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INTROD UCTION  

 
Death of a Salesman by Arthur Miller was first performed in 1949 on Broadway and was an 
immediate success. This deceptively simple story of the tragic road to suicide of a traveling 
salesman struck an emotional chord with American audiences. It was critically acclaimed and 
won the Pulitzer Prize and the New York Drama Critics Circle Award and the production ran for 
742 performances before it closed. Since then Death of a Salesman has become one of the 
most performed and adapted plays in American theatrical history.  
 
While Miller tackles the social question of the effect the capitalistic American Dream myth has 
on an ordinary family, its enduring appeal seems to lie in the fact that Miller tapped into the 
hopes and fears of not only an American but a global public. Universal human questions about 
the nature of happiness and success, of aging and of family responsibility are tackled. Willy 
Loman has the quality of an everyman, whose struggle to attain his dreams of success 
resonates within us all.   
 
But it is not just the themes of the play that ensured its success. Miller was so innovative with  
form and skilled with language that he created a style that was accessible to any audience yet  
produced a multi-layered piece of theatre.  
 
These qualities have confirmed the playôs place in the canon of 'classic literatureô and ensured  
that since its premiere, there has never been a time when Death of a Salesman was not being  
performed somewhere in the world.  

 
 

 
AROUND THE WORLD  

The appeal of Death of a Salesman is not 

solely an American phenomenon; the 

play has found its way onto stages across 

the world including productions in 

Denmark, France, Germany, Italy, Japan, 

Mexico, the Netherlands, Norway, South 

Korea, Russia and England ï among 

others.  Miller, himself, directed the play 

in the Peopleôs Republic of China in 

1983, confirming that the tragedy of 

Willy Loman affects audiences regard-

less of cultural background.   The 

Chinese actor playing Happy wrote, 

ñOne thing about the play that is very 

Chinese is the way Willy tries to make 

his sons successful.  The Chinese 

father always wants his sons to be 

ódragons.ôò 

 
 

2010 Salesman hits close to home 

When Death of a Salesman premiered in 
February of 1949, the United States was in the 
midst of a recession.  Some feared that another 
depression was at hand.  Miller makes no direct 
references to the 1948-1949 recession in Death 
of a Salesman, just as he omits or glances over 
more momentous historical events such as the 
Great Depression and the Second World War.  
Nonetheless, a palpable sense of economic 
anxiety hangs over the playðanxiety that likely 
feels all too familiar to todayôs audiences -- the 
family struggling to make mortgage payments, a 
long-time employee laid off without warning, and 
an ill and aging parent afraid of becoming a 
financial burden to his grown children. 
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Christopher Lloyd 
Photo by Michael Romanos 

INTERVIEW WITH DIRECTOR STEVE STETTLER  

 
What are some of the factors that led to your choice of DEATH OF A 
SALESMAN for this seasonôs school matinee production? 
Death of A Salesman is perhaps the greatest American play, and as such it has 
been on our short list for years.  It was groundbreaking and heartrending six 
decades ago when it debuted, and it still stands the test of time.  A standard in 
most curricula, it speaks equally well to an adult and to a school age audience.  
Add to that Christopher Lloydôs interest in returning to Weston to play Willy 
Loman, and it became the opportunity of a lifetime. 
 
This follows last yearôs selection of A RAISIN IN THE SUN.  Much has been written about the 
concept of the American Dream in both of these plays.  Do you see that as being the driving 
theme of DEATH OF A SALESMAN? 
Miller was the son of an immigrant businessman who lost everything in the Depression, and Death of A 
Salesman, like many of his plays, takes a hard look at the shortcomings of the American Dream.  At the 
same time, Salesman was inspired by Millerôs memories of his uncle, a traveling salesman who favored 
pride over truth, and it has been called ñthe American King Learò because it grippingly charts the last 
moments in the life of an aging patriarch.  Much of the playôs greatness lies in its ability to work on both a 
personal and a thematic level.   
 
Could you briefly talk about what it is that you do as the Director of the play? 
I hope that I serve the authorôs text by bringing it to unique life with a carefully chosen group of artists.  I 
try to provide guidance to the designers and actors, working to fashion a complete and consistent world 
onstage.  I work to lead and focus my collaborators so that we can do our best work and bring the play in 
a fresh and rich way to our audiences. 
 
