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ABSTRACT

This study examines the role of friendship in Arthur Miller's work
from his book of reportage, Situation Normal to his latest play, The Ride
Down Mount Morgan, attempting to show that friendship is a central and
recurrent topic in Miller’s work, both dramatic and non-dramatic.

In chapter 1, the "Intreduction,” I trace Miller’s ideas about
friendship, which were framed during the Depression and solidified
through his study of American training bases in WWII. Miller seems to
contend that if all members of society could respond through friendship
as the men in the military did, we would eliminate many social ills and
parallel Aristotle’s polis, which was unified through friendship.

Chapter 2, “Focus,” investigates friendship in Miller’s only novel,
concluding that the protagonist, Lawrence Newman is isolated from his
community until he is motivated through friendship to reach beyond his
once complacent and now-threatened existence.

Chapter 3 ‘I Don't Need You Any More,"” traces friendship in Miller's
collected short stories, focusing on “Monte Sant’ Angelo™ and “Fitter’s
Night,” which both indicate that through friendship. one can “connect”
with others and find a place in the community.

Chapter 4, “Friendship in the Early Drama,” looks at friendship in
All My Sons and Death of a Salesman. In this chapter I consider the ways
that friendship dominates Chris Keller's vision for a better world, and
analyze Salesman as a play that details the failure of friendship.
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Chapter 5, “After The Fall,” examines Quentin’'s struggle with his
past, determining that his “journey” features the death and resurrection
of friendship as a positive social force.

Chapter 6, “Friendship in the Later Drama,” concludes that while
Miller’s view of friendship is shattered as a result of the McCarthy era,
his later drama continues to portray friendship as a means to unify our

increasingly individual society.

iv
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Foreword: How it all Began

This study began in the fall of 1990, when during a phone
conversation with my uncle, the now late actor and director José Ferrer,
he mentioned that he had known and worked with many contemporary
playwrights, and would be more than happy to contact any one of them
to initiate correspondence that may lead to a topic of study for my
doctoral dissertation. While he mentioned several names, a few that are
legendary in the theater, when I heard Arthur Miller's name, it was as
though he had stopped speaking. I had just completed a study of
friendship in Ben Jonson's plays, and the friendship connection seemed
to click immediately in reference to Miller's work. At that moment, I had
no idea how central the friendship connection was. After one year of
reading Miller's works closely. and studying the criticism of his texts, it
was clear that friendship was a prominent thematic topic that was
almost completely ignored by Miller scholars--a perfect combination for a
hopeful student.

My uncle did write to Miller, and after I followed up with a letter
detailing my study, Mr. Miller cordially responded: he has written three
times since, graciously answering questions that were important to this
work. Inow understand why every Miller interviewer seems to comment

about his generosity and kindness.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



As C.S. Lewis pointed out in his seminal study, The Four Loves,
friendship; regarded as among the virtues during classical times, has
seemingly lost its importance in modern society. Ronald A. Sharp, in
Friendship and Literature, went on: tc note that nowhere is the
devaluation of friendship more evident than in modern literature.
Despite a growing tendency to undervalue the importance of friendzhip,
there has been a “renaissance” of sorts regarding friendship by moderm
philosophers, as pointed out by Michael Pakaluk in his book, Other
Selves: Philosophers on Friendship.

Miller's work illustrates the importance of friendship to him
personally. Miller, like many writers of the thirties and forties, believed
that if the community joined in friendship, they could solve the ills of the
Depression. His view of friendship was solidified when he visited military
training bases in America as background work for a screenplay. In the
military, Miller saw an active model for his beliefs about friendships
ability to bring justice and a clear sense of community to society. The
model that emerges is very much like the model that Aristotle espoused
in his Nicomachean Ethics, where he determined that friendship was the
basis for a virtuous life, and provided justice in the community, or polis.
Aristotle’s model of friendship then. is employed in this study as a basis
for comparison. Miller’s work confirms Aristotle’s thesis: where
friendship thrives, justice abounds: where friendship diminishes, justice
disappears.

This study hopes not only to trace the element of friendship in
Miller's best known plays, but also to show that friendship is important
to his non-theatrical writing as well. By examining works like Miller's

novel Focus and his short story anthology, I Don’t Need You Anymore, I
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hope to fill a void in current Miller criticism, namely the close
examination of his non-dramatic work, which has received very little
critical attention. Through the examination of friendship in Miller's work
generally, I hope to shed new light on specific works, and introduce
friendship as the basis for new discussion and insight into his important
body of literature.

I would like to express my gratitude to the members of my
dissertation committee for their guidance and support. To Dr. Jerry
Crawford, many thanks for your sense of humor and insight, not to
mention your positive comments and encouragement. Dr. Wilbur
Stevens, I will always cherish your mesmerizing recollections of the “glory
days” of theater, may they live on in our memories. Dr. Richard Harp,
thank you for initiating my interest in the subject of friendship. You
have shown me friendship through your suppoert of my work, and your
unfailing cooperation and guidance. And finally, to my Chairman, who
toiled over each word of this document, thank you Dr. Christopher
Hudgins for convincing me to return to college and achieve a goal I'd
never dreamed was realizable. Your honesty and counsel have been
inspirational; your judgment and advice impeccable.

As 1 look back at the writing of this dissertation on friendship, I am
struck by the fact that I have been blessed with many wonderful friends--
thank you all. To my extraordinary family, I love you all with my whole
being. Jcette, thank you for all your love, baby-sitting and prayers. To
Eric and T, you have been a part of my life through good and bad, and
your undying love for me has given me strength even in the hardest times
to pursue my goals, including this work. Dr. Patrick Leary, you have

been an inspiration to me as a person and professor for as long as I can
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remember, and you have taught me the meaning of friendship through
giving of yourself unconditionally--I love you Pa. To my mother Betty,
could you ever have known that reading Huck Finn and Robinson Crusoe
at my bedside would have led to this, mom? This work is dedicated to
your memory, one that I will take with me until we meet again. To my
father, Pupi Campo, thank you for your love and concern for me
throughout my life. Your son will remember you with pride and love
forever, and this work is a result of your caring love for me. To my sister
Cari, you have been an inspiration and a driving force in my life and
education always--I will always love you for your goodness to me. To my
sister Cathi, thank you for being a shelter and a refuge to me throughout
my life, your love for me is beyond expression’s ability to define. To my
baby sister Cristi, we have been together through heartache and joy, and
I am so thankful for the love you have shown me always. My love and
devotion to you will never change, your prayers and support have helped
me reach this goal. And last, to my children, Brett, Vanessa and
Brandon, thank you for sacrificing so much so that Daddy could be a
Doctor. I cannot imagine a father being more proud than I am today,
and my love and support for you will never change. To my wife Karen,
you have been a rock of patience and love through it all; the love and
understanding you have shown me in these years has been remarkable--I
love you. To my Lord and Savior, Jesus Christ, all the glory and praise

for eternal strength and perseverance.
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CHAPTER 1
INTROD N:

Miller and Friendship: Some Definitions

“How do you get to know somebody. kid? I can't make a landing.
And I can't get up to God, either. Help me. I never said help me in my life.
I don't know anybody. Will you give me a little time? Say yes™ (Miller, CPII
80). These words, spoken by Guido the pilot in The Misfits, seem to
express the helpless isolation of many of Arthur Miller's characters. They
not only exist in a God-less world, but more importantly for Miller, in a
world where man is inevitably separated from men, hopelessly unable to
“connect” with his society.

Miller and commentators like Daniel Walden make much of this
subject of connection. which is closely related to Miller's view of
“community.” Writing of All My Sons, Walden asserts, “the conflict™
follows Miller's “essential thinking and orientation.” Walden recounts
Joe Keller's final realization that the pilots who died as a result of Keller's
faulty engine parts were “all my sons.” He concludes, “in pointing to the
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theme relating to 'all my sons,’ Miller was searching for a way to deliver
his message, but in a more universal context™ (193). Miller adds that
“Joe Keller's trouble, in a word, is...that his cast of mind cannot admit
that he, personally, has any viable connection with niis world, his
universe, or his society” (Essays 130-31). Many write of Miller as a
“highly moral” writer with a strong sense of “social responsibility,”
emphasizing “man's relationship to society.” Miller has said that “I don't
see how you can write anything decent without using the question of
right and wrong as the basis™ (Essays xvii). Leonard Moss expresses a
similar perspective by writing, “Arthur Miller has focused upon a single
subject--"the struggle...of the individual attempting to gain his 'rightful’
position in his society” (79).

As one reads the body of Miller's work, the persistent question
becomes how does Joe Keller, or Guido or Willy Loman make that
personal connection or gain their rightful position? Why are they
thwarted time and again in their efforts? As Willy Loman says, “Today,
it's all cut and dried, and there's no chance for bringing friendship to
bear...They don't know me any more” (Miller, CP 235). Although there is
no simple solution for Miller's alienated characters, he seems to propose
in his work that friendship may be a way for his characters to “connect,”
or “gain their rightful place in society.”

Of course, “social” dramatists are typically concermed with
friendship. Both “social” and “society” share the same root, “socius.”
“Socia,” though now obsolete, is defined by the OED as “a female friend
or companion.” The etymology of the word “society” in the OED reveals
the following: [ad. OF. “societé” (mod.F. “societé,” =It. “societas,” f.

“socius” friend, companion, etc.] The first definition explains:
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“Association with one's fellow man, esp. in a friendly and intimate
manner; companionship or fellowship.” Thus, the first example, which
states: “Society, without which man's life is unpleasant and full of
anguish” (907). Most of Miller's characters are “without Society,” and
suffer the anguish of injustice that the absence of friendship implies.
While friendship and society are clearly related, many questions remain
about the relationship of friendship and Miller's work.

What is the role of friendship in Miller's writing? Does it serve as
the connection between members of society which forms the basis for
community? Is it one of the “basic human values™ that Willy Loman and
other Miller characters are seeking? Might it provide a place of refuge
against the “cut and dried™ nature of modern society? Are Miller's
characters the victims of social injustice due in part to the disappearance
of friendship?

This study will try to answer these and other questions about
friendship in Arthur Miller by closely examining how the subject emerges
in his work. Because Miller's view of friendship seems so closely related
to a classical view, where justice and friendship and society are united,
Aristotle's views provide an apt basis for comparison. From this
perspective, I will analyze friendship not only in Miller's heralded drama,
but also his novel, short stories and screenplays. A comprehensive look
at Miller's writings reveals friendship as a major thematic topic that

unifies his work and provides insights into his view of society.
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Defining the Aristotelian Model and Applying it to Miller

Friendship is a term that defies easy definition. The ancients
revered it as a virtue, coexistent with justice in the community. C.S.
Lewis called it “that luminous, tranquil, rational world of relationships
freely chosen™ (89). While Lewis' description may be a bit flowery, his
definition is certainly preferable to typical sociological attempts like: “A
self interacting with an other, where the self is oriented toward the other
and toward itself in a form of openness through which exchange
relationships can take place™ (Hutter 231). Ronald A. Sharp, in his
recent book on friendship in literature, realizes the difficulty in simply
defining friendship. He writes, “Dr. Johnson's quip about poetry seems
to me the better part of wisdom about friendship as well: ‘'What is
poetry?' Boswell asks him in his Life. "Why, sir.' Johnson replies, 'it is
much easier to say what it is not. We all know what light is; but it is not
easy to tell what it is™ (9).

In determining my own definition of friendship, I was struck by the
inability of words to capture what is best defined through action. The
Reverend Bernie Newton defined friendship in action for me during the

recent Los Angeles riots, which were sparked by the Rodney King verdict.
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Reverend Newton went into the streets in hopes of calming the raging
violence. Fidel Lopez, an innocent victim of a mindless, violent beating,
was near death when Reverend Newton came upon him. Realizing that
Lopez would be beaten to death without someone's intervention,
Reverend Newton became a “human shield,” protecting Lopez from the
mindless hatred that threatened his life, and calling out, “if you want him
dead, you'll have to kill me too” to the crowd that battered Lopez.
Reverend Newton held the mob at bay until help arrived, saving Lopez, a
complete stranger, from certain death (MPI Video). Reverend Newton's
commitment to treating all men as friends called him from stained-glass
security to the brutal danger of the streets. The ability to respond in
friendship to strangers is central to Miller's vision of friendship as well.
Miller writes about people struggling to make “the vastness” of the world
“a home” (Essays 73). Active friendship like Bernie Newton's has the
power to do just that.

Michael Pakaluk, who recently compiled a volume on philosophers'
views of friendship writes, “There is currently a vigorous renewal of
interest in the topic of friendship among philosophers” (vii). Pakaluk
points out that some philosophers have recently revived Aristotle's view,
that “ethics is largely about human virtue and vice™ (x). Pakaluk
concludes that friendship can help develop an “adequate social
philosophy” which solves the conflict of individual pursuit of virtue and
the pursuit of virtue by others. “Friendship appears to be the bridge that
can link together the individual and the various groups to which he
belongs, once virtue is taken as fundamental in the moral life” (xi).

