come from?  For me! ...I was dying every day 
and you were killing my boys  and you did it for me? What the hell do you think I was thinking of, the goddam 
business? Is  that as far as your mind can see,  the business?  What is that, the world of business? Don’t you have  
a country? Don’t you live in the world? (Act Two, 78)

CHRIS. You can be better! Once and for all you can know there's  a universe of people outside and you're 
responsible to it, and unless you know that, you threw away your son because that's why he died. (Act Three, 91)

ANN. And the money,  there's nothing wrong in your money.  Your father put hundreds  of planes in the air, you 
should be proud.  A man should be paid for that... (Act One, 38)
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DENIAL AND DECEPTION VS TRUTH AND REVELATION
For Steven Centola, the past in All My Sons is ‘always present and cannot be ignored, forgotten or 
denied’. Kate’s seemingly innocent self-delusion - her means of coping with loss - hides an underlying 
layer of bullying and outright mendacity. Joe and Chris are complicit in Kate’s fantasy as they repress 
the past and by extension, the truth. By the end of the play, we see that everyone is guilty.

SUE. Then why don't you go out and talk to people?  Go on, talk to them. There's  not a person on the block who 
doesn't know the truth. (Act Two, 49)

KELLER. Kid,  walkin' down the street that day I was guilty as hell.  Except I wasn't,  and there was  a court paper in 
my pocket to prove I wasn't… (Act One, 40)

CHRIS. You have such a talent for ignoring things.
KELLER. I ignore what I gotta ignore. (Act One, 15)

GUILT AND SHAME VS ATONEMENT AND PENANCE
‘Indeed’, Christopher Bigsby argues, ‘no one in this play is without culpability, without cruelty, without 
guilt’, a claim that Sue’s aforementioned indictment implies. The entire community, including the 
Baylisses and the Lubeys, is guilty of suppressing the truth. Both Joe and Kate are clearly cognisant of 
their own guilt but take pains to preserve an appearance of innocence. Chris suspects or perhaps even 
knows the truth but does not truly confront his parents until the end of the play. 

CHRIS. I went to work with Dad, and that rat-race again.  I felt -- what you said -- ashamed somehow.  Because 
nobody was charged at all.  It seemed to make suckers out of a lot of guys.  I felt wrong  to be alive, to open the 
bank-book, to drive the new car, to see the new refrigerator.  (Act One, 38)

CHRIS. (a little uneasily) J. O. Keller is good enough. 
CHRIS. (a little frightened) Dad, you don't have to tell me this. (Act One, 41) 

KELLER. I could set George up here....  I want [Steve] to know that when he gets out he’s  got a place waitin’ for him. 
It’ll take his bitterness away. To know you got a place... it sweetens you. (Act Two, 52-53)

GEORGE. You know in your heart Joe did it. [...] Everything they have is covered with blood. (Act Two, 60-61).

SUMMARY OF CONCERNS

IDEAL STATE ACTUAL STATE

Rooted to idealism Enslaved by pragmatism

Moral responsibility Materialism and the American dream

Others above self Self-interest

Community Tribalism

Social responsibility Family loyalty

Truth and revelation Denial and deception

Atonement and penance Guilt and shame
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PURPOSE
In my view, the play asks more questions than it resolves. All characters are denied ‘redemption’: Joe 
does not truly atone for all his sins and Chris cannot feel that he has done the just thing.

1. Is All My Sons an anti-war play? Does the play condemn the capitalistic practices of the second 
World War and in truly prophetic fashion, the ruthless capitalism we see today?

2. Is this a moralistic play, calling its audience to obey the social contract and take ‘responsibility’ in a 
cultural milieu? Does Miller deliver ‘social’ and ‘moral’ justice through Joe’s death? 

3. Is this a social problem play about the fatal flaws of the American Dream? Does the play critique 
the pursuit of prosperity and material gain? Does the play suggest a viable set of values and beliefs?

