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Introduction 
 
This education pack has been designed to support your visit to see All My Sons at The 
Watermill Theatre in 2014. 
 
The pack is aimed primarily at those studying Drama or English, with articles of interest for 
anyone with a curiosity about the play. While there are some images, the pack has been 
deliberately kept simple from a graphic point of view so that most pages can easily be 
photocopied for use in the classroom.  
 
Your feedback is most welcome, please email (outreach@watermill.org.uk) or call me on 
01635 570927. 
 
Don’t forget that we offer workshops on most aspects of drama, and visit many schools in the 
surrounding area to work with hundreds of students every year. For a workshop menu, please 
visit the Outreach pages on our website, or contact me. 
 
I hope you find the pack useful. 
 
 
 
 
 
Beth Flintoff 
Outreach Director 
 
Email: beth@watermill.org.uk | Tel: 01635 570927 
The Watermill Theatre 
Bagnor, Newbury, Berks RG20 8AE 
www.watermill.org.uk 

 

 
The Watermill’s core Education and Outreach programme is generously supported by The Dr. 
Mortimer and Theresa Sackler Foundation. 
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Arthur Miller  
 
Arthur Miller was born in 1915, the son of an 
affluent clothing manufacturer in Harlem, New 
York. But when the Depression struck in 1929 
the family lost almost everything and moved to 
Brooklyn. The young Miller worked his way to 
University to study journalism by taking several 
odd jobs and working with his father. During 
his University years he entered a play 
competition despite having little or no 
experience of playwriting, and promptly won 
the competition with his first play, No Villain. 
He then studied playwriting with Professor 
Kenneth Rowe, where he learnt about play 
structure; Rowe was his constant supporter 
and remained a lifelong inspiration for him. 
He did not fight in the war, thanks to an old 
footballing injury, but instead continued 
writing plays and radio dramas. In 1940 The 
Man Who had all the Luck opened on 
Broadway to universal dislike, and closed four 
days later. Miller was so disheartened he 
nearly stopped writing, but decided to have 
one more go, and his next play, All My Sons, 
was a massive Broadway success. Two years 
later Death of a Salesman earned him 
international acclaim, the Pulitzer Prize, and a 
Tony Award. 
 
During this time Miller had married his first 
wife, Mary Slattery, whom he divorced in 1956 
in order to marry the actress Marilyn Monroe. 
This brought immediate, worldwide fame and 
press intrusion. Photographers hounded the 
newlyweds around the clock; tabloids 
pondered tactlessly what the world’s most 
beautiful woman might see in such an 
ordinary-looking man. And then in 1961, a year 
before her death, they divorced and Miller got 
married for a third time, to Inge Morath. They 
stayed together until she died in 2002. 
 
In 1950s America there was a strong anti-
communist movement, which had led to the 
foundation of the House of Un-American 

Activities Committee (HUAC), which 
interrogated people suspected of being 
communist and coerced them into naming 
other suspects. Artists and theatre 
practitioners were particularly viewed with 
suspicion of having left-wing tendencies. 
Failure to comply with the HUAC’s demands 
could mean the end of an artist’s career.  
 
The Director Elia Kazan, who had directed 
Miller’s plays on stage and film, was 
summoned, and fearful of losing his glittering 
Hollywood prospects, he subsequently named 
other members of his theatre company the 
Group Theatre that were members of the 
communist party. After talking to Kazan about 
his experiences in 1953, Miller travelled to 
Salem to research the Salem witchcraft trials of 
the late 17th Century. Out of this came his only 
historical drama, The Crucible. The play was 
seen as a passionate political statement, 
criticising social and political paranoia and 
drawing clear parallels between the search for 
communists and the Salem trials. Miller was 
duly summoned before the HUAC, where he 
refused to comply with their requests or name 
suspected communists. He was charged with 
contempt of Congress, but the conviction was 
overturned. 
 
Miller continued to write into his 80s, but his 
plays did not gain the same amount of success 
as his earlier work.  After the death of his third 
wife he planned to marry again, this time a 34 
year-old minimalist painter called Agnes 
Barley. But before they could marry in 2005, he 
died at the age of 89, surrounded by family 
and friends. 

 
Beth Flintoff 

 



 

5 
 

Arthur Miller Chronology 
 
A chronology of professionally produced plays by the playwright. 
 