Two elements in Miller's works, previously mentioned, clearly link

them to Pakaluk's remarks. First, Miller is centrally concerned with “the
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individual and the various groups to which he belongs,” or, “the struggle
to gain one's rightful position in society.” Second, Miller sees “the idea of
value, of right and wrong, good and bad” as the subject of “literature in
general” (Gelb 190). In other words, “human virtue and vice™ has always
been of critical importance to Miller's canon. A close textual study of his
work also reveals that friendship is a “bridge that can link together the
individual and the various groups to which he belongs.”

History has provided numerous advocates of friendship, who have

been quick to proclaim its virtues. Francis Bacon wrote in his treatise Of
Friendship, that “A Principall Fruit of Frendship is the Ease and
Discharge of the Fulnesse and Swellings of the Heart” (181).
Ecclesiastes reminds us “Two are better than one; because they have
good reward for their labor./ For if they fall, the one will lift up his fellow:
but woe to him that is alone when he falleth; for he hath not another to
help him up” (4: 9-10). To be sure, scripture says all of creation was
deemed “very good,” but, “it is not good that the man should be alone”
(Gen. 2: 18). Milton elaborates beautifully as Adam requests a
companion from God: “In solitude / What happiness? Who can enjoy
alone, / Or all enjoying, what contentment find?" (PL 8.364-6)

Robert R. Bell explains in his Worlds of Friendship that:

Anthropologists have long had an interest in friendship.
Their concern has usually been with how friendship
functions in society and the part it plays in the structure of
social behavior....Some societies have even seen friendship
as the most holy bond of society. This idea, or ones close to

it, have been expressed for centuries. Plato, Aristotle,
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Cicero, St. Francis, Montaigne, Descartes, Jeremy Taylor,
and Adam Smith have all written treatises on friendship,
discussing with more or less fervor the role of love and

sympathy between friends in keeping society rolling. (9)

Steve Duck, focusing on the corporeal benefits of friendship, writes
that friendship leads to a healthier life:

Researchers have now established that friendship problems
go hand in hand with many different social problems such as
alcoholism, violence and suicide...it is beginning to be
realized that, for some reason, people with fewer friends are
more prone to tonsillitis and cancer...And as final examples,
people who are poor at making friends have been shown to

have worse teeth and to get more serious illnesses. (7-8)

American playwright David Mamet's ideas parallel Duck's findings,
though he describes a less tangible benefit of friendship: “to be in the
Company of Men is a non elective aspect of a healthy life.” Even a late
night poker game can take on transcendent qualities: “There was an
atmosphere of being involved in a communal activity--that by sitting there,
we, these men, were, perhaps upholding, perhaps ratifying, perhaps
creating or re-creating some important aspect of our community” (90-1).

Although one may find proponents of frienndship during any age,
any modern study of friendship should begin with classical writings on
the subject, which relate significantly to Miller's view. For one, both

views seem to share the same sense of community. Horst Hutter, in his
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Politics as Friendship, summarizes classical attitudes about friendship

and community:

Friendship in ancient Greece, far from being a private
matter, was a major cause of war and one of the strongest
bonds between men. It was one of the chief relationships of
the public life of the polis....Later, with the universalization
of Greek philosophy...friendship was seen to encompass ail
of humanity, philia became philanthropia. Just as previously
the free members of the polis had been considered to be one
another's friends, so now all of mankind was seen to be
related in friendship. From being a particularistic
relationship, friendship came to be thought of as a universal

bond of nature. (25-6)

Miller, in his essay “On Social Plays,” confirms that his notion of

an ideal community is based on the classical model:

The preoccupation of the Greek drama with ultimate law,
with the Grand Design, so to speak, was therefore an
expression of a basic assumption of the people, who could
not yet conceive, luckily, that any man could long prosper
unless his polis prospered. The individual was at one with
his society; his conflicts with it were, in our terms, like
family conflicts the opposing sides of which nevertheless
shared a mutuality of feeling and responsibility. (Essays 52)
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The disintegration of this ideal of community not only limits the
universality of drama, but has also led to the “extreme individualism”

and alienation of modern society, the antithesis of friendship:

We are so atomized socially that no character in a play can
conceivably stand as our vanguard, our heroic questioner.
Our society--and I am speaking of every industrialized
society in the world--is so complex, each person being so
specialized an integer, that the moment any individual is
dramatically characterized and set forth as a hero, our
common sense reduces him to the size of a complainer, a

misfit. (Essays 58)

Miller's “misfits” live in a world of paradox: thev reveal the lack of
“bonds between men,” while believing that all of mankind are “related.”
Because “friendship cannot be brought to bear” in the lives of Miller's
characters, they are alienated from the very society that they yearn to be
a part of, victims of social injustice.

Miller argues not only for a “new social drama" in this essay, but

imnplicitly for a new society as well:

The new social drama will be Greek in that it will face man
as a social animal and yet without a petty partisanship of so
much of past drama. It will be Greek in that the 'men’' dealt
with in its scenes--the psychology and the characterizations-
-will be more than ends in themselves and once again parts

of a whole, a whole that is social, a whole that is Man. The
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world, in a word, is moving into the same boat. For a time,
their greatest time, the Greek people were in the same boat--
their polis. Our drama, like theirs, will, as it must, ask the
same questions, the largest ones. Where are we going now

that we're together? (Essays 64)

Writing this essay in 1956, Miller hoped that the world would
follow the Greek example of community, and see themselves “together,
moving into the same boat.” Miller sees the polis as his ideal social
model, embodying his personal and professional vision of community.
Personally, the polis appeals to Miller because it was linked through
friendship, and had a clear vision of the common good. For Miller,
modern society lacks both elements, as do so many of his characters. As
we have noted, Miller sees his characters’ actions as an attempt to
convert the “vastness” of the world into a “home.” The model of the polis
reduces the vastness of modern society, and perhaps promises a home
for Miller's characters. Professionally, Miller finds the classical society
attractive because it allowed the playwright to address the entire
comrmnunity through drama. Miller despairs that the modern playwright
and his “atomized” heroes reflect only a fragment of the mirror that was
once intact, and able to reflect an entire community. As Francis
Fergusson expressed so eloquently in his The Idea of a Theatre, modern
playwrights have difficulty communicating with their audience or
community because modern society lacks the unifying elements inherent
in Sophoclean or even Shakespearean society (122).

For Miller, friendship seems to be a possible unifying element that

crosses the fragmented borders of modern society. Though Miller does
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not make the explicit connection in this essay, inherent in the Greek view
of community is friendship; the “universal bond of nature,” which
provided justice, the means of keeping society together. Miller, in his
novel, plays, short stories and screenplays clearly shows that members of
our society not only lack a sense of community, but also fail to
communicate or connect in friendship, which leads to injustice. Through
these negative examples, Miller hopes to lead his audience to recognize
the need for a better model of friendship--basically, the classical model.!
Paul Wadell, elucidating the Aristotelian view of friendship writes:

Friendship is the soil for virtue, the relationship in which a
goodness not possible within society-at-large can be
attained....Without the community of friendship, the city-
state would have no hope, but without the city-state,
friendships would become too private, friends would be
inclined to think their friendships exist for their own sake,
and not for the city-state to which they are to summon

justice. (50)

Miller uses the Greek model. the one he obviously aspires toward,
to contrast and condemn the injustice of our own society. In Greek
society, man and his community are one; in our own, man is an
alienated “integer.” In Greek society. iriendship is “the soil for virtue;” in
our own, “there's no chance for bringing friendship to bear.” In Greek
society, “relations are characterized by philia: perfect justice prevails in
perfect friendship” (Hutter 110); in our own, friendship is lacking;

injustice prevails.
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This injustice and the alienation that it produces are central to
Miller's work. As Raymond Williams suggests: “it is with alienation, both
in a social action and in a personality, that Miller is ultimately
concerned” (167). When his characters fail to achieve a sense of
community of through friendship, they become victims of injustice.
When, in a very few instances, they succeed in their quest for friendship,
they break free from social alienation and injustice.

While many commentators have explored Miller's view of social
responsibility and community, to my knowledge, none have fully
investigated the role of friendship in his work. This is surprising, sirice
friendship is a recurrent and prominent thematic topic in Miller's work.
Moreover, Miller's canon is filled with characters that are unable to
connect, and replete with situations where friendship has become an
impossibility, and justice, inextricably linked to friendship, is non-
existent. As Philip Gelb records in an interview with Miller, Reverend
John Bachman commented about Miller's work, there is a “moral,
negative witness” (190} about it; or as Miller said, “I think that the
drama, at least mine, is not s6 much an attack but an exposition, so to
speak, of the want of value, and you can only do this if the audience itself
is constantly trying to supply what is missing” (Gelb 195). Friendship is
most often “what is missing” in Miller's work, and if audiences don't
recognize that omission and rectify it. justice cannot function in their
world any more than it does on Miller's stage.

Alasdair Maclntyre, in books like After Virtue and Whose Justice?
Which Rationality? has argued for a new system of ethics with friendship
playing a major role. In After Virtue, MacIntyre depicts a society that is

devoid of virtue, and calls for “the construction of new forms of

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



13

community within which the moral life could be sustained so that both
morality and civility might survive” (244). Also relevant here, Jeffrey
Reiman, in Justice and Modern Moral Philosophy, writes that “Unless
truths of morality can be identified by reason, moral conflicts are only
clashes between people with different unverifiable beliefs” (ix). Soundmg
very much like both writers, Miller, in an interview with Philip Gelb, says,
“the bulk of literature, not only on the stage but elsewhere, is an
exposition of man's failure: his failure to assert his sense of civilized and
moral life” (198). Friendship, and the justice it brings, may be the
foundation for the construction of a society that allows its citizens to
function morally as these men describe. Miller has written that “All the
plays that we call great...are ultimately involved with some aspect of a
single problem. It is this: How may man make for himself a home in that
vastness of strangers and how may he transform that vastness into a
home?” (Martin 73). Arthur Miller's literature answers that perhaps
friendship can “transform the vastness of strangers.” and provide a

“home” to the lonely and alone.
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Miller and Friendship: Some Formative Events

Arthur Miller says that he has spent much of his life practicing a
“defiant loneliness.” As a youth, he was attracted to the “lonely grandeur
and the cult of the autonomous hero-author,” comparing himself to
Moses, who climbed the mountain to receive the law--"alone” (IB 63).
Even today, Miller's sprawling, secluded home in Roxbury, Connecticut
further fuels this image of Miller as a loner. There is much to contradict
this image as well. Miller says that his father refused “to attribute
naturally superior virtues to all Jews and anti-Semitism to all gentiles,”
which set up an expectation in him of “universal emotions and ideas”
(IB 62). Miller sees his writing as an attempt to liberate his characters
from injustice by making them “more human, which is to say, less alone”
(Martin 123). _Arthur Miller and Company, published in 1990 to
commemorate Miller's 75th birthday, is filled with commentary from
fellow artists and friends who laud his professional and personal
commitment to freedom for artists everywhere (Bigsby). Miller's work as
president of PEN led Harold Clurman to write that “Miller's presidency
was eminently successful in the causes of international understanding
through literature and of freedom for writers” (x).

Despite Miller's obvious place as a writer and figure in

contemporary theatre, misconceptions about Miller's character abound
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even today, often emphasizing one side at the expense of the other. The
specter of McCarthyism and his notorious marriage to Marilyn Monroe
are two sources of continued distortion. Tracing friendship in his
personal life borders on the impossible, as fact and fiction blend to blur
our vision of “America's greatest living dramatist.” Simply recounting the
major events of Miller's life seems of little value to this study, yet, facts
which relate specifically to friendship and community may help to deepen
our understanding of his views about them. Later, when focusing on
specific works, we will examine relevant historical information in greater
detail. For now, two major events or periods, the Great Depression and
McCarthyism, require a special focus. Because Miller's post-Depression
social vision included Marxist sympathies for a short time, the HUAC
committee would some twenty years later seize the opportunity to label
Miller a “Red subversive.” Therefore, Miller saw the two periods as
directly related, the former a time of “moral solidarity,” where his ideas of
“human brotherhood™ were formed, the latter a time of “moral confusion,”
where friendships were “sundered” forever.

Arthur Miller was born in Harlem, Manhattan, on October 17,
1915, where he lived until he was fourteen. Harlem was then a fairly
well-to-do middle-class area of mixed ethnic groups, though Miller
“imagined the whole world was Jewish except maybe for Lefty the cop™
(IB 23) until he entered school at six.