4. Is the play a patriotic work that mourns the collective loss of American soldiers and the collateral 
fissure of the American way of life? Does Miller pay tribute to their selflessness?

5. Is the play a domestic tragedy, ultimately sympathetic to Joe Keller and his family-first tribalism? 
Does the audience sympathise with the Kellers because of Larry and later Joe’s death?

What then, in your opinion, is All My Sons really about? 

But we have always understood that when times change, so must we;  that fidelity to our founding principles 
requires new responses to new challenges;  that preserving our individual freedoms ultimately requires collective 
action. For the American people can no more meet the demands of today's  world by acting alone than American 
soldiers  could have met the forces of fascism or communism  with muskets and militias. No single person can train all 
the math and science teachers we will need to equip our children for the future, or build the roads and networks and 
research labs that will bring new jobs and businesses  to our shores. Now, more than ever, we must do these 
things together, as one nation and one people.

Barack Hussein Obama, Inauguration Address, (2013)

In the words of the incumbent President of the United States of America, it can only be about the lives 
of all our sons and all our daughters. Be responsible for them.

END.
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All My Sons
An Introduction
Dramatic Methods and E"ects

OBJECTIVE
This list of dramatic methods does replicate what is in your in-class text but provides brief explanation of 
possible e"ects and significance, with a sampling of textual evidence. Read this document before going 
into tutorials so that you can get an immediate grounding on modern drama (the analysis here can be 
easily transposed onto Streetcar). Also use it as a means of quickly revising key dramatic methods before 
every major examination and as a starting point for your revision project in Term 3.

DRAMATIC METHODS

SETTING
All My Sons can be generally described as a modern play but can also be placed in the genre of ‘social 
realism’. In accordance with the genre, the set / setting of the Kellers’ backyard is a naturalistic one.

The back yard of  the Keller home in  the outskirts of an  American town. August of our era. The stage is hedged on  right and left by 
tall, closely planted poplars which  lend the yard a secluded atmosphere. Upstage is filled with the back of  the house and its open, 
unroofed porch... At the right, beside the house, the entrance of the driveway can be seen... In the left corner, downstage, stands the 
four-foot-high stump of  a slender apple tree... (Act One, 3)

On the rise, Chris is discovered sawing  the broken-off tree, leaving  stump standing  alone. He is dressed in  good pants, white shoes, but 
without a shirt. He disappears with tree up the alley... (Act Two, 44)

DRAMATIC LANGUAGE
The stylised dialogue in the play is predominantly colloquial or informal in register, indicative of the 
play’s Midwestern, suburban context. This contributes to the convivial mood. The occasional use of 
vulgarity or profanity (e.g. hell) , in contrast, projects anger, fury or frustration.

KELLER. Hello, Frank. What’s doin’? (Act One, 4)
KELLER. What the hell kinda talk is that? (Act One, 33)
KELLER. When he comes I like you to brooch something to him. (Act Two, 52)

Repetition and anaphora (where words are repeated in successive sentences) figure very prominently in 
Miller’s dialogue. Where one character repeats another character’s words, it can indicate agreement or 
conflict, a#rmation or repudiation. Where repetition occurs within a character’s lines, it can suggest 
power in the form of insistence and manipulation or helplessness in the face of profound loss and 
emptiness.
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KELLER. You wanted money, so I made money. What must I be forgiven? You wanted money, didn’t you?
MOTHER. I didn’t want it that way.
KELLER. I didn’t want it that way, either! (Act Three, 83)

Miller often prescribes the tone in which his dialogue is to be performed in his stage directions. These 
explicit directions sometimes denote the tension or outright conflict between characters:

CHRIS. Just because she isn't married doesn't mean she's been mourning Larry.
MOTHER (with an undercurrent of  observation). Why then isn't she?
CHRIS (a little flustered). Well... it could have been any number of  things.
MOTHER (directly at him). Like what, for instance?
CHRIS (embarrassed, but standing his ground). I don't know.  Whatever it is.  Can I get you an aspirin? (Act One, 20)

KELLER (commanding outburst in high nervousness). A father is a father! (As though the outburst had revealed...) (Act Two, 54)

Where stage directions are absent, you should infer the character’s tone from his or her word choice.