 First US Production First UK Production 

The Man Who Had All The Luck January 1944 April 1960 

All My Sons January 1947 May 1948 

Death of a Salesman February 1949 July 1949 

An Enemy of the People (adapted from Ibsen) December 1950  

The Crucible January 1953 November 1954 

A Memory of Two Mondays September 1955 September 1958 

A View from the Bridge (one act version) September 1955  

A View from the Bridge (two act version) January 1965 October 1956 

After the Fall January 1964 October 1956 

The Price February 1968 March 1969 

The Creation of the World and Other Business November 1972 August 1974 

Up from Paradise April 1974  

The Archbishop’s Ceiling April 1977 April 1985 

The American Clock May 1980 April 1983 

Two-Way Mirror November 1982  

Playing for Time  September 1985  

Danger: Memory! January 1987 April 1988 

The Golden Years  November 1987 

The Ride Down Mount Morgan 1996 October 1991 

The Last Yankee January 1993 January 1993 

Broken Glass April 1994 August 1994 

Mr Peters' Connections  April 1998  

Resurrection Blues August 2002 March 2006 

Finishing The Picture October 2004  
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American Theatre in the 1940s 
 
Background 
 
In 1928 the new Republican President 
Herbert Hoover confidently announced, 
'We in America today are nearer to the 
final triumph over poverty than ever 
before in the history of any land.' Within a 
year such confidence had vanished, and 
America was plunged into the Great 
Depression. On Black Tuesday, October 
29th 1929, the stock market collapsed. In a 
single day, sixteen million shares were 
traded and thirty billion dollars 
disappeared into thin air. The era of “Get 
Rich Quick" was over.  
 
When firms and banks went bust, people 
lost their life savings and unemployment 
figures rose to 13 million, nearly a third of 
the population. There was no dole or 
support for unemployed people, so food 
was in short supply and people lost their 
homes. Many people lived in shacks made 
out of scrap metal and boxes in shanty 
towns that were nicknamed Hoovervilles, 
after the President. Meanwhile a drought 
in central America crippled agriculture. It 
was the worst in the climatological history 
of the country, made worse by over-
farming drying out the land and losing the 
top soil. By 1934 it had dessicated the 
Great Plains, from North Dakota to Texas, 
from the Mississippi River Valley to the 
Rockies. Vast dust storms swept the region 
and crops failed.  As a result of the 
drought, workers started moving away 
from the Dust Bowl to find work. By the 
end of the decade there were millions of 
migrants on the road. It was in this context 
that John Steinbeck wrote Of Mice and 
Men in 1937, the story of migrant workers 

Lenny and George striving to retain their 
humanity in almost impossible conditions.  
 
Not all theatre in the 1930s focussed on 
the grim reality of Depression-hit America. 
Just as in England “Comedy of Manners” 
plays by writers such as George Bernard 
Shaw, Terence Rattigan and Noel Coward 
offered popular escapism, in New York 
Kaufmann and Hart were collaborating on 
glossy, dazzling farces such as You Can’t 
Take it With You (1936).  

 
 
 
Broadway (an area of New York that 
roughly corresponds to London’s West 
End) was becoming a place for big 
commercial hits, offering lucrative returns 
to producers if their show was a success. 
Popular Broadway musicals like Oklahoma 
(1943) by Rodgers and Hammerstein 
introduced the benefits of a musical 
containing a strong narrative and fully 
developed characterisation. 
 
But with the onset of the Second World 
War in 1939 a new generation of writers 

The Watermill Young Company’s production 
of You Can’t Take It With You, November 2013 
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became passionately engaged in political 
and social debate about the state of the 
American people. The most famous of 
these writers of intimate domestic conflict 
were Tennessee Williams, Eugene O’Neill, 
and Arthur Miller.  

Their plays aimed for acute, searing 
psychological realism; their focus was on 
domestic tragedy.  
 
  
 

 
The Development of Psychological Realism in Theatre 
 
A number of factors encouraged the development of psychologically ‘realistic’ theatre. 
 

 The expense of opening a production on Broadway meant that producers began to 
favour more realistic sets that did not require enormous scene changes or difficult 
costumes. Others chose not to produce on Broadway at all, leading to the emergence 
of ‘Off-Broadway’ theatres and the development of theatres outside New York, such 
as the alley Theatre in Houston, a converted dance studio that began with amateur 
productions and gradually became professional. In practical terms, plays concerning 
ordinary people and their private domestic conflicts did not cost so much – they could 
be equally effective on smaller sets in smaller theatres. 
 