It was at this age that Miller had an unforgettable run-in with a
local librarian, which he recounts in his 1987 autobiography. Timebends.
Jealous that his older brother Kermit had just gotten a library card,
Miller “had to have one too.” The young Miller began dutifully answering

the perfunctory questions of the “sacred” librarian, until he was asked to
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give the names of his parents. He managed to “disguise” his mother's
name, Augusta (“though no one ever called her anything but Gus or
Gussie”), but was unable to speak his father's “so Jewish name, Isidore.”
Little Arthur was “paralyzed,” and with cheeks aflame, finally managed to
respond with “Iz.” “Is?' she asked. I nodded. 'Is what?'“ Miller rushed
out into the street in horror. Though a seemingly innocuous episode,
Miller writes that the librarian had suddenly challenged him “to identify
myself as a candidate for victimization, and I fled.” Miller retrospectively
realized that the librarian meant no harm, but he had been taught to
“recognize danger--even where it did not exist--but not how to defend
against it.” To “defend against™ such injustice, Miller writes that he “tried
to locate in the human species a counterforce to the randomness of
victimization” (23-7). Friendship, and the justice it promises, is often
that counter force in Miller's life and literature.

In 1928, the early stages of the Depression forced the Millers to
move to Brooklyn, where Miller's sense of community deepened. As

Schleuter and Flanagan assert:

Miller found the change from the swarming streets of
Manhattan to the almost rural atmosphere of Brooklyn to be
a move to a different world: it was his first experience with a
social unit larger than the family but nevertheless still small
enough to comprehend. In marked contrast to the unending
streets and crowds of Manhattan, Brooklyn suggested self-
containment and a spirit of community identity. (1)
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Brooklyn offered Miller “peace and stability in a time of social and
economic confusion” (Schleuter 1), and friendship was clearly part of this
sense of constancy.

The community of Brooklyn was Miller's backdrop during the Great
Depression, which Miller has repeatedly called “the most influential
event” in his life. Despite the economic hardship, the Depression was a
time of solidarity for Miller, as it was for many Americans. United in
their economic despair and resilient hope for better days to come, many
looked to one another as a “defense” against an impersonal government
and its failed economic system. A communal spirit of “relatedness” seem
to flourish during this era. As one writer commented about this era,
“There was an ever-growing inclination to discover and celebrate some
thing that could lead humans through the calamity™ (Peeler 3). It was
during that time that Miller, disillusioned with the “broken promise” of

the Depression, came to the conclusion that:

The true condition of man...was the complete opposite of the
competitive system | had assumed was normal, with all its
mutual hatreds and conniving. Life could be a comradely
embrace, people helping one another rather than looking for

ways to trip each other up. (IB 111)

In a recent letter to Miller, | commented that he “seemed to suggest that
there was a true sense of community friendship during this period, one
that [he] came to see as indispensable. Was there something about this

period that made it more conducive to friendship?” Miller answered:
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There was the reality and there was the myth of solidarity
during the Depression. The latter was beautiful, but most of
the time it was dog-eat-dog in reality. But myths are
important, and that one challenged the brutal individualism
of our system and gave us a scale to weigh sociopathic
behaviour. That scale is just about vanished, with every man

for himself. (Letter)

Miller emerged from the Depression era with the belief that a new
sense of community was needed to unify the country. Miller writes that
“around 1936--for the first time unpolitical people began thinking about
common action as a way out of their impossible conditions™ (IB 264-5).
As one of Miller's characters from his play The American Clock says about
the time of the Depression, “It was ridiculous--how could you only think
of yourself when fellows with advanced degrees were out on the block
throwing footballs around all day!” (31). Miller, and many other artists of
the thirties and forties, felt that the United States had been largely an
individualistic country, a land of entrepreneurs whose dogged devotion to
capital produced the Depression. David P. Peeler explains in his book.
Hope Among Us Yet, that novelists of this period like Richard Wright,
Josephine Herbst and John Steinbeck believed:

Community was the answer to Americans' Depression
problems and the means by which their protagonists
escaped misery. Through communities of varying sizes,
these writers granted their protagonists a sense of identity,

the satisfaction of family-like affection, and a love for others
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that would replace the hatred responsible for social evils.
(185)

Wright went so far as to say that the “problem of human unity”
deserved more attention than hunger or poverty, that it was “more
important than life itself” (186). These writers, like Miller, “proposed to
bring their characters closer together, to mesh them so that the distance
between the self and the other became infinitesimal” (188). The role of

friendship is the central one in “meshing” the community:

Since few creatures willingly harm themselves, and since
there would be little distinction between the self and the
community, people would supposedly stop hurting each
other. If the communities were as large as the universai
ones that Herbst, Wright, and Steinbeck proposed, then all
oppression would end. (188)

Wright's words almost eerily echo Aristotle's ideas about
community as Hutter explains in Politics as Friendship:

While the virtuous man can be the close and intimate friend
of only a few in his lifetime, he will nevertheless approach
everyone of his fellow citizens as though he were a friend, as
having the potential of being a close friend. His harmonious
character and his sense of justice enable him to both form

deep and lasting friendships with a few like-minded
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individuals and to approach everyone else--the men of the

multitude--with kindness and fairness. (116)

This view most clearly reflects Miller's ideal view of friendship
operating in the community. If all members of the community were
treated with “kindness and fairness,” justice would be an inherent
element cof social life. Justice fails to operate because of the “brutal
individualism” that has led to the “every man for himself” way of life,
which destroys the spirit of “philia” needed in a just community. It is
precisely because Miller's characters do not find such justice that they
are trapped within the confines of the self, alienated from their families,
their society and themselves. Just as William Blake wrote in his “The
Human Abstract™: “Pity would be no more / If we did not make somebody
Poor™ (164), Miller suggests that injustice “no more could be” if kindness
and justice flourished.

Miller's ideological connection with the social novelists above
seems clear enough. The Joad's conclusion at the end of The Grapes of
Wrath that “all folks are kin,” and Joe Keller's final confession that the
boys who lost their lives because of his faulty engine parts were “all my
sons,” is only one example of this connection. Interestingly, these writers
are implicitly arguing against the type of protagonist that would come to

dominate American literature. As Paul Nisly asserts:

Although a few authors have celebrated the rugged
individualism of the American who takes charge of his own
destiny...many others portray the dangers of an exaggerated

emphasis on the self which leads to imprisonment within the
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self....Disregarding others, the solitary person becomes
finally cut off from the community through his hypnotic 'self-
regard.’ (49)

Although some of Miller's protagonists seem to fit this description of
rugged individualism, Miller consistently balances his view by
emphasizing the importance of community in his work.

Miller's work-related experiences in the thirties only exacerbated
his feelings of isolation, and the need for friendship. He worked for two
years in an auto parts warehouse, but had no effect on the lives of the
men there, and never “connected” with them through friendship. Miller's
experience at the warehouse became A Memory of Two Mondays, which
was a critical failure, but always one of his favorite plays. The inability of
these men to respond in friendship pervades this play, as does the
inherent difficulty of maintaining friendship in a competitive atmosphere.

After attending the University of Michigan, where he studied
playwriting under Professor Kenneth Rowe, Miller worked for a short time
in the Federal Theater Project (Carson 7-9). When the FTP failed, Miller
was unable to join the army because of a high school football injury, and
went to work in a Navy Yard as a ship's fitter. Miller sums up his
experiences at the shipyard and the auto warehouse in his

autobiography with:

There was the same anonymous scent of steel as on my first
arrival and my departure, a scent that reminded me of the
Navy Yard and the factories, and one that I would always

find stimulating, promising a kind of comradeship of makers
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and builders, but depressing in the end as each man is left

exactly where he began--alone. (222)

Miller struggled with his rejection by the army as he “was walking
through the city in wartime feeling the inevitable unease of the survivor”
(IB 223). Once again, Miller is an outcast, alienated from his
community: “I seemed to be part of nothing, no class, no influential
group” (223). Miller was able to identify with soldiers during this period
early in the forties, as he did some investigative reporting for a
screenplay he was working on, The Story of G.I. Joe. Though the film was
completed without Miller's screenplay being used, his investigation of
American training bases led to a book of reportage, Situation Normal (TB
223).

Miller's goal was to go out “among the men...to know what made
them tick,” so that he could help make a film that gave “a true picture of
the war”™ (Normal 3). Miller realized that “you cannot make a true picture
of this war until you make up your mind as to what this war is about”
(Normal 5). In a quote that seems to foreshadow the crisis of the Vietnam
veterans, Miller argued that until the American people “come to
agreement on some basic credo which will explain and justify this war,
they are going to injure and sometimes destroy the minds of a host of
returning veterans” (Normal 5).

It was not until Miller met a soldier named “Watson” that he
“suddenly realized what seemed to lie at the bottom of everything” he was
searching for (Normal 155). Watson was a young soldier who had seen

active duty, and came to believe that:
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Friendship is the greatest thing out there. I mean real
friendship, not because a guy can give you something you
want. I tell you the truth: I would die for any one of thirty of
forty men out there just as easy as I'd flick out his match. I
swear that's the truth. I don't expect you to understand it,
but I swear it. It never seemed a terrible thing or a sacrifice
after a while. I would die for them. I love them with
everything in my heart. (Normal 145)

When Watson met Miller, the private felt that he was betraying his
unit because he alone had been sent home for officer training, but that
all of the men “had a right to go and wanted to” (Normal 149). Miller
believed that Watson represented a “nearly classic extreme of a state of
mind found in all men who have been in actual battle” (Normal 155).
Miller goes on to explain that “For want of a better word--this one has
sneering connotations--Watson was in love, in love with his comrades in
arms....His avowal that he would die for any of them was truer than I had
imagined” (Normal_155-56). Miller was concerned about what happens to
Watson and others like him when he returns to America. Miller saw a

potential dilemma in that:

Many hundreds of thousands of men are going to return
from terrible battles and in some degree they will have
shared Watson's feeling of love and identity with their
particular comrades and units. And in differing degrees they

are going to have to transfer that love to other--civilian--
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'‘units' or be forever in that restless, aimless state of

emotional thirst. (Normal 156)

Miller understands that the “transfer” of this love, which Watson
has already identified as friendship, is crucial to the emotional survival of
the returning soldier. Unless the soldier can experience the “unity of
feeling” (Normal 157) at home that he came to know in the Army, he is in
danger of insulating himself against an uncaring society, finding himself
“alone. Cut off from mankind and that great movement of mankind he
once was part of” (Normal 162). Conversely, if the soldier finds that his

community is:

working together toward a common geal, the problem might
hardly exist for him. With each citizen protecting his
neighbor, as he does in time of danger, and all divisions of
race, economic and social position melted away in the face of
peril, the veteran would find himself strangely at home
among his people. (Normal 157)

The “military model” of community that Miller describes comes
closest to paralleling Aristotle’s ideal community. For Aristotle, the
“common goai” was striving toward the good and virtuous, which led to
justice in the community: If everyone strives for what is good and aims
at doing what is best, the whole community will satisfy its needs and
each member will possess the best of goods, since virtue is the best good”

(NE IX. L.IX:C 1875). The goal in the military was to protect and support
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one another as equals, as friends. If the civilian community can be
bound by a common goal that can be attained through friendship, as
Aristotle's polis or Miller's military, then men like Watson (and
presumably all people) can be fulfilled members of the community.
Miller's experience with the men of the armed services solidified his
belief in the value and power of friendship which the Depression had
etched in his mind. The group was small enough to provide Miller with
an identifiable community, not a theorized replica of the polis, but a real
assembly of people working toward a common good through friendship.
Despite the obvious limitations of this idealized community, Miller
witnessed a community that was not based on the “brutal individualism”
that leads to alienation and isolation. Instead, these men were liberated
through their common bond. joined in the belief that their goal of
winning the war was moral and good. Miller suggests that the freedom
the soldiers found is available to all members of society, yet is often
denied them because friendship is missing. Situation Normal clearly
suggests that if communities across America would adopt the view of
friendship and community he witnessed in the military, that all people
could be a “united part of the race. as a man who is fighting with and for
those he loved™ (Normal 162). Just as the soldier must “transfer” his
feelings of love from his unit to his community to thrive emotionally, so
must civilians, the modern polis. express feelings of love and friendship
toward each other. If this does not occur, the soldier “must live unto
himself, for his own selfish welfare. Half of him. in a sense must die, and
with it must pass away half the thrill he knew in being alive™ (Normal
157). Friendship, the selfless expression of love that soldiers “lived for™ is
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continually threatened by a community rife with “its little prejudices, its
hates, its tiny aims”™ (Normal 157).

Sheila Huftel acknowledges the importance of Situation Normal to
Miller's drama; not only its obvious influence in All My Sons, a play about
a former soldier trying to find the friendship and love he knew from his
men, but that Miller “remains concermed with how the world can be
made less alien; we will meet this concern again over Willy Loman. In
After The Fall Quentin, outside the concentration camp, nails the idea
behind Situation Normal ...to one line: 'And I without belief stand here
disarmed™ (87). A pervasive message in Miller's work is that friendship is
the driving force that makes man's world “less alien.”