I know that youôve been involved in theatre for a long time and first appeared as an actor on the 
Weston stage.  How did you become a director? 
I have been directing plays since my early teens when I staged a mercifully edited production of My Fair 
Lady in my back yard with neighborhood children lip synching to the LP.  As I continued to direct in high 
school and college and eventually at Weston and beyond, I became aware that my interest in the big 
picture and my critical ñthird eyeò were more suited to directing than acting.    

 
I know you have selected Christopher Lloyd (of Back to the 
Future, and brother of Westonôs Sam Lloyd) to play Willy 
Loman.  Does his build and physicality impact your choices 
for the other roles?  
First I honestly have to say that Chris chose us.  I asked him what 
play would get him back to Weston and he suggested Death of A 
Salesman.  And it is Chrisô artistry (his film and television work is 
complemented by an extensive theatrical resume), rather than his 
physicality, that inspires me to find the perfect actor for each of the 
other roles.   
 
Once the cast is assembled for rehearsals (in early August 
2010), whatôs your approach to working with the actors to 
bring the words to the stage? 
We will spend some days just reading the script around the table, 
working on meaning, intention, relationships, and skills such as the 
New York dialects.  Then gradually we will put the play on its feet, 
encouraging the actorsô own choices.  I provide the framework and 
springboard for exploration and then I work to make the story clear 
to an audience, fine tuning it all the way to the opening night. 
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Watching a play is not like lying on a psychiatristôs couch or sitting alone in front of the television. In 

the theater you can sense the reaction of your fellow citizens along with your own reactions. You may 

learn something about yourself, but sharing it with others brings a certain relief ï the feeling that you 

are not alone, youôre part of the human race. I think thatôs what theater is about and why it will never 

be finished. 

Arthur Miller, quoted in Peter Lewis, ñChange of Scene for a Mellow Miller,ò  

The Sunday Times, November 3, 1991 

 
 

Arthur Miller begins DEATH OF A SALESMAN with stage directions regarding the playing of music 
on a flute and there are other very specific notations throughout the play.  How do you interpret 
these instructions?  (Is there a score for this music?  Are you legally bound to follow the 
playwrightôs stage directions?) 
While most all directors seek to support the intent of the playwright, many ignore stage directions and 
prefer to find their own solutions.  The description of the flute music in the acting edition of the play stems 
from what was done in the original production, and it does not have to be taken literally now.  We will be 
working with a sound designer and possibly a composer to create our own score. 
 
As you have studied and re-read this play, is there anything that has particularly surprised you or 
caught your imagination? 
I have been struck by the fact that, among many other things, Death of a Salesman could now be seen as 
an Alzheimerôs play.  It movingly depicts a man whose mind is progressively wandering back to the past, 
and its very form is dictated by that journey.  I am intrigued by the possibility of handling the scenes from 
the past not as flashbacks with wigs and costumes that fully suggest another time but as voices and 
images in Willyôs head that temporarily take him ï and us ï somewhere else.  
 
What do you hope young people will take from experiencing this play? 
I hope that Death of A Salesman will reach them on a personal level.  Their teachers can convince them 
of its historical and literary importance, but I want our production to make them care about the characters, 
to allow them to get caught up in the story, to see something of themselves, their families and their own 
dreams and conflicts in it.     
 

Jo Mielzinerôs sketch of the set for the original Broadway 
production of Death of a Salesman, 1949 
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Arthur Miller, 1949.  The year he won the 
Pulitzer for Death of a Salesman. 

THE PLAYWRIGHT ï Arthur Miller (1915 ï 2005) 

 
Arthur Miller was born in Manhattan, New York 
City, near the lower edge of Harlem in 1915. His 
father was a comfortably middle-class 
manufacturer of womenôs coats, and his mother 
was a schoolteacher. The Miller family moved to 
Brooklyn in the early l930s because the Great 
Depression had plunged them into great financial 
difficulty. These years of poverty and struggle 
influenced many of his plays. 
 
After he graduated from Abraham Lincoln High 
School in Brooklyn, Arthur Miller spent the next 
two and a half years working as a stock clerk in an 
automobile parts warehouse until he had saved 
enough money to attend college at the University 
of Michigan. He finished college with financial aid 
from the National Youth Administration and from 
the money he earned as night editor of the 
Michigan Daily newspaper. While there, Miller 
began to write plays, several of which were 
rewarded with prizes. Upon graduating from 
college in 1938, Miller returned home to New York 
where he married Mary Grace Slatter and had two 
children, Jane and Robert. While back home, Miller 
also joined the Federal Theatre Project, an arts 
program sponsored by the US government. 
However, before his first play could be produced, 
the project ended. A college football injury kept him from active service in the Second World War. He 
worked as a fitter at the Brooklyn Navy Yard and wrote radio scripts, he also wrote two novels during this 

time Ȥ Situation Normal (1944), a volume of material about army life, and Focus (1945) a novel about 

antiȤ Semitism. 