 Universities had begun to have Drama Departments, these developed during the 
1920s and 1930s. So theatre-making became a studied, analysed art form, creating a 
generation of skilled performers and creatives. Sometimes these drama departments 
went on to create semi-professional community theatres, such as the Arena stage in 
Washington.  
 

 The arrival of the film industry and the rise of Hollywood brought with it an interest in 
new techniques, and the development of a completely different style of acting. 
Theatre-makers borrowed techniques such as quick cuts from one scene to the next, 
the close-up, and minute, detailed observations by its actors. Directors such as Elia 
Kazan successfully worked in both film and theatre, and his techniques crossed over 
from one medium to the other. 

 

 The Group Theatre and Method Acting – The Group Theatre company developed in 
the 1930s, starting out with a Stanislavsky-based training for the actor and then 
developing its own techniques. Elia Kazan was a member, as was the actor Marlon 
Brando and the teachers Lee Strasberg and Sandford Meisner. The company 
developed the idea of method acting – in which actors are encouraged to develop an 
intense empathy with their characters. They will often try to simulate the practical 
experiences of their characters, so that they can truly identify with their 
circumstances. The Lee Strasberg Theatre and Film Institute continues to offer training 
in Method Acting today. 

‘We cannot give you talent, but we are going to force you to live up to the talent 

that you have.’  Lee Strasberg 
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Many famous American and European actors still use Method training. The Oscar 
winning British actor, Daniel Day Lewis, for example, reportedly learnt to live off the 
land and never let go of his rifle throughout the filming of The Last of the Mohicans in 
1992, in which he played a native American. 
 
Arthur Miller was greatly influenced by the work of The Group. In the introduction to 
his first Collected Plays in 1988, he wrote: 
 

‘The sole sense of connection with theater came when I saw the productions of the 
Group Theatre. It was not only the brilliance of the ensemble acting, but the air of 

union created between actors and the audience … I watched the Group Theatre from 
fifty-five-cent seats in the balcony, and at intermission time it was possible to feel the 
heat and the passion of people moved not only in their bellies but in their thoughts … 

All My Sons was begun several years after the Group had ceased to be, but it was what 
I can only call now a play written for a prophetic theatre …. my intention in this play 

was to be as untheatrical as possible.’ 
 

 In the 1940s Radio serials became very popular, which particularly influenced Miller, 
who had written for Radio in the early 1940s. These programmes typically used sound 
transitions or ‘segues’ to move the listener from one location quickly to another. 
Death of a Salesman, Miller’s tragic denunciation of the American Dream, uses this 
technique frequently to create smooth scene changes: 
 
LINDA: Willy, darling, you’re the handsomest man in the world –  
WILLY: Oh, no, Linda. 
LINDA: To me you are. Slight pause. The handsomest. 
From the darkness is heard the laughter of a woman. Willy doesn’t turn to it, but it 
continues through Linda’s lines. 
LINDA: And the boys, Willy. Few men are idolized by their children the way you are. 
[Death of a Salesman, from Collected Plays p149] 
 
In this example, the sound effect highlights the irony of Linda’s loving and encouraging 
words – her elevation of Willy to heroic husband status is undercut by the sound of 
the woman he has had a sordid affair with. 
 
Radio allowed the words to be situated deep inside the narrator’s own head – the 
listener was allowed to share his or her intimate thoughts. Miller enjoyed 
experimenting with different voices and the use of sound to achieve intense 
psychological empathy with the main character, and Death of a Salesman was 
originally titled The Inside of his Head. 
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Some Key Figures in American Theatre in the 1940s 
 
Alongside Arthur Miller, several playwrights and creative were key figures in the movement 
towards psychological realism. (For Arthur Miller’s biography, please turn to page 4). 
 
Eugene O’Neill (1888 – 1953)  
 
O’Neill’s plays were epic in length – generally about 4 hours long – and emotional scope, 
delivering an intense, almost unbearable psychological tension that often involved the 
inevitable slide from hope to depression and despair.  He was greatly influenced by European 
playwrights such as Ibsen, Chekhov, and Strindberg, and like them focussed on realistic 
portrayals of everyday life. He wrote about people on the fringes of society, and was among 
the first to use dialogue that slipped into the American vernacular - everyday language that 
you might have overheard in bars and living rooms around the country. His three most well-
known plays, The Iceman Cometh, Long Day’s Journey into Night, and Moon for the 
Misbegotten, are largely autobiographical and written while he was suffering from ill health.  
 