Miller realized that friendship and sacrifice were a way of life in the
military community, and he carries this ideal vision with him to this day.
He defines this in Timebends in the following way:

The city | knew was incoherent, yet its throttled speech
seemed to implore some significance for the sacrifices that
drenched the papers every day. And psychologically situated
as I was--a young, fit man barred from a war others were
dying in, equipped with a lifelong anguish of self-blame that
sometimes verged on a pathological sense of responsibility--it
was probably inevitable that the selfishness, cheating, and
economic rapacity on the home front should have cut into
me with its contrast to the soldiers' sacrifices and the

holiness of the Allied cause. (223)
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While Miller may have been disillusioned about the “Allied cause,” the
armed forces community impressed upon him the possibility of a “world”
of virtue based on sacrifice and friendship.

On a persornai ievel, Miller's hopes for a virtuous community
exercising justice through friendship would be severely shaken in the
coming years. “I still feel--kind of temporary about myself,” one of Willy’s
central lines from Death of a Salesman, “summed up” for Miller his own
condition “throughout life” (TB 69). Despite the critical and commercial
successes of All My Sons and Death of a Salesman, despite his
participation in the community-minded Group Theater and “culture of
antifascism that united artists everywhere in the world” (ITB 274), Miller
felt himself “moving alone™ through the “unnaturalness of fame--the
other side of loneliness™ (TB 194). As Miller expressed about that time,
“It can take a long time to accept that celebrity is merely a different form
of loneliness™ (TB 275). He moved into the decade of the fifties with a
mixed sense of acceptance and rejection, personally and professionally,
although nothing could have prepared him for the shattering times
ahead.

Perhaps the first rumbling of the darkness to come was Columbia
Pictures' rejection of his screenplay Hook, in 1951. The story was about
a young idealist's failed attempt to overthrow the feudal gangsterism of
the New York waterfront. After initially showing some interest, studio
boss Harry Cohn informed Miller that the script required “some
changes,” namely, that the bad guys in the story, the union crooks and
their gangster protectors, should be Communist. Miller called the
changes “idiotic,” and withdrew the screenplay. The next morning he

received a telegram: “ITS INTERESTING HOW THE MINUTE WE TRY TO
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MAKE THE SCRIPT PRO-AMERICAN YOU PULL OUT. HARRY COHEN" (TB
308). The insanity had begun.

Miller watched in disbelief as friends and associates in the artistic
community were ruined by the HUAC committee, who forced them to
grovel in perverse confessions. None affected Miller as deeply as the
“cooperation” of his friend Elia Kazan, who, of course, had directed All My
Sons and Death of a Salesman. Miller recalls the “rainy Connecticut
morning in early April 1952" when he met with Kazan at his home “under
dripping branches amid the odor of decay and regeneration™ (IB 332-3).
Kazan told Miller of his pian to “testify fully in executive session” naming
about a dozen people he remembered from his “months” in the Party long
ago. Kazan would later write, “I'd had every good reason to believe that
the Party should be driven out of its many hiding places into the light of
scrutiny” (297). Despite the fact that Miller saw Kazan's confession as
moral depravity, it was clearly secondary to the larger issue--the
dissolution of friendship. Miller writes painfully of the breakup that
Kazan “had entered into my dreams like a brother, and there we had
exchanged a smile of understanding that blocked others out™ (TB 333).
That Kazan would have sacrificed even Miller if necessary, destroy years
of friendship to continue his career, was something that Miller simply
“could not get past™:

That all relationships had become relationships of advantage
or disadvantage. That this was what it all came to anyway
and there was nothing new here. That one stayed as long as
it was useful to stay, believed as long as it was not too

inconvenient, and that we were fish in a tank cruising with
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upslanted gaze for the descending crumbs that kept us alive.
I could only say that I thought this would pass and that it
had to pass because it would devour the glue that kept the
country together. (333-4)

These words are something of an elegy to friendship, the “glue”
that binds us to one another. The period that followed was devastating
for Milier, as the “tawdry tribune of moralistic vote-snatchers™ victimized
him personally and professionally. The McCarthy era was a turning
point in Miller's views of friendship, community and justice, as those
concepts seemed empty in the face of the “imploded community that
distrust and paranoia had killed™ (TB 339). Miller considered isolating
himself and “exulting in aloneness," like Ibsen's Doctor Stockmann, but
felt that “private salvation was something close to sin.” Instead, he
continued to believe that “One's truth must add its push to the evolution
of public justice and mercy. must transform the spirit of the city” (IB
314).

Interestingly, Aristotle also came to a place of despair regarding the
community of Athens, “the barbarians who live as they please.” yet
similarly turned to the truth of friendship as a way to summon justice in
an age of growing darkness. In fact, Paul J. Wadell, in his Friendship
and the Moral Life, argues that there is a distinct shift at the end of
Aristotle's Nicomachean Ethics “from the polis to friendship™ (46).
Although Wadell asserts that Aristotle did not want to contrast the polis
with friendship because “for him (Aristotle) the polis ought to be
friendship, this shift occurred because Athens had lost sight of the

“common good™:
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Precisely because the city-state no longer enables but
actually frustrates the acquisition and nurturing of the
virtues, Aristotle searches for another way to develop them,
and his search takes him to friendship. By the end of the
Nicomachean Ethics, friendship has replaced the polis as the
context in which the virtues are learned and embodied. (49)

Miller clearly sees our world as a modern-day Athens, which has lost
sight of the common good as well. While he may not explicitly turn to
friendship as the basis for an entire ethical system, there is little
question that Milier sees friendship as a “basic human value” which can
solidify and bring justice to the community.

In the early fifties, Miller's world “seemed to be colliding with
itself.” His marriage was breaking up, his relationship with Marilyn
Monroe was developing, and the personal attacks becoming furious. In
1953, his passport application, sought in order to attend the premiere of
The Crucible in Brussels, was denied as “not in the national interest™ (TB
356). A few months later, Miller, by now labeled by New York mayor
Wagner as a “subversive, un-American presence,” was “hammered” by
another attack. He had been working on a film about juvenile
delinquency entitled “Bridge to a Savage World,” when a HUAC
investigator named “Mrs. Scotti” warned city administrators to
disassociate themselves with Miller who “was going to be destroyed™ (IB
357-8). Miller felt strongly about the film's subject matter, which
centered on young boys who “have been told from birth that they are
nothing, that their parents are nothing, that their hopes are nothing”
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(Huftel 31). The boys go on a camping trip with a Youth Board worker,
and before the film is over, band together in friendship to “discover their
innate worth.” Miller's film was subjected to a “political means test” by a
new city agency, the Mobilization for Youth, at a hearing to determine
whether or not Miller should be allowed to write the screenplay. At the
hearing, Miller refused to discuss his political views “in order to gain a
right with which I had been born.” The board, by a single vote, voted
against the film, which Miller described 2s “a happy and even
invigorating surprise at that moment in history. Such were the times”
(IB 358).

And times were getting even more complicated. In 1956, Miller
divorced his wife, Mary Grace Slattery, and in June of that year, married
Marilyn Monroe. The same month, the HUAC subpoenaed him to
appear; he refused to “name names,” and was cited for contempt of
Congress. In May of 1957, he was convicted of contempt, and found
himself blacklisted by the motion picture industry and by many in
theater as well. Marilyn's pregnancy, a source of joy for the Millers, was
tubal; she lost the child late in the year, which resulted in severe
depression that lasted until her death in August of 1962 (Schleuter 10-
14).

Marilyn's senseless death and the savagery of critics' reaction to
After The Fall, Miller's first play in some ten years, only convinced Miller
that he was destined to be isolated if he were to survive. Afier The Fall
was almost universally condemned as Miller's lurid exploitation of his
relationship with Marilyn. Actress Barbara Loden, playing the role of
“Maggie,” uncannily resembled Marilyn, which only fueled the fire. Even
long-time Miller supporters like Lillian Hellman were savage in their
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harsh reaction to the play. John Simon dubbed the play an “imposing
dramatic gossip column...washing one's clean linen in public” (234).
While some argue that Miller has never recovered from the criticism of
this period, later events suggest that he has been able to move beyond
that difficult time.

Miller's marriage to Inge Morath in 1962, successful productions of
all his major plays, and the healing perspective of time, have helped him
transcend the limitations of the past, and confirmed his view--that
friendship is still able to bridge the gulf of alienation and provide justice
in the community. Morath's strength and independence were refreshing
to Miller after Marilyn's agonizing dependency, and for the first time in
years, he experienced moments with his new wife “when you realize that
you are friends and may separate or come together and part again quite
happily, with no dependency” (IB 499).

Twenty five years after the events that would have produced an
insular bitterness in a lesser man, Miller is able to write, “Maybe Ibsen
had been wrong: he is not strongest who is most alone, he is just
lonelier™ IB 502). The Truth Drug, a film scenario that Miller toyed with
in the seventies, is a further illustration of his determined insistence that
friendship leads to justice in the community. A musician stumbles onto
a chemical that transforms the naturally aggressive wolverine into a
“loving beast.” The concoction apparently stimulates a part of the brain
involved in “empathic identification™ rather than sex. Of course, the brew
finds its way to the masses. and the results are predictably comical, but
pointed, as subway passengers refuse to push their way onto cars, and
air force crews flee into the jungles rather than bomb anyone. (TB 553-4)

As simplistic as the story may seem, it points to Miller's unfailing belief
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that “empathic identification,” the matrix of friendship, is a viable means
of ameliorating social injustice.

Miller's work as former President and active member of PEN has
led to greater freedom for many artists, including playwrights Wole
Soyinka and Fernando Arrabal. Miller continues to be active politically,
seemingly forever on the side of those, like himself at the age of six before
the terrifying librarian, “candidates for victimization.” Miller closes his
autobiography with a refrain that pervades his life and work: “we are all
connected, watching one another. Even the trees” (IB 599). Despite the
fact that Miller has seen the foundation for friendship crumble in his life,
and while his later work despairs more than it affirms, friendship is still
central to the “connection” in Miller's world, the “glue” that should hold

society together.

Notes to the Introduction
1 For a complete discussion of the breakdown of community in modern industrial societies, see
Robert A. Nisbet's The Quest for Community: A Study in the Ethics of Order and Freedom. Oxford,
1953. The following is one of many insightful comments Nisbet makes on the subject: "The
modern release of the individual from traditional ties of class, religion, and kinship has made him
free; but, on the testimony of innumerable works in our age, this freedom is accompanied not by
the sense of creative release, but by the sense of disenchantment and alienation. The alienation of
man from historic moral certitudes has been followed by the sense of man's alienation from
fellow man” (10).
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CHAPTER 2

After the critical and financial failure of his first Broadway play,
The Man Who Had All the Luck, Arthur Miller wrote his only novel, Focus,
hoping to recover some of his losses. Though Miller has said that fiction
seems “too infinite” as a genre, and he prefers the “three dimensional”
quality of drama, Focus sold “a surprising number of copies,” and was
published in several countries only a few years after its US. publication
in 1945. Early reviews of Focus were largely positive, yet later criticism
has labeled the novel as didactic and immature. Iris Barry wrote in 1945
that the novel was “a first-rate horror story, cleverly as well as
passionately devised” (4). and that it was sure to “make a lot of people
furiously angry” (4). Alfred Butterfield, while not quite so enthusiastic,
wrote that same year that Focus “is a novel about anti-Semitism, a
strong, sincere book bursting with indignation and holding the reader's
attention despite its many faults™ (15). Neil Carson presents the more
modern view when he asserts: “The novel is rather too contrived to be

entirely believable psychologically” (96). While critics, even those that

34

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



35

have done fairly comprehensive studies of Miller's work, almost never
fully consider the novel, it reveals his early and fundamental
preoccupation with the role of friendship and justice in society.

Critics most often describe the novel as “a study of the destructive
power of anti-Semitism” (Schleuter 8), yet such reductive summaries fail
to get at the heart of the work. The novel details the life of one Lawrence
Newman: a smug, meticulous, middle-class, anti-Semitic personnel
director, who mistakenly becomes the object of anti- Semitism. Newman
is reprimanded by his boss, Mr. Gargan, for hiring a “Miss Kapp,” who is
“obviously not our company’s kind of person.” His punishment for hiring
a Jew is “take the day and get some glasses,” to avoid such ocular errors
in the future. The glasses alter his appearance so much that he is now
“mistaken as a Jew” by the company’s vice-president, who orders
Newman's immediate demotion. Newman will not endure the disgrace,
and resigns. Out of work, Newman begins to realize his aloneness, and
looks to his neighbors to fill his emptiness. Thay are involved in
“cleaning up the neighborhood,” by getting rid of the only Jew, a “Mr.
Finkelstein.”" They include Newman in their group, the Christian Front.
Newman welcomes the “friendship” they offer, yet is slightly disapproving
of their techniques. The group senses his ambivalence, and labels him a
Jew--Newman now becomes the object of their ignorant hate. Newman's
wife, a woman whom he once refused to hire because she “looked like a
Jew,” pleads with him to assert his innocence and appease his fascist
neighbors. Newman cannot support his neighbors' violent solutions, and
reluctantly refuses to join them. Newman is then attacked, along with
Finkelstein, by a gang from the Front. The two join forces to ward off the

hoodlums, and they are both beaten badly. The novel ends as Newman
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identifies with Finkelstein so completely that he metaphorically becomes
a Jew himself, as he fails to correct the investigating officer who links
Newman and Finkelstein as the only Jews on the block.