Pauses and silences, used sparingly by Miller, denote tension and sometimes disagreement between 
characters. Occasionally, they can also signify a sense of helplessness or emptiness engulfing the 
character.

MOTHER. Tell him—You're willing to go to prison. (Pause)
KELLER (struck, amazed). I'm willing to—?

Interruptions or overlapping dialogue can suggest contention between characters, each attempting to 
overwrite or overrule the other’s point. 

CHRIS. Mother, you're absolutely—
MOTHER (waving him off). Don't be so damned smart! Now stop it! (Act One, 28)

ANN (perplexed). But, Kate—
MOTHER. Put that out of  your head!
KELLER. Because—
MOTHER (quickly  to Keller). That's  all, that's  enough.  (places her hand on her head)  Come inside now, and have some 
tea with me. (She turns and goes up steps)
KELLER (to Ann) The one thing you—
MOTHER (sharply). He's not dead, so there's no argument! Now come! (Act One, 33)

DRAMATIC ACTION
Scene changes are dictated by entrances and exits in the play. Pay attention to how characters make 
‘convenient’ exits so that the characters on stage can discuss something secretive or private. The minor 
characters, Jim, Sue, Lydia, Frank and Bert enter at just the right moment to dispel the tension, bring 
comic relief or sometimes to underscore Miller’s concerns (and sometimes judgement).

Lecture 2 / An Introduction to All My Sons 8



The action in All My Sons presents the full spectrum of physical violence, suggestion of physical 
violence, protestation and intimidation to communal rapport, familial love and romantic intimacy. 
Reading dramatic texts necessitates a visual understanding of what goes on, so do describe the 
experience the characters go through or the state of characters relationships in the play.

CHRIS. What must I do to you?  I ought to tear the tongue out of your mouth, what must I do? (With his fist he pounds 
down upon his father’s shoulder. He stumbles away, covering his face as he weeps.) What must I do, Jesus God... (Act Two, 78)

CHRIS (ready to hit him) Are you going to talk like a grown man or aren't you? (Act Two, 58)
GEORGE (surging back at him) I'm not through now! (59)
CHRIS (whirling him around). Lower your voice or I’ll throw you out of  her! (60)

CHRIS (laughs). And truer love hath no man! [...]
GEORGE (laughing). She’s wonderful! [...]
ANN (laughing, to George) She’s got you hooked already! (George laughs, is excited.) (Act Two, 67)

Gestures (e.g. lighting a cigarette), posture (e.g. sitting, standing) and the distance between characters, 
established by position, movement or exits, can also have similar e"ects.

CHRIS. I don't want to argue with her, but it's time she realized that nobody believes Larry is alive any more. (Keller 
simply  moves away, thinking, looking  at the ground) Why shouldn't she dream  of him, walk the nights waiting for him?  (Act 
One, 14)

MOTHER. You above all have got to believe, you—
KELLER (rising) Why me above all? (Act One, 23)

He turns away, unable to face Keller. Ann goes quickly to Mother, takes letter from her and starts for Chris. (Act Three, 89)

STRUCTURE
The play is in the words of a director, ‘built’! Every scene has a function and the rhythm is obvious: we 
go from tense to calm to tense to calm again. Truth is often revealed during intense moments, then 
concealed by comedy or festivity. This pattern is reliant on frequent entrances and exits. Pay attention 
to which characters are on stage and why they are there (especially the minor characters).

While the play begins with the slow, tranquil routines of a Sunday morning, the action speeds up as 
‘clues’ of the Kellers’ guilt are seeded in the audience’s minds. These precede the climactic 
confrontations between George and Ann-Chris-Keller. The play spirals into chaos, madness and 
catastrophe in the final act. 