Long Day’s Journey covers the actions of a single day and features three men suffering from 
alcoholism and a mother, Mary, who has had an addiction to morphine. On its completion in 
the 1940s, O’Neill had the copy sealed in a vault with instructions for it not to be published 
until 25 years after his death; however his third wife Carlotta circumvented the agreement 
and it was published three years after his death in 1953. 
 
 Tennessee Williams (1911 – 1983) 
 
Williams started writing at a young age but struggled to achieve success until his experimental 
memory play, The Glass Menagerie, was well received and transferred to Broadway. In 1947 A 
Streetcar Named Desire, directed by Elia Kazan and starring Marlon Brando, achieved 
enormous success on Broadway. Its story of the toxic three-way relationship between fading 
alcoholic beauty Blanche Dubois, her sister Stella, and Stella’s husband Stanley encompassed 
all Williams’ major preoccupations: sexuality and sexual violence, the artificial grandeur of the 
corrupted, decaying Southern way of life, and a crude, soulless, male-dominated society. The 
music offers echoes from Blanche’s tortured mind, as she slides into insanity. 
 
In his foreword to Sweet Bird of Youth in 1959, Williams wrote: 
‘I would say that there is something much bigger in life and death than we have become 
aware of (or adequately recorded) in our living and dying. And, further to compound this 
shameless romanticism, I would say that our serious theatre is a search for that something 
that is not yet successful but is still going on.’ 
 
Jo Mielziner (1901 – 1976) 
 
Born in Paris, Mielziner was a European-influenced American set designer who created the 
sets for many of the productions described above, such as Williams’ The Glass Menagerie, The 
Sweet Bird of Youth, and A Streetcar Named Desire and Arthur Miller’s The Death of a 
Salesman. Mielziner drew on abstract solutions to stage realistic plays, influenced by the 
filmic need to allow for quick scene changes. His sets were lightweight, lyrical designs using 
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soaring vertical lines and poetic colouring. He also used scrim -  a fabric which can be lit from 
behind to become transparent, or from the front to create a wall, allowing for smooth 
transitions between scenes. During World War II he was a camouflage specialist with the US 
Airforce. 
 
Elia Kazan (1909 – 2003) 
 
A Greek-American teacher, actor, film and theatre director who won two Oscars and three 
Tony Awards, Kazan was also an original member of the Group Theatre where he taught 
Marlon Brando. He also directed Brando in Williams’ A Streetcar Named Desire both on 
Broadway and on film, and also directed the original Sweet Bird of Youth and Arthur Miller’s 
Death of a Salesman.  
 
He preferred to make films and direct plays about social realism, with themes he could relate 
to, saying ‘A thing in my life is expressed by the essence of the film. Then I know it 
experientially, not just mentally. I've got to feel that it's in some way about me, some way 
about my struggles, some way about my pain, my hopes.’  
 
[Conversations with the Great Moviemakers of Hollywood's Golden Age, Alfred A. Knopf] 

From left to right: George (Thomas Padden), Ann (Siobhan O’Kelly) and Chris (Adam Burton) 
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Interview with the Director 
 

During a break in rehearsals, Beth Flintoff caught up with the Director of All My Sons, 
Douglas Rintoul. This is Douglas’s second production at The Watermill, having directed Of 
Mice and Men in 2012. 
 
Beth: Can you talk through your rehearsal 
process. Is it a similar to Of Mice and 
Men? 
Douglas: We started by looking at all the 
facts in the play. It is similar to Of Mice 
and Men because lots of events happen 
before the play starts. In Of Mice and Men 
the previous action is just between 
George and Lennie, whereas in All My 
Sons there is so much information about 
all the characters to find out.  
During the first week of rehearsals we 
looked at the timescale of previous 
events. This world needs to be really clear 
in everyone’s heads. For example, Jim 
mentions that in the war they used to call 
Chris ‘Mother McKeller’. This information 
immediately opens up questions about 
Jim’s relation to Chris while they were at 
war together. We know Jim didn’t live in 
the neighbourhood before, so there is a 
whole journey we have to discover. We 
find out they met in the war and when 
they came back Jim and his family moved 
in next door. Finding out that information 
is great because there is a wealth of 
knowledge about the war that Chris and 
Jim share. In the play we never see much 
action between the two characters but 
they are actually best mates. They talk 
about each other so much that it is 
important to know their back story.  
Beth: It is an unusal play in that so much 
has happened before it starts, more than 
most plays, and yet it never feels like 
exposition. 
Douglas: There is only one moment of 
exposition, when George recounts the 
information of the case to Anne. She says 