 
Miller had not, however, given up on playwriting. In 1944, his play The Man Who Had All the Luck won a 
prize offered by New York Cityôs Theatre Guild and received a Broadway production. The show, though, 
was not very lucky ï it closed after only four performances. 
 
It was not until three years later that Miller was able to find success on the stage. His play All My Sons 
debuted to positive critical reviews in 1947, and it was a big hit with audiences as well. This play 
established him as a significant voice in American theatre. In his review of Millerôs play, Brooks Atkinson 
of the New York Times wrote, ñThe theatre has acquired a genuine new talent.ò The play also won the 
New York Drama Critics Circle Award and the Donaldson Award, voted upon by subscribers to Billboard 
Magazine. 
 
Arthur Miller later described the impact of All My Sons on his life: 
ñThe success of a play, especially oneôs first success, is somewhat like pushing against a door which is 
suddenly opened that was always securely shut until then. For myself, the experience was invigorating. It 
suddenly seemed that the audience was a mass of blood relations, and I sensed a warmth in the world 
that had not been there before. It made it possible to dream of daring more and risking more.ò 
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A melody is heard, played 
upon a flute.  It is small and 
fine, telling of grass and 
trees and the horizon.  The 
curtain rises.  
 

Two years later, with Death of a Salesman, Miller did indeed dare and 
risk more. Likewise, he gained more as well. With this play, Arthur Miller 
soared to new artistic heights and critics began to regard him as one of 
the greatest twentieth-century American playwrights. The play was a 
huge popular success, and ran for 742 performances at the Morosco 
Theatre, New York. The play also won a Pulitzer Prize. 
 
The next several years were very good for Miller, during which time he had several hit plays, culminating 
with The Crucible, which debuted on Broadway in 1953, during the height of Senator Joe McCarthyôs 
congressional investigations into ñun-Americanò activities of US citizens (which mostly meant involvement 
with the Communist Party). The early l95Os were a very tense time in American history; the Cold War 
between the US and the Soviet Union made many Americans extremely worried about the safety and 
future of their nation, and Miller reflected the paranoia and hysteria of the time in The Crucible. As a 
result, Miller was denied a passport to Belgium to attend the opening of The Crucible there. Later, he was 
called to testify before the House Un-American Activities Committee, and was asked to tell the committee 
members the names of US citizens who were involved in Communist activities. Miller refused, and was 
thus cited with contempt of Congress, a serious crime. This conviction, however, was overturned by the 
Supreme Court in 1958. 
 

The mid-ó50s were also very turbulent times in Millerôs personal life. In 1956 he 
divorced his wife and married actress and sex symbol Marilyn Monroe, whom he 
had first met in Hollywood in the early 1950s. This event brought him great 
notoriety and caused a media sensation, but in 1961 it also ended in divorce. 
Miller married photographer Inge Morath in 1962. They had two children, 
Rebecca and Daniel, although Daniel had Down Syndrome and was placed in 
an institution soon after his birth. Miller still wrote up until his death in 2005, 
although from the mid-eighties his work was more highly valued in London, 
where critical and popular success was much warmer than in the United States. 
He is revered as one of Americaôs greatest playwrights who helped to define 
American drama. 

 
Miller was also the author of The Misfits (1961), a screenplay for his second wife, Marilyn Monroe; and 
Timebends: A Life (1987), an autobiography. His books of reportage with photographs by Inge Morath, 
his third wife, include In Russia (1969) and Chinese Encounters (1979). Among Miller's other plays are A 
View from the Bridge (1955), After the Fall (1964), The Price (1968), The Ride Down Mount Morgan 
(1991), Broken Glass (1994), and Resurrection Blues (2002). Miller won seven Tony Awards, an Olivier 
Award, an Obie Award, the John F. Kennedy Lifetime Achievement Award, the National Book Award 
2001 Medal for Distinguished Contribution to American Letters, and the Jerusalem Award. 
 