The key plot points can be framed using Freytag’s triangle or elements of classical tragedy. Consider the 
following key events: (i) the many ‘merry’, festive sequences that establish a sense of community; (ii) 
Bert asking Joe about the ‘jail’ and Mother’s furious reaction; (ii) Ann’s arrival; (iii) George’s phone call; 
(iv) the sawing of the tree stump (iv) George’s arrival; (v) Mother’s unintended slip about Joe’s perfect 
record and the lie about pneumonia; (v) Chris’s confrontation with Joe and Joe’s confession; (vi) Jim’s 
‘authorial’ commentary; (vii) Chris’s repudiation of Joe and his suicide.

Lecture 2 / An Introduction to All My Sons 9



ACT ONE ACT TWO ACT THREE

Time Early Sunday morning
- Mundane normalcy?

Sunday evening to twilight
- Approaching darkness?

Two o’clock on Monday
- An imminent nightmare?

Plot device Exposition
- Tree stump / Nov 25th

- The neighbours?

Rising action
- George’s phone call?
- Keller’s reaction?

Complication
- Sue’s revelation?
- Chris insists that Joe is 

innocent?

Climax
- Confrontation between 

Chris and George?

Peripeteia
- Kate unwittingly confirms 
Joe’s guilt?

Falling action
- Chris reads Larry’s letter?
- Joe goes inside?

Catastrophe
- Joe’s suicide

Denouement
- Mother’s closing lines

Mood Convivial, neighbourly?
Hopeful to uneasy, tense?

Tense to truculent?
Confrontational? Violent?

Cathartic?Mood

The play’s rhythm alternates between calmness and tension throughout Acts 1 and 2. Scenes of conflict and/or 
anxiety are often followed by comic relief or mundane interludes. Only Act 3 accelerates towards catastrophe.
The play’s rhythm alternates between calmness and tension throughout Acts 1 and 2. Scenes of conflict and/or 
anxiety are often followed by comic relief or mundane interludes. Only Act 3 accelerates towards catastrophe.
The play’s rhythm alternates between calmness and tension throughout Acts 1 and 2. Scenes of conflict and/or 
anxiety are often followed by comic relief or mundane interludes. Only Act 3 accelerates towards catastrophe.

Key concerns Materialism
- Fortune and business
- Family and inheritance
- Jim and Chris’s idealism

Denial and deception
- Larry’s ‘favorable day’ and 

his anticipated return
- The ‘jail’ and Joe’s crime
- Kate’s insistence on 

Larry’s return

Family relationships
- Forgiveness
- Fathers and sons

Guilt and shame
- Joe and Chris
- George and Ann

Responsibility
- One’s duty to ‘the world’ 

vs duty to one’s family

Family relationships
- Fathers and sons

Responsibility
- Star of responsibility
- Denial and escapism
- Atonement, penance and 

redemption

Sequencing 1.1  Joe-Jim-Frank (3-10)
+ Sue and Lydia (7-10)