“We know. There is nothing new that I 
haven’t heard”, but George is a lawyer 
now so the facts and evidence will sound 
very different now to how they sounded 
when he was just a young man.  
During our process we also analysed the 
characters to find out what they say about 
themselves and what they think about 
each other. This is how you start to build a 
character. For example, Anne says to Chris 
“You always find a distinction for 
somebody”. 
Beth: That line always sings out at me. I 
always wondered though, does he do that 
or is it because Anne loves him? 
Douglas: No, I think he does. It’s a 
negative trait though because, at that 
point, Anne finds out that everyone thinks 
Joe did it. Chris very rarely sees the bad 
things in people and, if that is the case, it 
may be that he has done the same with 
his father.  
Beth: How much time do you spend 
talking about the characters that are not 
on stage, such as Larry? 
Douglas: Quite a lot, it is really important 
that we all know what Larry was like. We 
have concluded that Larry was the 
favourite son. Chris and Larry are quite 
different and that is useful to know. Some 
of the actors also improvise their 
characters’ back stories. 
Beth: How do you set those up?   
Douglas: I set them a number of questions 
and ask them to fill in the gaps. It is 
important that we are all telling one story; 
there are gaps in the script that Miller 
hasn’t given us, so we have to complete 
the full story.  
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Beth: Do they get those moments up on 
their feet and actually improvise them? 
Douglas: Yes, some of them do.  
Beth: Have you improvised any scenes 
with Larry? 
Douglas: No, but we have spoken through 
the hierarchy of the children when they 
were younger. It is important to note the 
different ages of the children; Larry and 
Anne are five years younger than George 
and Chris. 
Beth: You only worked with the key 
characters for the first week of rehearsals. 
Once the rest of the cast arrived what did 
you work on? 
Douglas: I asked them to think about the 
punctuation as it is really precise. There 
are so many questions in the play. Joe’s 
character asks questions all the time, 
which is about deflection. You also have 
characters that make short statements all 
the time, such as Chris and Ann. Kate 
always speaks in statements. She very 
rarely asks any questions.  
Beth: Kate’s thoughts always seem very 
fragmented, the sentences are broken up. 
Douglas: Yes, the ellipses and 
interruptions help us to see the character 
is really struggling. It is a little bit like 
verse in Shakespeare.  
Beth: I know you do quite a lot of 
research. Do the actors carry out research 
as well? 
Douglas: They have all done individual 
research projects. We have got a very 
informative book called The Great 
Generation. Adam, who is playing Chris 
Keller, went away and found an extract 
from this book which is all about people’s 
experiences during the Second World 
War. He read about the young American 
generation who went through the war. It 
is a really different experience from being 
a European soldier because America 
wasn’t being invaded. You are fighting for 
your own democracy, not to protect your 
nation’s state.  

Beth: Yes, whereas Frank has avoided the 
war altogether. In Britain if you avoided 
conscription you would have been 
presented with a white feather, but they 
all seem quite relaxed that he hadn’t had 
to fight.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Douglas: Yes, and Joe, because he was 
born in the late 19th Century, saw life 
during the economic development of the 
United States. He is afraid of going back to 
a time as difficult as the depression before 
the Second World War. However, he also 
experienced the economic recovery and 
the boom after the war.  
We also watched the film Deer Hunter 
because it is a great film about young 
boys’ lives in a small community in 
America, seeing men going off to war and 
considering how the children’s lives 
changed dramatically.  
Beth: I wondered which sections of the 
play you particularly struggled with.  

Above: Kate (Jessica Turner) and Ann (Siobhan O’Kelly) 
Below: Chris (Adam Burton) and Joe (Michael Thomas) 
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Douglas: The sections that touch on tragic 
form are really difficult because they are 
quite dramatic. We have to be careful not 
to be over-indulgent, otherwise it 
becomes too dramatic. I keep reminding 
the actors that the characters in this 
family don’t want to be in conflict with 
each other. Conflict within a family is 
costly; a father does not want to be 
shouting at his son, a son does not want 
to be shouting as his mother. We have to 
keep the domestic quality of the play at all 
times and also remember that, because it 
is set in their garden, it is in a public space 
so they can always be heard. 
Beth: How are you working out the sound 
because that was quite a feature in Of 
Mice and Men?  
Douglas: Of Mice and Men was quite dark, 
whereas this is a slightly different 
environment. We will be underscoring 
some of the subconscious levels and 
exploring the deep, prophetic tones. I 
want to be quite delicate with the sound; 