As this synopsis may indicate, Miller's novel is not a complex,
compelling work of art. David Mesher goes so far as to call Focus “In
some ways bad art” which “confuses metaphor and fact” and “may be
overly simplistic in explaining the sources of Newman's hatred™ {(478).
Sheila Huftel was more than kind to call Focus “a dramatist's novel: tense
in construction and dynamic in climax” (55). While the novel is not
consistently tense or dynamic, Miller does examine how friendship and
justice operate in the community throughout this novel. Lawrence
Newman moves from a contentedly solitary man to an alienated object,
and only finds fulfillment when he joins a fellow human being who was
once his “enemy,” as they fight together against the blind hatred of their
community.

Focus opens with a scene that outlines many of Miller's ideas about
friendship. Newman is dreaming of an “amusement park” that is
deserted, yet a large carousel moves eerily in the darkness. Newman
“grows frightened” as he begins to realize that there is “a gigantic
machine...a factory™ operating under the carousel. Hearing a sound
growing from it, a cry, “Aleese! Aleese! Aleese!” Startled out of his
dream, Newman soon realizes that the continuing sound is coming from
a Puerto Rican woman who is being attacked just outside his window,
and the cry is for “Police! Police! Please, police!” Newman considers
interceding for a moment, but he is “in his bare feet; without slippers he

could not be expected to go out and stop this”™ (1-2).
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Mesher writes that beginning the novel with an attack on a Puerto
Rican woman is “an obvious authorial attempt to universalize and
legitimize Jewish suffering” (478). Mesher's statement describes a
fundamental aspect of Miller's writing: his constant attempt to
universalize his characters and their situations. This has led some
critics to the conclusion that Miller deliberately “hides™ his Jewishness,
by depicting characters that are ostensibly Jewish (Willy Loman is most
often cited), yet are not specifically Jews. Leslie Fielder writes that Miller
and Paddy Chayefsky “create crypto-Jewish characters; characters who
are in habit, speech, and condition of life typically Jewish-American, but
who are presented as something else--general-American say, as in Death
of a Salesman, or Italo-American, as in Marty. Fielder calls this “a loss of
artistic faith, a failure to remember that the inhabitants of Dante's Hell
or Joyce's Dublin are more universal as they are more Florentine or Irish”
(21). In an interview with Robert A Martin, Miller answers this charge in
typical fashion:

I've written about twenty full-length plays and maybe fifteen
one-acters and can't go through them all now, but I imagine
two or three of these were about Jews as Jews. This is
Fielder's problem, not mine. Where the theme seems to me
to require a Jew to act somehow in terms of his Jewishness,
he does so. Where it seems to me irrelevant what the
religious or cultural background of a character may be, it is

treated as such. (312)

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



38

Miller solidifies his defense by mentioning Focus later in the interview: “I
take all this [criticism] as an accusation that somehow I'm 'passing’

for non-Jewish. Well, I happen to have written the first book about anti-
Semitism in this country in this recent time” (314). Enoch Brater
supports Miller in his view, writing that, as he developed as a writer:

Ethics, not ethnicity, became Miller's special forte. ‘There is
work to be done,’ he would observe later during the
scoundrel time of McCarthyism, 'this is no time to go to
sleep.’ He was a universalist from the very outset of his
professional career, a writer not interested not merely in the

family, but in the family of man. (125)

Brater concludes that “Social responsibility, man's behavior to man,
becomes the universal theme Miller inherits from the Old Testament”™
(125). Considering the importance of friendship in ethical systems from
Aristotle to Kierkegaard to the present day, Brater's comments are
especially significant as they identify Miller's “special forte.” In addition,
man's behavior to man in the Old Testamant is summed up in Leviticus:
“Thou shalt not avenge, nor bear any grudge against the children of thy
people, but thou shalt love thy neighbor as thyself: I am the Lord™
(19:18). Jesus called the last half of this verse the “second greatest
commandment,” and it is perhaps the finest definition of friendship in
the Old Testament. Friendship figures centrally in Miller's ethics, and
man's behavior to man through friendship is a thematic topic in Focus,

where Lawrence Newman is not only called to “love his neighbor as
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himself,” but forced to see his neighbor as himself- the first step in
initic’ing a friendship.

In addition to universalizing the suffering by opening the novel
with a Puerto Rican woman, Miller seems to make several other points
through his introduction. First, he emphasizes that the menacing
“factory” is always below the surface, yet this subterranean force is the
engine that controls or moves what's on the surface--in this case, the
carousel. The carousel, on one level, is perhaps simple, day-to-day
routine, serves to hide the ominous operation of the factory and distract
others generally from the dehumanizing presence beneath. This
contention will always be an important one for Miller--that society is
often controlled and always dehumanized by “factories™ and the
capitalistic competition they represent. Joe Keller, reduced to a “jungle
existence” as a result of his business mentality in All My Sons, and Willy
Loman, alienated by the inhuman routine in Salesman, are two obvious
examples. Of course, in the novel, the “factory” seems to manufacture
prejudice and hatred, and not tangible goods. Second, and perhaps more
importantly, the carousel mulffles a cry for help, an urgent call for justice
through friendship. The voice appeals to the civil representatives of
justice with “Police!”, yet Miller's word choice adds complexity. The
initial outcry is “Aleese!”, which not only mimics the woman's Latin
accent, but the word could be “translated” as “please” or “Police,” or both.
The point is, that the woman implores not only for justice from the state,
but from any human being within earshot. Lawrence Newman is
completely unable to provide justice, because he cannot act in philia,
which Aristotle demands in a just society, toward this stranger. If

Newman were able to extend himself to her, justice would be exercised in
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the community. Instead, he simply “turned in the dark and went out of
the room"™ (3).

Interestingly, some twelve years later, Miller would read Camus'
novel, The Fall, as “the (ethical) dilemma of how one can ever judge
another person once one has committed the iniquitous act of indifference
to a stranger's call for help” (TB 484). Camus' protagonist fails to
respond to a young girl drowning in the Seine, and her words “have never
ceased echoing through <his> nights” (147). Of course, this indifference
becomes a central concern in Miller's play based on Camus’ novel, After
The Fall, and here; Lawrence Newman's comrmission of a similar
“iniquitous act” at the beginning of Focus sets the stage for the climactic
reversal at the close of this novel.

Newman not only fails to provide justice at this point in the novel,
but is an instrument of injustice on the job. As a personnel director
dedicated to the prejudices of his company, he judges applicants on
arbitrary externalities alone: a last name perhaps, the “turn of a nose,”
something in the posture, a “shiny black dress,” anything that would
alert him to the “Jew” across the desk. Newman never approaches
prospective hires in a friendly manner, that might lead to an egregious
error of judgment.

The situation rapidly changes for Mr. Newman, as he becomes the
object of mindless injustice. Mr. Lorsch, the company vice-president
“doesn't like what he sees™ in Newman's new look, now that he has been
forced to wear spectacles. Perceived by Lorsch as a Jew, Newman is
dismissed as readily as he dismissed countless applicants. Neither
Lorsch, nor Newman's immediate supervisor, Gargan are operating with

friendship in mind. Instead, Gargan exhibits the pretenses of friendship,
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which only add to Newman's sense of inequity. Gargan calls him by his
first name, “LAWRENCE?" for “the first time” as he explains the reasons
for Newman's demotion. He goes on to say that “Frankly, Newman, I
didn't notice anything until Mr. Lorsch made me realize. But I can see his
point...I don't know what else there is to say, fella” (38-S). The word
“fella” is “the ominous final gesture at friendship between them,” and
literally takes Newman's breath away. The hollow sound of the word as a
replacement for “friend” or an equivalent is a death knell for Newman,
and “fella” also recalls Miller's use of just these kinds of words in Death
of a Salesman, perhaps most notably the inane, “pal,” ofter: on Biff's lips
when he addresses his mother.

Newman resigns in the face of Gargan's injustice, as he begins to
sense his isolation. His isolation was once a pleasant hedge, but now
simply confirms his worthlessness. To combat these feelings, Newman
turns to his neighbors, who are carrying out their own injustices as
members of the Christian Front, an organization similar to the White
Shirts of the 30's and the Ku Klux Klan. Their current “project” is forcing
Finkelstein, the only Jew on the block, out of the neighborhood, using a
variety of strong-arm tactics. Newman joins “in a new comradeship™ with
his neighbors to ameliorate his growing sense of isolation. He buys his
newspaper from a young tough “planted” by the Front, shunning
Finkelstein's corner store. His actions fill him with a “strange power,” as
“ a sense of comradeship suffused him™ (56).

Of course, Newman has not discovered friendship through his
neighbors, but instead, has entered what C.S. Lewis calls the “Inner
Ring.” Lewis explains that “in all men's lives at certain periods...one of
the most dominant elements is the desire to be inside the local Ring and

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



the terror of being left outside™ (642). Down in his neighbor Carlson's
basement, Newman has replicated Lewis' vision of “the sacred little attic
or studio, the heads bent together, the fog of tobacco smoke, and the
delicious knowledge that we...are the people who know™ (643). Newman
desperately wants to belong, and the insidious “Inner Ring” of his
neighbors lures him in because, as so often is the case, he “cannot bear
to be thrust back into the cold outer world” (646). Friendship, seen from
without, may appear to look exactly like an Inner Ring, yet, as Lewis

points out:

The difference is that [friendship's] secrecy is accidental, and
its exclusiveness a by-product, and no one was led thither by
the lure of the esoteric: for it is only four or five people who
like one another meeting to do the things they like. This is
friendship. Aristotle placed it among the virtues. It causes
perhaps half of all the happiness in the world, and no Inner
Ring can ever have it. {(647)

Newman can never be fully accepted into his neighbors' Inner Ring,
as they seem to suspect him as a “disguised” Jew from the first. Fred
and Carlson, his nearest neighbors, fail to acknowledge him when he
shouts out a greeting, and later that day Newman finds the first ominous
sign of his failed “friendship,” “His garbage pail was lying on its side in
the middle of the gutter™ (75). As Aristotle wrote, “the friendship of base
people turns out té be vicious. For they are unstable, and share base

pursuits; and by becoming similar to each other, they grow vicious” (IX,
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XIV 1950). Newman has now become a target of his neighbors'
viciousness.

After another humiliating incident, Newman inexplicably begins to
turn to Finkelstein for understanding. Almost against his own will,
Newman is drawn to this man, the cause of all the “problems” in the
neighborhood, the target of his own hatred in the past. His wife,
Gertrude, pleads with Newman to disassociate himself with Finkelstein,
and “go to the meetings” with Fred and Carlson. Buthe is in a
quandary: “Why did everyone know what to do except him? Why
suddenly was it such a horror to him? What right had the man
<Finkelstein> here in the first place? Why was he acting as though the
man...?" (135). It is tempting to fill in Miller's ellipsis here, “as though
the man was his friend?” which may be “stretching” the text a bit, yet it
seems clear that Newman is certainly acting as though Finkelstein has a
right to participate in the community, and that alone is a major step for
Newman.

Miller illustrates the change in Newman's sense of justice in the
next scene. He is awakened by what he thought was the sound of the
crucifix that his wife had hung on the wall hitting the floor (136). While
one might suggest that the crucifix, a symbol of forgiveness and justice,
has “fallen” in this corrupt community, the crucifix more likely reflects
Gertrude's pathetic attempt to “show” their neighbors that they are not
Jews. And Newman's initial thought is wrong. The sound was not the
falling crucifix at all, but, he now thinks, a still familiar cry from long
ago: “Aleese...!" The call for justice, then, comes to Newman once again.
He thinks it may be Finkelstein, being attacked by members of the Front,

but realizes that he was mistaken, and Newman is:
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Relieved, because he did not know what he would do if he
saw the man being beaten up out there...or rather, because
he did know he would do nothing, but that it would bother
him for a long time. No, he would call the police. That was
it. Simply call the police and not have to leave his house.
(136-7)

In brutal reality, the sound was actually two young thugs dumping
garbage on his lawn once again, but the passage's imagined sounds show
a significant change in Newman. Although he is still unable to exercise
justice personally through friendship toward Finkelstein, he does decide
to call upon the representatives of justice in the community-- which is
much more than he was willing to do for the Puerto Rican woman at the
beginning of the novel. This change points to Newman's moral
development away from his fascist neighbors and toward Finkelstein,
despite his longing for acceptance from the former.