 

Miller with his third wife, Inge Morath, at their Roxbury home, 1975. 
(Alfred Eisenstaedt/LIFE Image Archive) 
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ARTHUR MILLER IN HIS OWN WORDS 
 

 

 

 

 

éTo me the tragedy of Willy Loman is that he gave his life, or sold it, in order to justify the waste of 

it. It is the tragedy of a man who did believe that he alone was not meeting the qualifications laid 

down for mankind by those clean-shaven frontiersmen who inhabit the peaks of broadcasting and 

advertising offices. From those forests of canned goods high up near the sky, he heard the thundering 

command to succeed as it ricocheted down the newspaper-lined canyons of his city, heard not a 

human voice, but a wind of a voice to which no human can reply in kind, except to stare into the 

mirror at a failure. 

Arthur Miller, ñThe óSalesmanô Has a Birthday,ò The New York Times, February 5, 1950 

 

The first image that occurred to me which was to result in Death of a Salesman was of an enormous 

face, the height of the proscenium arch, which would appear and then open up, and we would see the 

inside of a manôs head. In fact, The Inside of His Head was the first title. It was conceived half in 

laughter, for the inside of his head was a mass of contradictions. é The Salesman image was from 

being absorbed with the concept in life that nothing in life comes ñnextò but that everything exists 

together and at the same time within us; that there is no past to be ñbrought forwardò in a human 

being, but that he is his past at every moment and that the present is merely that which his past is 

capable of noticing and smelling and reacting to. 

I wished to create a form which, in itself as a form, would literally be the process of Willy Lomanôs 

way of mind. But to say ñwishedò is not accurate. Any dramatic form is an artifice, a way of 

transforming a subjective feeling into something that can be comprehended through public symbols. 

Its efficiency as a form is to be judged ï at least by the writer ï by how much of the original vision 

and feeling is lost or distorted by this transformation. I wished to speak of the salesman most precisely 

as I felt about him, to give no part of that feeling away for the sake of any effect or any dramatic 

necessity. What was wanted now was not a mounting line of tension, nor a gradually narrowing cone 

of intensifying suspense, but a bloc, a single chord presented as such at the outset, within which all the 

strains and melodies would already be contained. The strategy é was to appear entirely unstrategic. 

é If I could, I would have told the story and set forth all the characters in one unbroken speech or 

even one sentence or a single flash of light. As I look at the play now its form seems the form of a 

confession, for that is how it is told, now speaking of what happened yesterday, then suddenly 

following some connection to a time 20 years ago, then leaping even further back and then returning 

to the present and even speculating about the future.  

Arthur Miller, Introduction to Collected Plays, 1957 

 
 

 
Willy is foolish and even ridiculous sometimes. He tells the most transparent lies, exaggerates 

mercilessly, and so on. But I really want you to see that his impulses are not foolish at all. He cannot 

bear reality, and since he canôt do much to change it, he keeps changing his ideas of it. 

Arthur Miller, Salesman in Beijing, 1984 
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INSPIRATION for Death of a Salesman 
 
Arthur Miller once said that everything he had written was based on somebody he had seen or knowné 
 
Death of a Salesman began as a short story that Miller wrote at the age of seventeen while he was 
working for his fatherôs company. The story told of an aging salesman who cannot sell anything, who is 
tormented by the companyôs buyers, and who borrows change for the subway from the storyôs young 
narrator. After finishing the story, Miller wrote a postscript on the manuscript saying that the real salesman 
on whom the story is based had thrown himself under a subway train. Many years later, on the eve of the 
playôs Broadway opening, Millerôs mother found the story abandoned in a drawer. 
 
In his autobiography Timebends, Miller related that he found inspiration for that short story and the play in 
his own life. Miller based Willy Loman largely on his own uncle, Manny Newman. In fact, Miller stated that 
the writing of the play began in the winter of 1947 after a chance meeting he had with his uncle outside 
the Colonial Theatre in Boston, where his All My Sons was having its pre-Broadway preview. Miller 
described that meeting in this way: ñI could see his grim hotel room behind him, the long trip up from New 
York in his little car, the hopeless hope of the dayôs business. Without so much as acknowledging my 
greeting he said, óBuddy is doing very well. ôò 
 
Miller described Newman as a man who was ña competitor at all times, in all things, and at every, 
moment.ò Miller said that his uncle saw ñmy brother and I running neck and neck with his two sons [Buddy 
and Abby] in some horse race [for success] that never stopped in his mind.ò He also said that the 
Newman household was one in which you ñdared not lose hope, and I would later think of it as a 
perfection of America for that reason...It was a house trembling with resolution and shouts of victories that 
had not yet taken place but surely would tomorrow.ò The Loman home was built on the foundation of this 
household. 
 