otherwise it might become too dramatic. 
The community is really dark in Of Mice 
and Men, whereas in All My Sons 
everyone loves each other. It should be a 
really functioning community because it 
was and we want to make sure that is still 
tangible.  
Beth: What is next for you after this 
production? 
Douglas: I am re-making 1001 Nights with 
Transport, which will be going on tour. 
Then I am doing another play for The 
Unicorn Theatre in London. It’s going to 
be their adult play - they do one a year - 
based on childhood. It is an adaptation of 
a traditional Scandinavian book, The 
Summer Book by Tove Jannson. There will 
be two actors in the play, a child and an 
older actress.   
Beth: Lastly, how does it feel to be back at 
The Watermill? 
Douglas: It’s lovely! There is a great sense 
of community here. 

 

 

 

From left to right: Ann (Siobhan O’Kelly), Lydia (Lizzie Lewis), Joe (Michael Thomas), Chris (Adam Burton) and Ann (Siobhan O’Kelly) 
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A Note from The Director 
 
I came across plays by Arthur Miller, Tennessee Williams and William Inge when I was a 
teenager. I found them innately theatrical, human, epic, didactic, full of heart and they blew 
me away. They made me excited about the power of theatre. I have never directed a play by 
Miller so to finally direct one, and All My Sons, takes me back to a time when I discovered 
great playwriting.  
 
Miller's play is perfect. It is profound, recognisable and utterly devastating. It is one of the 
greatest plays of the last century. It confronts not only events of the late 40's but it is also a 
powerful indictment of our times. It is thrilling to mount a play that speaks of the now from 
the past, making the experience all the more powerful because it does so. One hopes that the 
audience will not be the same when they leave the theatre as they were when they came 
in. Something will have happened. And this is what excites me about live performance. 
 
DOUGLAS RINTOUL

Left: Joe (Michael Thomas) and Bert (George McBratney).  
Top right: George ( Thomas Padden)  and Joe (Michael Thomas). Bottom right: Kate (Jessica Turner) 
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Inside the Rehearsal Room 
Assistant Director Suzy Ward describes some key rehearsal techniques. 
 

Working on Arthur Miller’s All My Sons is a 
challenging and exciting adventure.  The 
play is a powerful and poignant one that 
displays dramatic and traumatic 
revelations throughout.  It is the challenge 
of the Director to make the play natural 
and not over-dramatic, to find the arcs and 
rhythm of the play, and to take the 
audience on a journey.  The characters 
must sustain their systems of beliefs and 
remain strong in their intentions unless 
they are rocked by something stronger, or 
unless there is proof for them to doubt.   
 
ACTIVATING WORDS 
One key exercise which Douglas (the 
Director) used many times throughout 
rehearsals was to find the ‘Activating 
Words’.  On a simple level this involves an 
actor listening to their partner’s line and 
finding the key word which activates their 
own response. This not only helps to 
create emphasis in the speaker’s line, but it 
rather allows the listener to understand 
what they are responding to and therefore 
create a truthful reaction.   
 
For instance, here is a section from early in 
Act Two. Siobhan, the actress playing Ann, 
and Adam, playing Chris, chose two 
activating words that are highlighted in 
bold: 
 
CHRIS: What difference does it make what 
they think? 
ANN: I don’t care what they think, I just 
don’t understand why you took the trouble 
to deny it. 
CHRIS: I didn’t want you to feel there was 
anything wrong in you coming here, that’s 
all. I know a lot of people think my father 

was guilty, and I assumed  there might be 
some question in your mind. 

The activating words allow Chris to 
respond to the subtext of ‘is there more 
you’re not telling me?’  His response is to 
form a justification for his actions.  He 
realises he has made a mistake and he 
doesn’t want to lose Ann.  By highlighting 
the key words, the actor playing Chris is 
able to see more clearly that there is an 
accusation presented and that he must 
form a necessary response to soften Ann 
and keep her from doubt.   
 