Newman, perhaps in a final, desperate attempt to fit in, attends a
Christian Front meeting where “he might be making acquaintances who
would be important to him™ (153). Right away, Newman senses that
something is wrong, as he “felt a funereal mood spreading over him”
(154). The night is stifling, “for nearly forty days the city had had no
rain,” the tension is palpable as crowds press together. Newman
“scanned the faces in the rows around him. No one he knew. He felt
disappointed and foolish...” (155). Newman feels dazed as he watches
and listens to the hateful chanting of the crowd, who with clenched fists

call for “Action™ against “The Jews.” Suddenly, Newman feels a hand on
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his shoulder, “he turned in horror and saw a crease-faced man, wild and
pouring sweat, staring into his face” (160-1). Newman is slapped and
pushed, punched and thrown out of the meeting because “He didn't clap
once!” and “He's a Jew, for Christ's sake!” (161). Newman frantically tries
to explain his innocence because “He did not want to be left alone by
them. He did not want to be alone at all” (162). This admission by
Newman emphasizes his consuming desire to “connect” with his
community, to find a link to others through friendship. Although his
attempt is misguided, it reveals man's desire to be a part of his
community, a desire that leads Newman to this pitiable state.

Newman realizes the emptiness offered by the Front, and turns to
Finkelstein in a remarkable episode that leads to the novel's climax.
Finkelstein watched as Newman was senselessly beaten, and as Newman
is walking home, Finkelstein asks, “Could I help you?” (164). This simple
phrase is perhaps a preface to all friendships, a selfless moment where
one considers the good of another before his own. Newman resists
Finkelstein's offer of help, but as they walk together in silence Newman
admits that, “Despite himself he felt drawn to this man.” Newman sees
Finkelstein as “controlled and fortified” while Newman “was circling in
confusion in search of a formula through which he could again find his
dignity”™ (165).

Finkelstein now asks Newman to explain “Why do you want I shall
get out of the neighborhood?” (167). Newman pathetically tries to justify
his position with “It's not what you've done, it's what others of your
people have done.” After “staring at him a long time.” Finkelstein

responds, “in other words, when you look at me you don't see me™ (168).
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This innocuous passage forms the climax of the novel, because it is
at this point that Newman and Finkelstein become the same person,
joinied as objects of hate. This reverses all previous action because
Newman's motivation, his unfounded vilification of Finkelstein, is also
reversed as Newman completely identifies with his Jewish neighbor.
Although they are unique individuals, they share the same injustice, as
both are innocent of the blind hatred brought against them.

Finkelstein's words echo Newman's when he was misjudged because of
his eyeglasses, and Newman has felt the same emotions since he was
demoted unjustly by his boss: “Nobody had the right to dismiss him like
that because of his face. Nobody! He was him, a human being with a
certain definite history” (67). Miller would later write similarly of his
most famous character, with Linda declaring that “attention must be
paid” to Willy Loman, who is increasingly “dismissed” as insignificant. If
either Finkelstein or Newman or Willy had been seen for who they were, if
they had been treated as “friends™ by their community, they would not
have known the injustice that they came to face. Sensing that he and
Finkelstein are united in some strange way, Newman admits that “his
idea of him altered. Where once he had seen a rather comical, ugly, and
obsequious face, now he found a man” (169). The moment is important
for Newman, because he has seen through his own objectification of
Finkelstein, and seen his life reflected in Finkelstein's.

Newman realizes that he has no legitimate reason for not wanting
Finkelstein on the block, and simply walks away from him into the
comforting darkness. Finkelstein's eyes are on Newman's back, “hurting
him,” making him wish that Finkelstein would just disappear: “just go

away and let everybody be the same! The same, the same, let us all be
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the same!” (170} Newman's desperate wish might find its fulfillment in
friendship, which promises to obliterate the differences that separate us
and see all men equally. As Aristotle asserts, “friendship's aim is to
dispel civil conflict, which is enmity” (Pakaluk 30). At this stage,
Newman's insular nature resists Finkelstein's implicit invitation to a
“saving” friendship.

As he continues to separate himself, Newman realizes that there is
an inherent danger in his isolation. He asks, “Who would come out in
the darkness of the night to fight off thugs for his sake?” (177). As he
ponders this question, he is “held by the terror of his old dream,” which
began the novel. Newman now understands what was “being
manufactured beneath the innocent merry-go-round” (178). It is that
“murderous monster” of prejudice that “would burst through the walls of
these houses and surely find him” (179). Though Newman concludes
that “there is no truth to erect against it,” Finkelstein disagrees.

Firikelstein knows that he is about to be beaten out of his
neighborhood, but like Newman, he vows to fight. The old man figures
that if there aren't “too many” he might be able to take care of himself,
but “if there's too many I wouldn't do so good” (180). Finkelstein says
that if “a delegation” went to the police it might do some good, but they
wont listen to his single voice. “If a couple of men on the block
would...would...” (181). Finkelstein cannot complete the sentence
because he has witnessed the impossibility of true friendship or the spirit
of amity in this community that has been perverted by injustice. Even
now, Newman cannot risk befriending Finkelstein, and instead suggests
that he “think about moving.” Finkelstein is crushed by Newman's

betrayal, saying that, “I thought no matter what you did you were my
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friend because you are a man with intelligence” (182). In Aristotle's view,
reasonable men pursue the virtuous life, which includes friendship, and
there can be no person of virtue without others in relationship to whom
such a life can be pursued (VIII, III 1574-77). But, as is so often the case
in Miller's work, “persons of virtue” cannot be found, and the community
degenerates as a result.

As the novel draws to a close, Newman tries to find words that
describe his growing alienation: “He was at a loss as to his role in the city
now...How could a man fight alone, so terribly alone?” (185). His wife
reminds him that “you haven't got a friend” (190), as Newman rues his
cowardly rejection of Finkelstein's understanding and friendship. The
moment of confrontation is clearly established, as characters define their
loyalties. Newman's wife, Gertrude, is frustrated by her husband's
relationship with Finkelstein: “You've been talking to him too much...!"”
(204). Newman refuses to bend to her reasoning, standing firm in his
conviction that “it's just not right to have people going around beating up
on them” (204).

After Newman and his wife leave a movie house one evening,
Newman hears “the gentle tapping of soles on the pavement” (204). They
pass Finkelstein's store, and Newman is sure that the men behind him
plan only to attack the old man-- Newman is safe. Then, suddenly, “He
felt a hand on his back™ (206). and he instantly realized that he was a
victim as well. As “a clear moment opened before him™ (207), Newman
realizes that his wife has abandoned him without even a cry for help, her
high heels clacking against the pavement as a heavy-soled shoe comes
crashing down on his stomach (208). Finkelstein emerges from his store
howling in fury, flailing away with a baseball bat in each hand. Although
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the young attackers were “fencing him away from Finkelstein™ (208),
Newman “went straight on toward Finkelstein, yelling for recognition”
(208). These are significant lines in that they seem to sum up the action
of the last hundred pages: Newman's unjust neighbors try to “fence him
away” from the only Jew on the block, yet Newman is drawn to this man,
“straight toward” him, as he “yells for recognition” from a man who has
lived with injustice all his life. In fulfillment of what has been seemingly
destined since the beginning of the story, Newman and Finkelstein are
now joined even more forcefully than before, with “their backs nearly
touching” (209), against the thugs' attack.

At this moment, the young hoodlums retreat, and the two men are

left alone on the dark street. C.S. Lewis, in The Four Loves, writes:

Two persons discover one another when, whether with
immense difficulties and semi-articulate fumblings or with
what would seem to us amazing and elliptical speed, they
share their vision--it is then that Friendship is born. And
instantly they stand together in an immense solitude. (97)

Newman and Finkelstein have shared such a moment, and as the
bloodied pair move together after their painful ordeal, there is a
poignancy in their relationship:

At his touch, Finkelstein rose. His heavy arm was quivering
and wet. The blood was even spreading the stain that was
covering the whole front of his shirt. Newman held onto his

arm and they walked to the door and out of the store.
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Finkelstein waited dumbly on the sidewalk while Newman
snapped the lock and pulled the door shut. The lights
stayed on. Newman led his friend along the sidewalk and up
the path of his house and onto the porch, where he opened
the front door for him. (211)

This is the first time in the novel that the word “friend” is used to
describe Newman's relationship to Finkelstein, and it points to a major
shift in emphasis in the novel. Lawrence Newman has provided justice
for Finkelstein--his former enemy, the object of his derision--by becoming
his friend. The novel opened with a call for justice with the frenzied cry
of the Puerto Rican woman, and has ended with an answer to a cry for
justice, as Newman defends the Jew, Finkelstein. In the interim between
those two events, Newman has been the victim of injustice, and has
realized that friendship is a simple, yet profound approach to solving the
dilemma of injustice and the alienation it brings.

As the novel ends, Newman is reporting the crime he and
Finkelstein have endured to a policeman. The officer links the two men
as the only Jews on the street. Newman is about to deny the officer’s
incorrect assumption, but realizes that “to make the denial was to
repudiate and soil his own cleansing fury of a few moments ago™ (217).
Instead, Newman “longs deeply” for “a fiery stroke that would break away
the categories of people and change them so that it would not be
important to them what tribe they sprang from” (217). Instead of
correcting the policeman, Newman refers to the Finkelsteins and himself

as the “only ones on the block.” As Newman tells his story to the officer,
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“he felt as though he were setting down a weight which for some reason
he had been carrying and carrying™ (217).

Newman is freed not only from the weight of prejudice that has
stifled him for so long, but he is also released from the weight of isolation
and loneliness. Newman has discovered one of the virtues of friendship,
that sharing one's life with another also means sharing one's hardships
and fears. Newman was always afraid of his own vulnerability being
revealed through friendship with Finkelstein. But when Finkelstein
accepted Newman's fears and failings, as a human being, worthy of
friendship, “a weight” was lifted from Newman's life forever.

In this novel, with all its overt messages and flawed narration,
Miller not only cites the dangers in a society where friendship does not
exist, but also indicates how friendship and justice are inextricably
related. Lawrence Newman is condemned for his smug isolation, and its
inevitable negative effect. Miller reveals the danger of a man who
perceives that he is unrelated to his society, a danger that he describes
as a theme in All My Sons, and one that he probes in several other works,
including After The Fall. In addition, Miller depicts the power of two
seemingly insignificant men joined against nnthinking masses that seek
to strip them of their humanity.

Lawrence Newman is a man who discovers the need for justice only
when he is personally threatened by injustice. He realizes the need for
friendship when he is completely alone and in need. Yet, he finds that
Emerson's proverb is true, “The only reward of virtue is virtue; the only
way to have a friend is to be one” (Enright 349). Newman's recognition

leads to his sense of justice and fulfillment at the end of the story.
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The novel's final image sums up the power of friendship in the face
of a depersonalized world. Newman is “telling his story” to the police,
who have been a symbol of failed justice throughout the story. They did
not hear the despairing cry of the Puerto Rican woman. They could not
deter Newman's boss from demoting him unfairly. They were unable to
stop the Christian Front from attacking and demeaning Newman and
Finkelstein. Philia, the spirit of brotherly love, could have prevailed over
all these injustices, yet the community described in the novel is unable to
respond in friendship. Then Newman befriends, of all people, his one-
time enemy Finkelstein, and friendship's potential is revealed. Neither
man calls out for the police during the attack, they rely on each other.
Even after the brutal incident, they respond to one another in kindness
and caring. Newman may be telling the policeman his story at the
novel's close, but he no longer pleads for justice from the officer, he has
found it through friendship.

The power of friendship is rarely revealed so openly in Miller's
work, more often, he asks the audience to provide “what's missing™ in his
writing Tetsumaro Hayashi, a leading Miller scholar, writes that Miller's
minor works are “so seldom evaluated” by Miller critics, and so rarely
mentioned by bibliographers. that students of Miller have “failed to
comprehend the dimension of his works.” Despite the fact that Miller
has “become a part of our contemporary culture,” few people know what
he has written outside of Death of a Salesman. Hayashi concludes that:
“In order to understand him as a playwright. as an artist, as an
individual, as a social and theater critic, and as a contemporary thinker,

serious Miller scholars must study his works as a whole” (v-vi).
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Focus is an immature work by a writer who had little or no
experience with the genre. Focus also provides an outlet for the
“passionate moralist” in Miller, who has been described as “ail but
rabbinical in his ethical vision” (Bloom 5). While his moralizing may
lessen his art, his ethical vision, which includes friendship, is introduced
here and reverberates in much of his more mature writing. Focus is an
important example of Miller's view of friendship albeit an obvious one.
We must bear in mind and see the relationship of the treatment of
friendship in this novel as we look for more subtle glimpses of it in his
other more aesthetically sophisticated works.
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CHAPTER 3

I DON'T NEED YOU ANY MORE

“I feel I know Chekov better from his stories than from his plays,”
writes Arthur Miller in the introduction to his collection of short stories.
Miller goes on to call the short story genre “a friendly and familiar form of
art,” where he finds himself “feeling some connection with the reader,
with strangers™ (Don't xi). Most of Miller's stories are highly
autobiographical, and cover a variety of subjects important to him,
including friendship. In these stories we perhaps do “connect” with
Miller, and, as with Chekov, “know him better” through this anthology
than through his more well-known plays.