Mannyôs son Buddy, like Biff in Millerôs play, was a sports hero, and like Happy Loman, popular with the 
girls. And like Biff, Buddy never made it to college because he failed to study in high school. In addition, 
Millerôs relationship with his cousins was similar to Bernardôs relationship with Biff and Happy in 
Salesman. As Miller stated: ñAs fanatic as I was about sports, my ability was not to be compared to 
[Mannyôs] sons. Since I was gangling and unhandsome, I lacked their promise. When I stopped by I 
always had to expect some kind of insinuation of my entire lifeôs probable failure, even before I was 
sixteen.ò In Timebends Miller described Mannyôs wife as the one who ñbore the cross for them allò 
supporting her husband, ñkeeping up her calm enthusiastic smile lest he feel he was not being 
appreciated.ò One can easily see this woman honored in the character of Linda Loman, Willyôs loyal but 
sometimes bewildered wife, who is no less a victim than the husband she supports in his struggle for 
meaning and forgiveness. 
 
Miller met many other salesmen through his Uncle, and they influenced his perception of all salesmen. 
One man in particular struck Miller because of his sense of personal dignity. As Miller stated in 
Timebends, this man ñlike any traveling man...had, to my mind, a kind of intrepid valor that withstood the 
inevitable putdowns, the scoreless attempts to sell. In a sense [all salesmen are] like actors whose 
product is first of all themselves, forever imagining triumphs in a world that either ignores them or denies 
their presence altogether. But just often enough to keep them going, one of them makes it and swings to 
the moon on a thread of dreams unwinding out of himself.ò Surely, Willy Loman is such an actor, getting 
by ñon a smile and a shoeshine,ò staging his life in an attempt to understand its plot. 
 
Because he was so deeply involved in the production of All My Sons, Miller did not give the meeting with 
his uncle more than a passing thought, but its memory hung in his mind. In fact, Miller described the 
event as the spark that brought him back to an idea for a play about a salesman that he had had ten 
years previously ï the idea that he had written as a short story. In April 1948 he drove up to his 
Connecticut farm and began to write the play that would become Death of a Salesman. As he sat down 
before his typewriter in his ten-by twelve-foot studio, he remembered ñall I had was the first two lines 
and a death.ò From those humble beginnings, one of American theatreôs most famous plays took shape. 
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ñIn reality all I had was the first two 

lines and a deathð 

 óWilly!ô and  

óItôs all right. I came back.ôò 

 

WRITING Death of a Salesman 
(Arthur Miller wrote the selection on this page for his autobiography, Timebends.) 
 

With [the play] A Streetcar Named Desire, Tennessee Williams had printed a license to speak at full 

throat, and it helped strengthen me as I turned to Willy Loman...I had known all along that this play could 

not be encompassed by conventional realism, and for one integral reason: in Willy, the past was as alive 

as what was happening at the moment, sometimes even crashing in to completely overwhelm his mind. I 

wanted precisely the same fluidity in the form [of Death of a Salesman]. 

 

By April 1947 I felt I could find such a form, but it would have to be done in a single setting, in a night or 

a day. I did not know why. I stopped making my notes in our Grace Court house in Brooklyn Heights and 

drove up alone one morning to the country house we had bought the previous year. 

 

I started writing one morning...[and] wrote all day until  dark, 

and then I had dinner and went back and wrote until some hour 

in the darkness between midnight and four. I had skipped a few 

areas that I knew would give me no trouble in the writing and 

gone for the parts that had to be muscled into position. By the next morning I had done the first half, the 

first act of two. When I lay down to sleep I realized I had been weeping ï my eyes still burned and my 

throat was sore from talking it all out and shouting and laughing. I would be stiff when I woke, aching as 

if I had played four hours of football or tennis and now had to face the start of another game. It would 

take some six more weeks to complete Act II... 

 

I did not move far from the phone for two days after sending the script to [director Elia Kazan]. By the 

end of the second silent day, I would have accepted his calling to tell me that it was a scrambled egg, an 

impenetrable, unstageable piece of wreckage. And his tone when he finally did call was alarmingly 

sombre. ñIôve read your play.ò   He sounded at a loss as to how to give me the bad news. ñMy God, itôs so 

sad.ò ñItôs supposed to be.ò ñI just put it down. I donôt know what to say. My father...ò He broke off, the 

first of a great many men ï and women ï who would tell me that Willy was their father. I still thought he 

was letting me down easy. ñItôs a great play, Artie. I want to do it in the fall or winter. Iôll start thinking 

about casting.ò He was talking as though someone we both knew had just died, and it filled me with 

happiness. 