POSSIBLE OUTCOMES 
Another common method used in 
Douglas’s practice is to ask the actors for 
all the ‘Possible Outcomes’ of the scene for 
each character.  What are the best and 
worst outcomes?  This gets the actors 
thinking about their characters’ 
expectations when they go into a scene, 
when they ask a question, or make a 

The cast of in rehearsal. Left to right: Michael 
Thomas, Jessica Turner, and Thomas Padden. 
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statement.  What are they wanting and 
what are they expecting?  For instance in 
Act One when Chris tells Keller that he is 
going to ask Ann to marry him, he expects 
and hopes for a positive response.  This 
means he should be excited to share the 
good news; therefore he should be even 
more frustrated and surprised at the actual 
response he receives.  The negative 
response in the script should not be over-
anticipated.  This helps the actors not to 
play the dilemma.  Particularly in this play 
which has so many dramatic revelations, 
the actors cannot play their parts 
ominously when they are unaware of what 
is going to happen.  There has to be hope.  
They have to keep their beliefs unless they 
are forced to waiver.  This is particularly 
important in Miller’s language, because 
there is so much subtext; each character 
comes with his own background and his 
own intentions. 
 
BAMBOO STICKS 
One final example of a method used in 
Douglas’s process requires the use of 
bamboo sticks.  Person A puts one index 
finger on the end of a bamboo stick and 
person B puts one index finger on the 
opposite end of the same stick.  A certain 
level of pressure is required to comfortably 

keep the bamboo balanced between the 
scene-partners.  ‘A’ then leads ‘B’ around 
the space, whether by applying more 
pressure to push or less pressure to pull 
their partner.  They are able to move their 
partner up, down, side to side, quickly or 
slowly around the space.  ‘B’ then takes a 
turn to lead.  This exercise is about 
creating a physical connection and 
dynamic between two scene partners.  
After both participants have had a go, the 
lines of the play are introduced to the 
exercise.  Which lines make which 
character the leader?  Who is pushing 
whom?  Is it a playful dynamic or a 
manipulative relationship?  The sense of 
unknowing allows the pair to play and 
discover things about their partner.  The 
bamboo can then be removed and the 
participants can try to feel the connection 
without a physical object there to 
demonstrate it.  This helps them to explore 
the intimacy of the space and the dynamics 
between the characters.  The sense of play 
that is explored helps to develop the 
relationships and interactions on stage.   

 

 
 

 

 

 

 

 

 

 

 

The Watermill Actors’ Forum, a group for 
local professional actors, demonstrate 

Bamboo Sticks. 

 

The cast of All My Sons in rehearsal. 
 Left to right: Jessica Turner, Adam Burton, Neil Ditt, Thomas Padden, and Siobhan O’Kelly. 
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The Designer’s Concept 
 
The Designer Hayley Grindle talks her concept for the set of All My Sons. 
 
All My Sons is set in 1947, in the garden of 
the Keller family home. We know the play 
is set in America, but we needed to decide 
where exactly in America because that 
would really affect the setting for the play. 
 

I came across an article about Arthur Miller 
which told how his mother-in-law had 
shown him an newspaper article when he 
started to write the play. The article, which 
was about a similar story to All My Sons, 
was based in Dayton, Ohio, so that became 
our first reference point.  

 

 
 
The garden is at the back of their seven 
bedroom family home. The Watermill is a 
very unique, beautiful and close 
environment, which is perfect for the play, 
but also a challenging space to try and 
portray their large house. We played with 
a few different ideas before coming up 
with the final design.  

The play mainly takes place outside and in 
their porch. What we decided to do was 
use the whole Watermill space so that the 
audience feel like they are in the garden 
with the family. Straight away this really 
opened up the space.  
 
The other big factor we had to consider 
was that the garden is set in the outskirts 
of a town with neighbours either side. 
Luckily, the second time I visited The 
Watermill to look at the space, a new 
doorway had been put into the theatre at 
the side of the stage. I wanted to be the 
first designer to use the new door and it 
conveniently it opened up possibilities for 
the Keller’s neighbours to enter from the 
side of the space. I have fenced all the way 
down the side of The Watermill so that the 
audience get the feeling that there are 
neighbours either side.  
 
We have also suggested the rest of the 
house; it grows out into the theatre. 
Rather than give everything to the 
audience we have put the emphasis on 
embracing the theatricality of the space. 
Beyond the doors and windows we have 
given the essence and mood of the rest of 
the house. The lighting design will enhance 
that mood by using evocative colours to 
highlight what is going on throughout this 
play. 

Left to right: Joe Keller Michael Thomas, Ann Deever 
Siobhan O’Kelly, Kate Keller Jessica Turner and Chris 

Keller Adam Burton 
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The Design Process
 

1. Research 
 
 
 

The process begins with the Designer, in this case Hayley Grindle, researching a concept for the play.  
 