I Don’t Need You Any More is a collection of nine stories written by
Miller over fifteen years, 1951-1966. Of all of Miller's non-theatrical
writing, this collection has been generally characterized as his best work.
Allen Shepherd remarks that the stories have received “censiderable
critical acclaim,” though Miller almost seems “guilty” for writing any
thing less than drama (37). As Miller commented in 1966, “I think I
reserve for plays those things which take a kind of excruciating effort.

54

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



55

What comes easier goes into a short story” (201). Though John
Wakeman labels the collection a “clear gain for fiction...exact, humane,
knowledgeable writing” (4), Shepherd describes the stories as “notably
uneven and collectively not distinguished” (49). The two stories that
Shepherd describes as “the best™ of the collection, “Monte Sant’ Angelo™
and “Fitter's Night,” feature passages that develop Miller's ideas about
friendship.

These stories are also important in that they refute arguments that
claim that Miller's idealistic notions about friendship were limited to his
early work. Commenting on Miller's non-theatrical writing, Neil Carson,
in his book Arthur Miller, describes Miller's “ideal of male comradeship”
(39). Carson traces this ideal to Miller's experiences recounted in his
book Situation Normal, which described his investigation of American
training bases, undertaken as a backround for the screenplay of The
Story of G.I. Joe. Carson describes the book as “a series of vivid sketches
of officers and enlisted men, interspersed with reflections by the author”
(93). One such reflection involves a veteran soldier, “Watson,” who was
“failing his officer's training course because of a sense of disorientation
after combat” (93). Watson's comments reflect Miller's ideas about

community and friendship:

You find out all about yourself out there, as if all the excuses
you've always made for yourself were suddenly very silly.
Friendship is the greatest thing out there....I tell you the
truth: I would die for any one of thirty or forty men out there
just as easy as I'd flick out this match. (Normal 145)
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Carson goes on to say that Miller has “magnified” the “sense of loyalty
and unit pride” between the men into “something more mystical” (94).
What Carson fails to mention is that Miller has carried a strong sense of
friendship solidifying the community since the Depression, and his
experiences during the war reinforced his earlier beliefs. Carson quotes
Miller as writing “No man has ever felt identity with a group more deeply
and intimately than a soldier in battle” (94). It is this very sense of
identity that many of Miller's characters lack, because they lack the
friendship which Watson described above. Carson notes that Miller is
suggesting that in the state of “group identity™:

There is complete equality, a common aim, no little
prejudices or selfish aims, and everyone gains a sense of
'exhilaration’ from the knowledge that he is helping an
enormous mass of men toward a great and worthy goal. The
kind of purposeful and unified society produced by danger,
he feels, can also be created by a ‘commonality of Belief.’

(94)

Though Carson does not focus on the centrality of friendship to
Miller's ideal. he has just described essentially a classical view of the role
of friendship in society. Friendship does ensure “complete equality,”
through the justice inherent in treating every person as a friend, which
Aristotle has described. In addition, it supplies a “common aim” which
was pursuit of the virtuous life for Aristotle’s perfect community. Finally,
friendship can create a “commonality of Belief” without restricting the

freedom of others. As previously mentioned, Miller writes in his essay
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“On Social Plays,” that the lack of common belief in modern audiences
has led to a petty drama that cannot address the community at large,
because that community cannot be specifically defined as in the days of
ancient Greece. Miller suggests, as Carson notes here, that through
friendship and all that it entails, even our modern culture can perhaps
repair the “broken glass” of community.

Carson concludes that Miller's “vision of common purpose” based
on friendship “owes much to socialist idealism,” and that “Miller comes to
realize that these earlier views had been rather too simplistic™ (39).
Carson fails to realize that Miller's later drama persists in this “social
idealism,” and that the short story collection I Don’'t Need You Anymore
actually picks up where his earlier prose works left off in describing the
role of friendship in society. Because the stories span fifteen years in
Miller's life, years that included the turmoil of McCarthyism and his
marriage to and divorce from Mariln Monroe, they demonstrate that
Miller's belief that friendship could lead to positive social change was not
limited to his early non-dramatic works, Situation Normal and Focus.
Instead, through powerful images of friendship, the stories provide a
unique counterpoint to the alienated, lonely figures generally associated
with Miller's drama.

“Monte Sant' Angelo,” the earliest published of the stories, is
loosely based on Miller's experiences in Italy in 1948. Miller went to Italy
with Vinny Longhi, a one-time politician who opposed the powerful
Congressman John Rooney in '46, and lost a surprisingly close election.
Determined to dislodge Rooney, Longhi decided to visit the homes of
longshoremen in Calabria and Sicily, return with personal well-wishes,

and take the predominantly Italian Twelfth District by storm. Though
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Longhi's plan failed (Rooney won by a landslide), the trip provided Miller
with “Italian images,” that “hang behind my eyes like painted scenes.”
Miller, of course, returns to these images in View _from the Bridge, and
they also help to depict the scene in “Monte Sant’ Angelo” (IB 148-176).

In “Monte Sant' Angelo,” Vinny Longhi becomes “Vinny Appelio,”
the “sensual” Italian who has returned to his homeland to “see all the
places [he] came from™ (55). Miller is “Bernstein,” who accuses his friend
of suffering from “some kind of ancestor complex,” though he admits to
himself that he is a bit envious of Vinny, who was “combining with this
history, and it seemed to him that it made Vinny stronger, somehow less
dead when the time would come for him to die” (56). Miller continues to
probe how these two men relate to their past throughout the story, while
emphasizing that as a result of coming to terms with their ancestry,
Appello and Bernstein are able to relate to each other more completely as
friends.

This is Bernstein's story: his struggle to define himself through his
past, which then allows him to pursue a friendship with Appello. As the
story opens, we learn that Appello is especially interested in locating “the
Appello brothers,” two monks buried in an ancient church in the area.
The two men finally reach the vault of the church, where a priest
“vaguely remembers” an Appello vault, but has no idea where it is. While
Bernstein waits in the doorway. Appello gropes in the darkness of the
“twisting corridors™ of the crypts for half an hour, then they succumb to
the éold and wet of the vault that has “soaked” their feet. As they emerge
from the crypt, Vinny comments with “fascinated excitement™: “I'm sure

it's there, but you wouldn't want to stick out a search, would you?™

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



59

Despite Appello's “hopeful” question, Bernstein responds dully, “This is
no place for me to get pneumonia” (60).

The vault becomes the point of focus in the story, not only because
it houses two of Vinny’s most revered ancestors, but it is also the place
that the two men test and refine their friendship. Bernstein fails the first
test with his refusal to “stick out a search™ with his friend, who obviously
wants to continue. It would seem that if Bernstein cared enough for his
friend, if he saw him as a “second self,” he would be more than willing to
carry on despite the uncorafortable conditions. Aristotle wrote that “The
excellent person is related to his friend in the same way as he is related
to himself, since a friend is another himself” (VIII 1170b), but Bernstein
does not see Appello in this way. Instead, Bernstein reflects that the two
“were opposites. And they were drawn to each other's failings™ (57).
Appello's “linking” with his past leads Bemstein to sense an increasing
distance between himself and his friend, and this first episode in the
vault is an indication of that distancing.

The two men leave the vault and walk to the end of the street,
where Vinny looks “raptly” over a precipice where armored Appello's
“might have ridden horseback™ (61). Bernstein cannot share in his
friend's vision, and the gap between them widens, “He felt alone, desolate
as the dried-out chalk sides of this broken pillar he stood upon.
Certainly there had been no knights in his family™ (61). Irving Jacobsen,
in his article “The Vestigial Jews on 'Monte Sant’ Angelo™ points out,
“Bernstein cannot participate in someone else's emotions, particularly
when they give him a sense of his own deficiency” (508).

Bernstein is reminded of his “deficiency” as he recalls his father's

vision of his home town in Europe, “a common barrel of water, a town
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idiot, a baron nearby.” Bernstein has “no pride in it,” as he realizes that
“It had nothing to do with him~ (61).

Appello and Bernstein go to a local restaurant for lunch, where
Bernstein unexpectedly finds a link to his past in one of the patrons,
Mauro di Benedetto. Bernstein has “an abrupt impression of familiarity
with the man” (62) from the first, and as the meal progresses, Bernstein
is sure he knows this stranger. Bernstein prods Appello into asking the
man questions about his home; “not very iar,” his job; “I sell cloth” {as
Miller's father did), and his name; “Mauro di Benedetto,” or “Moses of the
Blessed” (64-5). Bernstein now knows that Benedetto is a Jew, but it is
not his name or occupation that tips Berstein off, it's the way Benedetto
ties a small bundle he's carrying. As Bernstein explains, “It's exactly the
way my father used to tie a bundle--and my grandfather. The whole
history is packing bundles and getting away” (65). After questioning
Benedetto further, they realize that he has no idea what a Jew is, much
less that he may be one himself. Bernstein is shocked that Benedetto is
unaware of his ancestry, yet it is clear that Bernstein has shared that
same ignorance--until now.

Once Bernstein makes the connection with Benedetto, he is a
changed man, one who knows his past and is prepared to face the future.

As Jacobsen asserts:

The similarity between his own neglected and Benedetto's
vestigial Jewishness forms an emoctional bridge between him
and Europe. Revitalizing a positive sense of his own family
past, the common ethnic backround between Bemnstein and

Benedetto functions as Bernstein's equivalent for Appello's
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family line, releasing his capacity for excitement and giving

him a new sense of placement in the world. (509)

This “new sense of placement™ now allows Bernstein to respond to
Appello in a renewed friendship, one that draws from a sense of shared
experiences, not of opposite attraction.

As they leave the restaurant, Bernstein pauses before they get in
the car, his “eyelids seemed puffed,” as he says, “It's early--if you still
want to I'll go back to the church with you. You can look for the boys”
(68). With this statement, Bernstein not only reconciles his earlier failure
to continue looking in the vault, but also extends himself to his friend in
a new way. He has obviously felt the emotion of coming to terms with
one's heritage, and this new emotional insight allows him to react in
“philia” toward Appello, seeking his friend's good before his own.

Jacobsen explains the change in Bermstein:

The effect of the experience is to remove Bernstein from an
isolation that has been, in part, self-imposed, and it places
his life in the kind of context within which he can form
relationships. This new sense of belonging makes it possible
for him and Appello to achieve a kind of rapport, a new
commonality of spirit. (510)

Jacobsen's comments are insightful, yet he fails to define their
relationship adequately. What exists between Bernstein and Appello is
more than “a kind of rapport,” it is friendship. Connecting with his past

surely makes Bernstein feel less isolated, but it is his friendship with
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Appello that leads to a true sense of permanence in his life. Bernstein's
episode with Benedetto gives his life new meaning, but if it does not lead
to change in his life, his isolation and loneliness will undoubtedly return.
Forming an “emotional bridge with Europe,” may well be satisfying, but
Bernstein is much more concerned with the gap that has existed between
him and Appello. The fact that he is able to relate to Appello in a new
way, emphasizes that the changes in Bernstein's life are positive and
enduring.

Miller dramatizes the importance of the friendship betwesn the two
men in the next scene, when, on Bernstein's suggestion, the two men
return to the vault in the ancient church. As they “descend” into the
vault beneath the church, Bernstein remarks, “I feel like--at home in this
place. I can't describe it” (68). These lines are remarkable, not only in
the context of this story, but in reference to Miller's canon as well.
Miller's characters do not “feel at home,” they are “ships looking for a
harbor,” “Misfits,” without “any viable connection with [their] world.”
Bernstein has found a “viable connection,” and he finds it through
friendship. He is standing at the doorway of an Italian vault that houses
not a single member of his family. yet Bernstein feels “at home.” This is
because Bernstein has hit upon the interrelatedness of all men through
Benedetto. Benedetto provides not only a bridge to Bernstein's Jewish
ancestry, but a bridge to his Italian friend. Benedetto is certainly more
Italian than Jew, and with Bernstein and Appello, he helps form a circle
of humanity joined by history, perpetuated through friendship.
Bernstein sees, as Lawrence Newman came to see in Focus, that it is the
connection, and not the race, which is ultimately important. Newman

realizes that to connect with Finkelstein, racial boundaries must be
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abolished, Bernstein knows that to relate to Appello, racial histories
must serve as points of connection, not borders of separation.