1.2 Chris-Joe (10-17)
+ Bert (11-13)

1.3 The Kellers (18-21)
1.3 Joe-Mother-Bert (21-24)

1.4 Ann-The Kellers* (24-35)
+ Jim (25-26)
+ Frank (29-30)

1.5 Chris-Ann (35-38)

1.6 Joe-Chris-Ann (39-41)
1.6 The Kellers-Ann (41-43)

2.1 Chris-Mother-Ann (44-46)
2.1 Sue-Ann (46-49)
2.1 Chris-Ann (49-51)
2.1 Joe-Chris-Ann (51-55)
+ Lydia and Jim (54-55)

2.2 George-Chris-Ann (55-62)

2.3 Mother-George (62-63)
2.3 Chris and Ann enter (64-65)
2.3 Lydia-Mother-George (65-67)

2.4 Joe-Chris-George (68-70)
2.4 Mother-Chris-George (71-72)
2.4 Kellers-George-Ann (72-74)

2.5 The Kellers (74-78)

3.1 Jim-Mother (79-80)
3.1 Joe-Mother (81-84)
3.1 Ann-Joe-Mother (84-86)
3.1 Chris-Ann-Mother (86-88)

3.2 The Kellers-Ann (88-91)

*The Kellers = Chris-Mother-Joe
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DRAMATIC EFFECTS
The obvious di"erence between drama and the genres of poetry and prose is that dramatic texts are 
meant to be performed to a live audience. In our analysis of poems as well as The Age of Innocence, we 
have indeed considered the ‘external e"ects’ on the reader: what is the reader meant to see, feel; how is 
the reader led to the conclusion? In analysing drama, we can do this on a far more deliberate level and 
actively discuss the playwright’s intended ‘e"ects’ on his audience. 

This would translate, in writing, to frequent allusions to ‘Miller’s audience’ or ‘the audience’, as well as 
how an audience member (i.e. you) is likely to feel. Tension, suspense, ominousness, uncertainty, and 
laughter are amongst some of the more common ‘dramatic e"ects’. You might find the following 
samples from the previous cohorts useful, even if these responses are on a di"erent play:

The extract presents firstly,  Goldberg’s interactions with Lulu. It is  to be noted that these events  occur after ‘Lulu sits 
on  Goldberg’s lap’ - the same Goldberg who earlier in Act 2 preached ‘the meaning of respect’. This  stage direction is 
part of a dramatic progression of images that clearly illustrate to the audience the power and control that Goldberg, 
an older man, exercises on this  ‘big bouncy girl‘ — Goldberg’s overtly sexual labelling of Lulu here further 
underscoring his age and perversions. Lulu then says, almost with a sense of wide-eyed devotion and admiration that 
‘I  trust you’. The simplicity of this  declarative shows us her complete faith in his values  and virtues but also sickens 
us as we are already aware of Goldberg’s supposed moral hypocrisy and his position as a mouthpiece of the 
Establishment from the ‘interrogation’ scene...

Feroz Mohamed Khan, 2T26 (2011)

Suspense and tension are once again built up through Goldberg’s dramatic dialogue here, where he emphasises 
the importance of ‘getting up in the morning’ and (obliquely) deems Stanley ‘a corpse to be washed’,  a reference to 
death that ominously foreshadows Stanley’s  eventual fate.  The audience feels uneasy as  Goldberg delivers his 
moralistic rhetoric: Goldberg’s  ‘matter of fact’  way of speech juxtaposes death references  and seemingly cheerful 
references to ‘the sun shining, sound of the lawnmower’, ‘tomato juice’,  in turn suggesting how Goldberg is a man 
seemingly without much true emotions but speaking with underlying intentions  as he seems to hide what he really 
thinks about Stanley…

Tan Ze Jie, 2T04 (2011)

Stanley’s  repeated reference to an unidentified, ambiguous ‘they’ adds to the sense of menace in the scene as  we 
visualise Stanley being persecuted by a ‘they’ (whom the audience suspects to be Goldberg and McCann) intent on 
‘carving him  up’… However, this also leads the audience to perceive his character as being slightly schizophrenic 
due to his extreme paranoia and so classify him as a victim of  ‘persecution disorder’.

Teo Ying Qian, 2T01 (2012)

This is  the playwright’s way of showing his audience that Stanley is in fact different from characters like Meg… In 
this  extract, we find from the stage directions  that Stanley is  still ‘unwashed’, ‘unshaven’ and in his  ‘pyjama jacket’, 
not even bothering to clean his  glasses properly, merely wiping them as his pyjama jacket. This gives us the 
impression that Stanley is sloppy and dirty, making the connection with Goldberg’s  later claim that, ‘Your skin’s 
crabby, you need a shave… what are you but a corpse waiting to be washed?’

Cheow Sue-Ann, 2T02 (2012)

Have fun reading critically and analytically! 

Cranking the amp up to 11 (pages) like Spinal Tap, 
Mr Lim.

END.
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