Designers often collect images to inspire their design. They might create a scrap book of ideas for 
materials, styles and shapes.  
 
Hayley read articles and researched images from Dayton, Ohio to inspire her design for the set.  
 
The designer will look at the performance space and work with the Director to ensure that their design 
fits with the Director’s overall vision. 
 
 
 

2. White Card 
 

Once the designer has a concept, they make a ‘white 
card’ model box.  

This gives an impression of what the final design will 
look like, but without being painted. 

 
The white card design is sent to the production team 

who check that the design will work in the space and is 
possible with the budget that we have. 

 

 

3. Model Box 
 
 
 
 
 
 
 
 
 
 
 

 

 
 
 

The designer creates a model box. This is made 
on a 1:25 scale to give the team a clear picture 
of the set.  
 
The production team use the model for the 
building process, ensuring that the final set 
replicates the designer’s original model.  

 

Model box of All My Sons 

White card for All My Sons 
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4. Scale Drawings 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

5. Building the Set  
 

The carpenter then starts to make the set. At The Watermill the set is built off-site in a large barn and 
then brought to the theatre and constructed during the weekend before the show opens.  

 
 

6. The Final Set  

 

 
The designer draws a ground plan of 
the model box to the scale of the 
theatre. 
  
This gives the carpenter the exact 
dimensions so he can start building the 
set.   

 
 
 
 
 

Example scale drawing 

The final set is fitted into the theatre. During the fit-up the designer will work with the production 
team to ensure that all the final details are perfected on the set before the show opens.  

The All My Sons set 
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Rehearsal Notes  

 

 

All My Sons 
 

Watermill Theatre  
Rehearsal Notes #7; Tuesday 28th January 

General 
1. Miss Hoare had a general voice/dialect session with the full company 

this afternoon and then individual sessions with the main characters.  
 
Design  

1. Please see SM note 1. Thank you 
 
Wardrobe  

1. No notes. 
 
Sound 

1. A memory scape will be needed for when Kate is talking about her 
dream on pages 71 – 72. 

2. Some tonal underscore should start when Joe and Kate trip up over 
whether or not he had the flu during the war, page 111, and continue 
right to the end of Act 2. Thank you. 

 
Lighting 

1. From the top of Act 3 through to the end, there should be no other light 
onstage apart from the upstairs SL window and the moonlight. Thank 
you. 
 

Production/ Technical  
1. Is it possible to have a Q light for the CSR entrance? Or will each 

entrance need to be cued by the ASM? Thank you. 
 
Stage Management/ Props 

1. Mr Rintoul is happy with the drop leaf table in rehearsals (USL on the 
porch).  

2. The ladder in rehearsals is fine but it will need some work such as 
darkening and weathering down.  

3. An ashtray will be required for the USL table for Jim Bayliss to put his 
pipe into on page 61. 
 

Risk Assessment 
1. No notes. 

  

Many thanks,  
Ceire Hoey DSM  

 

Rehearsal notes 
are taken by the 
Deputy Stage 
Manager, Ceire, 
every day. 
 
Ceire makes a 
note of 
everything that 
happens in 
rehearsals that 
the production 
team need to 
know about. 
 
The notes are 
emailed to the 
team each 
evening. 
 
This is a typical 
day’s rehearsal 
notes. 
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Credits for All My Sons 

 
Written by Arthur Miller  
 

Director Douglas Rintoul 
Designer Hayley Grindle 
Sound Design Helen Atkinson 
Lighting Design Joshua Carr 

 
 
Jim Bayliss Paul Brendan 
Sue Bayliss Pascale Burgess 
Chris Keller Adam Burton 
Frank Lubey Neil Ditt 
Lydia Lubey Lizzie Lewis 
Ann Deever Siobhan O’Kelly 
George Deever Thomas Padden 
Joe Keller Michael Thomas 
Kate Keller Jessica Turner  
Bert George McBratney, Alexander McQuillan, Daniel Pinnock, and Rhydian Watson 

 

 
Assistant Director  Suzy Ward 
Voice Coach Charmian Hoare 
Fight Director Robin Colyer 
Production Manager Lawrence T Doyle         
Company Stage Manager Ami-Jayne Steele-Childe       
Assistant Production Manager Nelly Chauvet  
Stage Technician Neil Starke  
Deputy Stage Manager  Ciere Hooey 
Assistant Stage Manager Sara Shardlow and Amy Wildgoose      
Wardrobe Debbie McGregor and Amanda Dooley 
 