Bernstein has come to realize, through the irony of a “nameless
traveler carrying home a warm bread on a Friday night--and kneeling in
church on Sunday” (69), that he has a past and a history, one that serves
to unite, not divide. Bernstein watches as Appello searches the “narrow
corridors of the crypts,” and somehow knew that "he would look
differently into Vinny’s eyes; his condescension had gone" (69). Here at
the crypt, where Bermnstein had hours earlier failed his friend because of
his selfishness and isolation, the two men now share a simple moment
that confirms their friendship. With "Vinny a yard away," Bernstein
admits that "He felt loose, somehow the equal of his friend--and how odd
that was when, if anything, he had thought of himself as superior” (69).
Following Appello’s announcement that he found the crypt, the two men

seem to signify their new feelings of equality through friendship:

Vinny held still for an instant, catching Bernstein's
respectful happiness, and saw there that his search was not
worthless sentiment. He raised the candle to see Bernstein's
face better, and then he laughed and gripped Bernstein's
wrist and led the way toward the flight of steps that rose to
the surface. Bernstein had never liked anyone grasping him,
but from this touch of a hand in the darkness, strangely,

there was no implicaton of a hateful weakness. (70)
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It is clear that Bernstein has associated some kind of "hateful weakness"
as an inherent part of friendship, or at least the physicality of friendship,
but no longer senses weakness as part of their relationship.

This final scene between the two men is reminiscent of Bernstein's
earlier comment that Appello would be "somehow less dead when the
time would come for him to die." It is clear that because of his friendship
with Appello, Bernstein would now somehow be "less dead" when his
time came, if only because of the legacy of his simple friendship with
Vinny. Appello seems to clearly reflect the enduring nature of their
relationship as he literally leads his friend by the hand from a place of
death, the place where their friendship was put to the test, failed, and
was then "resurrected” to function in a new way.

"Monte Sant’' Angelo," like Miller's novel Focus, is a clear example of
a character breaking free from the bonds of isolation to find fulfillment
through friendship. The story's final image of two men joined in
friendship is contrasted by the isolation of Appello's village, Monte Sant'
Angelo. The taxi driver jokes as he drives the two men up the steep road,
"They are very far from everything. They all look like brothers up there.
They don't know very much either” (54). Jacobsen concludes that the
driver's comments suggest that "Isolation breeds abnormality, here
associated with incest and idiocy” (508). Miller will continue to assert the
contention that isolation does breed abnormality, and that its implied
opposite, friendship, breeds the sense of fulfillment that Bernstein
experiences at the end of "Monte Sant Angelo."

"Fitter's Night,"” one of the longest stories in the collection, is also
based on events in Miller's life, reflecting his job as a steam fitter in the

Brooklyn Navy Yard during World War II. The story uses Miller's former
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boss, "Ipana Mike," as its source, a man who "had his morals, and when
he really believed he was not being suckered he could turn into a
phenomenally resourceful worker" (IB 200). Tony Calabrese is Miller's
fictional recreation of Mike, right down to his toothless smile. The story
is one of two that was chosen for the Viking anthology The Portable
Arthur Miller, and it demonstrates Miller's effectiveness when dealing with
colloquial language and sharply-drawn characters.

Tony's story is a familiar one: he calls himself "God's original
patsy” (208), and his life is perhaps best described as one long, dirty
trick. The story opens with Tony going into work at the mammoth
shipyard as one of the few guys that knows where to go and what to do.
He checks in with his boss, who likes Tony because he can work like a
bull when needed, and even slips the head man a phone number of a
"cute dame"” from time to time. Tony finds a job for his crew to work on,
while he seeks out a dark "cable passage"” where he can "close his eyes to
screw the government" (175-87). Safe from his bosses, Tony begins to
daydrearn, reflecting on his life of failed opportunities. Tony's mother
has tried vainly to keep the young tough in line, but he has bounced in
and out of prison from the time that he was twelve. Her only consistent
threat was that if "Grampa" ever came to America, he would "straighten
out Tony for the rest of his life" with a "weeklong beating combined with
an authoritative spiritual thundering” (188-9). Mama's fulminations
become especially forceful when word comes that Grampa is finally
making his long-awaited trip. Mama promises to reveal ali of Tony's
shortcomings unless he agrees to marry "Margaret," the respectable but
plain girl-next-door. Tony consents when Grampa arrives with a

strongbox that contains Tony's "inheritance,” which will be Tony's only
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when the marriage is consummated. Tony gives up his dream of
marrying "Patty Moran,” the red-haired bombshell that he is in love with,
and settles for Grampa's arrangement. But the inheritance is slow in
coming. Grampa is well aware of the leverage the money wields, and he
uses it to control Tony like a marionette. Grampa uses the inheritance to
ensure that Tony makes love to Margaret and stops carousing after work.
He even sits behind the couple at the movie theater to make sure that
Tony puts his arm around more than the back of Margaret's chair. When
Maragaret finally starts to "swell,” Grampa at last seems satisfied, and
the moment of inheritance seems imminent.

The night that Margaret gives birth to twins, Grampa gives Tony
the key to the legendary trunk. But something has gone terribly wrong.
Grampa is strangely clutching Tony's knees and weeping for forgiveness.
Tony opens the trunk lid to find it half full of worthiess lire, "zeros, fives,
tens, colorful and tumbling under his searching hands. He knew, he
already knew, he had known since the day he was born" (202-3). The
"fortune” comes to $1,739, which as Tony says, "is not like you got a
right to come to a man and say go tie that girl around your neck and
jump in the river you gonna come up rich" (203). Tony's life is over, his
dreams crushed. With this inevitable disappointment, Tony is added to
the list of Miller's characters who suffer disillusionment, which leads to
despair.

The story now shifts to the present, as we learn that Tony has been
called upon to straighten two bent depth charge rails on a destroyer on
this frigid night. Tony knows that the job is hopeless, with the
temperature near zero he'll never be able to heat the rails enough to

make them bend when he strikes them with a sledge. He decides to
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make the trip because the boss is pressuring him, but he is resolved to
simply look it over, declare the job impossible, and return to the
shipyard.

When Tony is greeted by a man he thinks to be the chief petty
officer, Tony tells him to "go inside and tell the captain what kinda
temperature we got here" (206). The officer replies, "I'm the captain.
Stillwater” (206). Tony is stunned, as "all his previous estimates whirled
around in his head" (206). Tony is not only honored that the captain met
him personally, but that he has approached him without the
condescension that Tony has come to expect. The two men engage in
some small talk, and all the while Tony is looking for an opening to let
the captain down. But he cannot:

Some unforeseen understanding with the captain seemed to
locm; the man was taking him so seriously, bothering to
explain why there were cockroaches. allowing himself to be
diverted even for ten seconds from the problem of the rail,
and, more promising than anything else, he seemed to be
deferring to Tony's opinion about the possibility of working at
all tonight. (207)

The captain, in a simple. honest way. exemplifies the spirit of
friendship that Aristotle believed the man of virtue expressed to all
members of the polis. It is this spirit of friendship that leads to justice
and social change for Miller. It is the captain’'s "deference,” surely a
feature of any friendship that is "most promising" to Tony, who is only

deferred to when someone needs a favor of him--never with the captain's
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sincerity. Tony Calabrese has been frustrated at every turn in his life,
and now, on this freezing night, the captain's expression of "philia” is
convincing him that, maybe for the first time, he's not being "suckered."
Tony finds that his world of disillusionment is tumbling down about him,
and he isn't sure how to proceed: "Tony turned to look out at the
damaged rail, but his eyes were not seeing clearly. The pleasure and
pride of his familiarity with the captain, his sheer irreplaceability on this
deck, were shattering his viewpoint" (208). Tony, like Bernstein from
"Monte Sant' Angelo," connect in friendship to find fulfillment and
acceptance, which neither had known before.

Despite the captain's graciousness, Tony continues his protest
based on the icy weather and the danger involved. Suddenly, his words

lack conviction:

'What I mean, I mean that..." What did he mean? Standing a
few inches from the captain's boyish face, he saw for the first
time that there was no blame there. No blame and no
command either. The man was simply at a loss, in need.
And he saw that there was no question of official blame for
the captain either. Suddenly it was as clear as the cold that
was freezing them where they stood--that they were both on
a par, they were free...The captain had become a small point
in his vision. For the first time in his life he had a kind of
space around him in which to move freely, the first time, it
seemed, that it was entirely up to him with no punishment if

he said no, nor even a reward if he said yes. Gain and loss
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had suddenly collapsed, and what was left standing was a
favor asked that would profit nobody. (211)

These lines are unique in Miller's work, as they represent perhaps
the clearest expression of his ideas regarding friendship. First, we have
the recurrent notion that friendship leads to freedom. For Lawrence
Newman, it meant the freedom to help a man he once viewed as an
enemy. For Bernstein, it was the freedom to relate to Appello in a new
way. For Tony, it is more generally the ability to choose freely, something
he has done very little of in his life. For all three men, the inherent sense
of justice found in the spirit of friendship leads to their newly-found

”n o

freedom. Second, this passage includes words like "gain," "loss," and
"profit,” words which immediately lead readers and critics to Miller's
"Marxist sympathies.” Writing here in 1966, Miller seems to insist that
even images of profit and loss "collapse” in the face of friendship. While
Miller's first-hand experience during the Depression led him to
understand the idea of "man as commodity" and the ruthlessness often
expressed in our system of competition, he also learned during this
period about the power of human kindness and brotherhood, ideas which
persist in his work. Carlyle's dictum, "Love of men cannot be bought by
cash-payment; and without love, men cannot endure to be together”
(1009), is a much clearer expression of Miller's sentiments regarding men
and their occupations than a simplistic Marxist interpretation of his
work.

Even a brief comparison of Tony and Miller's most famous

character, Willy Loman, provides a sharp contrast of one man being
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touched by kindness, and Willy dying without ever knowing the
"freedom" of being appraised as a friend, not in terms of "profit and loss."

Tony’s dignity was battered before he realized that his love could
not be "bought” by Grampa's inheritance. Since that failure, his hopes
have given way to a bitterness that sours every part of his life. That is
why the captain's reaction toward him is stunning, he is literally being
jarred out of a way of life that he has come to accept as normal, while the
captain opens a new world of kindness and equality to Tony.

Before Tony agrees to take on this outrageous task, which will
suspend him over the freezing water as he tries to heat and bend the
rails straight, he wants a guarantee from the captain that the ship will
"move out" into battle immmediately. The captain assures Tony that he
will leave the moment the job is finished, and Tony is amazed that the
captain is so eager to meet the "German subs" off the coast when he has
a perfect opportunity to, as Tony says, "lay down in a hotel for a coupie of
days" (209). Tony realizes that through repairing the ship he is joining
the captain in a "common aim," which further solidifies their
relationship. This sequence is reminiscent of Miller's experiences which
are described in Situation Normal, where Miller points to the inherent role
of friendship in the military.

Tony agrees to try to fix the rails, the captain shakes his hand and
offers a simple, "Thanks very much" (212). Tony "wanted to say
something, something to equal the captain's speech of thanks. But it
was impossible to admit that anything had changed in him" (212). Admit
it or not, change, through the spirit of friendship, had occurred in Tony's
life. The sense of justice which he had sought in vain is embodied in the

captain's lack of condescension, his unswerving kindness and respect.
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Despite the ruthless cold, Tony shimmies up the rails and beats
them with a sledge, using a torch to heat the metal. It is a titanic effort,
with Tony's blocd pounding, and every muscle fatigued, while he coughs
tobacco residue and phlegm out of his chest. Tony feels "all alone,” as
Miller depicts a visual image which sharply contrasts the one of Tony
daydreaming in his tiny cable passage, isolated from the world. In his
cable passage, Tony was self-absorbed, safe. Now, several stories above
the frigid water, he is working for others, and risking his own life. He is
friendship in action, not just toward the captain, but by extension,
toward his country as well.

As his strength wanes, and his past glides past him like a mist, a
voice calls out, "That looks good enough!” (221). Tony manages to get
down from the "outthrust spine of steel" (212) and into the midships
section, where the captain personally refills Tony's coffee cup. Once
inside, Tony basks in the afterglow of accomplishment: "Tony saw the
serious smiles of respect in the sailors' faces, and he saw the captain,
uncapped now, the blond hair and the way he looked at him with love in
his eyes" (222). These words are not characteristic of Miller's writing,
though they provide a clear example of Miller's ideal of friendship. This
episode seems to make up for the years of failed hopes Tony has known,
isolation becomes acceptance--simply because someone took the time to
appreciate him as an equal, to be his friend. Although the power of
friendship that leads to positive change in this story is never replicated in
Miller's writings as fully, many of Miller's characters seem to seek
acceptance through friendship- the kind Tony has found.

Tony returns to his cable passage, and although he will, as always,
be reluctant to admit that a change has occurred in him, the memory of
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the captain "emerged behind his closed eyes." As Allen Shepherd notes
in regards to the story’s final image, "Tony is rewarded with a vision to
replace that of Margaret and his Grandfather's lire" (46). Tony has long
ago given up on the idea that he will be saved from his existence through
money or love, his experience with his Grampa has dashed his dreams
forever. Instead, he has found justice and hope in the captain, through
what Chris Keller called "the love a man can have for a man" (CP 85). It
is his friend, the captain's image that he focuses on as the story ends,

but one guesses that the image will continue to fill Tony with pride:

The blond hair lit, the collar still raised, and the look in his
eyes when he had poured Tony's coffee, his closeness, and
his fine inability to speak. That face hung alone in an
endless darkness. (223)
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