 

On the playôs opening night, a woman who shall not be named was outraged, calling it ña time-bomb 

under American capitalism.ò I hoped it was, or at least under the bullshit of capitalism; this pseudo life 

that thought to touch the clouds by standing on top of a refrigerator waving a paid-up mortgage at the 

Moon, victorious at last... 
 

ñWhat an author thinks he did in a work or what 
he tried to do may be illuminating to the reader, 
but once a work is finished, the author, looking 
back at it, is not much more trustworthy than 
any other readeré. 
 
éremember(Ing) that Willy Loman is not a 
concept but a character who has to be given 
flesh by an actor.ò 
 

Critic & author Gerald Weales,  
in his introduction to the Viking Critical Library 

Edition of Death of a Salesman. 

Charles S. Dutton as 
Willy Loman. 
 
2009 Yale Repertory 
Theatre Production of 

Death of a Salesman. 
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The Characters:  Whoôs who? 
 
(In Death of a Salesman, the characters talk about themselves and each other.  Can we always accept 
what they say at face value?  What might be their motivation to embellish or distort the truth?) 
 

WILLY LOMAN 
a salesman, age 63 

 
ñAnd they know me boys, they know me up 
and down New England. The finest people. 
And when I bring you fellas up, thereôll be 
open sesame for all of us, ócause one thing 

boys: I have friends.ò 
--WILLY 

 
 

ñI get the feeling that Iôll never sell anything 
again, that I wonôt make a living for you, or a 

business for the boys.ò 
--WILLY 

 
 

ñI realized that selling was the greatest career 
a man could want. ñCause what could be more 
satisfying than to be able toépick up a phone, 
and be remembered and loved and helped by 

so many different people.ò 
--WILLY 

 
 

ñéI still feelðkind of temporary about myself.ò 
--WILLY 

LINDA LOMAN 
Willyôs wife 

 
ñYouôre my foundation and my support, Linda.ò 

--WILLY 
 

ñ[Itôs} enough to be happy right here, right now. 
Why must everybody conquer the world?ò 

--LINDA 

Rick Foucheux as Willy Loman and Nancy Robinette as 

Linda Loman in the 2008 production at Arena Stage. 

BIFF 
Willy and Lindaôs older son, age 34 

 
ñIôve always made a point of not wasting 
my life, and every time Iôve come back 
here I know that all Iôve done is to waste 

my life.ò 
--BIFF 

 
 

ñLike a young god. Herculesðsomething 
like that. And the sun, the sun all around 
himé God Almighty, heôll be great yet. A 

star like that, magnificent, can never really 
fade away!ò 

--WILLY 
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HAPPY 
Willy and Lindaôs younger son (age 32) 

 
ñI donôt know what the hell Iôm working for. 

Sometimes I sit in my apartment ï all alone. 
And I think of the rent Iôm paying. And itôs 
crazy. But then, itôs always what I wanted. 
An apartment, a car, and plenty of women. 

And still, goddammit, Iôm lonely.ò 
--HAPPY 

 
 

ñI gotta show some of those pompous, self-
important executives over there that Hap 

Loman can make the grade.ò 
-- HAPPY 

Thomas Chalmers as Uncle Ben, Lee J. Cobb as 
Willy, & Howard Smith as Charley in the original 
1949 production. 

Arthur Kennedy as Biff, Lee J. Cobb as Willy & 
Cameron Mitchell as Happy in the 1949 production. 

CHARLEY 
Willyôs neighbor and friend 

 
ñA man oughta come in with a few words. 

One thing about Charley. Heôs a man of few 
words, and they respect him.ò 

--WILLY 

BERNARD 
Charleyôs son and friend to Biff and Happy 

 
ñBernard can get the best marks in school, 
yôunderstand, but when he gets out in the 
business world, yôunderstand,  you are going 

to be five times ahead of him.ò 
--WILLY, to BIFF 

UNCLE BEN 
Willyôs older brother 

 
ñBen. That man was a genius, that man was 

success incarnate! 
The man knew what he wanted and went out 

and got it! Walked into the jungle, and 
comes out, the age of 21, and heôs rich!ò 

--WILLY 

OTHERS 
 

THE WOMAN 
HOWARD WAGNER, Willyôs Boss 

JENNY, Charleyôs Secretary 
STANLEY, a waiter 

MISS FORSYTHE, a call girl 

LETTA, a call girl 


