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ABSTRACT 
 

Director of A View From The Bridge 

Nathan E. Gabriel 

Mentor: Douglas Wager 

 

 

In 2011 Nathan Gabriel directed Arthur MillerÕs A View From The Bridge for his 

graduate thesis production at Temple University in Philadelphia. In this essay, Gabriel 

posits that keeping the character of Eddie ignorant about his true feelings for Catherine 

until the final moments of the play is crucial to making the play work. He supports his 

argument by pointing to the changes Miller made in the script between the one-act and 

two-act versions. Gabriel demonstrates how the play followed AristotleÕs ideal for a 

classic Greek tragedy and compares this ideal with MillerÕs conviction that a true tragedy 

should not only be sad but should also teach its audience how to better live their lives. He 

also defends his choice to keep the true sexuality of Rodolpho ambiguous and examines 

the creative journey of his designers. 
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ÒWhen I heard this tale first it seemed to me that I had heard it before, very long ago. 
After a time I thought it must be some re-enactment of a Greek myth which was ringing a 
long-buried bell in my own subconscious mind.Ó 

 
— Arthur Miller writing about A View From  

The Bridge in his essay “On Social Plays” 



 v 

TABLE OF CONTENTS  
  

 PAGE 

ABSTRACT.......................................................................................................................iii  

LIST OF FIGURES...........................................................................................................vi 

 

CHAPTER 

1. WHY THIS PLAY?.................................................................................................1 

2. REHEARSAL AND THE BIBLE...........................................................................3 

3. DIRECTING EDDIE...............................................................................................4 

4. MILLERÕS JOURNEY WITH THE PLAY............................................................6 

5. A CHANGE IN THE OPENING............................................................................9 

6. CASTING..............................................................................................................11 

7. DESIGN.................................................................................................................15 

A. SET............................................................................................................16 

B. COSTUMES..............................................................................................21 

C. SOUND......................................................................................................25 

8. PRODUCTION EVALUATION...........................................................................26 

9. IN CONCLUSION................................................................................................29 

10. REVIEW................................................................................................................30 

11. PRODUCTION PHOTOS* ...................................................................................34 

 

REFERENCES CITED......................................................................................................38 

 

*All production photos were taken by Kriston Bethel. 



 vi 

LIST OF FIGURES 
 
Figure Page 

1. Hopper, Edward. Morning Sun. 1952. Columbus Museum of Art, Columbus, 
Ohio. Artchive. Web. 3 Aug. 2011. 
<http://www.artchive.com/artchive/H/hopper/morn_sun.jpg.html>........................15 

2. Hopper, Edward. Eleven A.M. 1926. Whitney Museum of American Art, New 
York, New York. Museum Syndicate. Web. 3 Aug. 2011. 
<http://www.museumsyndicate.com/item.php?item=9416>....................................16 

3. Guzzone, Ian P. A View From the Bridge Set. 2011. Photograph. 
Philadelphia,PA........................................................................................................18 

4. Bethel, Kriston. Carbone Dinner. 2011. Photograph. Philadelphia,........................19 

5. Guzzone, Ian P. Brooklyn Bridge Set Design. 2011. Photograph. Philadelphia,, 
PA.............................................................................................................................20 

6. Moore, Sarah. 3 Costume Sketches View From the Bridge #1. 2011. 
Watercolor on paper. Philadelphia, PA....................................................................23 

7. Moore, Sarah. 3 Costume Sketches View From the Bridge #2. 2011. 
Watercolor on paper. Philadelphia, PA....................................................................24 

 
 

 



 1 

CHAPTER 1: WHY THIS PLAY? 

Arthur MillerÕs A View from the Bridge is a classic play. Such a statement can carry a lot of 

meanings. According to the Oxford American Dictionary, it could mean that View Òhas been 

judged over a period of time to be of the highest quality.Ó It could also mean that the play is 

Òremarkably and instructively typicalÓ or that it involves ancient Greek and Latin literature. All 

of those statements apply to this play. Its structure, character trajectories, grand themes, and 

promotion of the idea of fate in combination with the spiritual guidance it offers its audience not 

only make the play a perfect example of an Aristotelian tragedy but also mark the play a tragedy 

according to the less structured but more demanding views of its writer.  

While the play deals with the grand themes of powerful tragedy, its non-classic setting 

makes it more relatable to a modern audience than ancient Thebes or Mt. Olympus. TodayÕs 

audiences more clearly understand the conventions of 1950s Brooklyn and the narratorÕs role 

than they do the whims of Greek gods determining a heroÕs fortune. 

Still, Eddie Carbone is a tragic hero, as defined by Aristotle in his Poetics. He is a pillar 

of his community, a hardworking longshoreman, who is brought low by a tragic flaw. In this 

case the flaw is lack of self-knowledge. This lack is at the heart of understanding Eddie, and 

because the playÕs classic structure focuses the story almost solely upon the protagonist, it is also 

at the heart of understanding the play. 

In his introduction to the two-act version of the play, Miller writes, ÒIt must be 

suspenseful because one knew too well how it would come out, so that the basic feeling would 

be the desire to stop this man and tell him what he was really doing with his life. Thus, by 

knowing more than the hero, the audience would rather automatically see his life through 

conceptualized feelings.Ó By knowing more than the hero is a key idea to producing this play 
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since everyone involved can see EddieÕs motives more clearly than he. Always in the dark and 

yet Òwholly knownÓ to others, as Alfieri states at the end of the play, Eddie is a character filled 

with contradictions and complexities. It is this complexity that makes him human. All the 

characters in this play are not simply two or three-dimensional but must be infinitely dimensional 

in order to reflect the infinite dimensions of their audience. It is because of this recognizable 

reflection of the complicated human condition that we relate to them. We hope Eddie will 

discover his true self because his struggle honestly reflects ours. And if he can succeed, then 

there is hope for us to recognize and change our own faults. 

While Eddie does eventually recognize his true motivations, the realization comes too 

late. This makes the play a tragedy, instead of a comedy. Fortunately, the story is not valueless 

just because Eddie does not live up to our aspirations for him. On the contrary, it is because his 

story ends bloodily that we are able to take so much from it. By observing EddieÕs faults we see 

our own more clearly, and by watching Eddie destroy his life we learn how to better live our 

own. 

  This knowledge, given to the audience, raises A View from the Bridge above the category 

of mere drama, and into the higher realm of tragedy. In his essay ÒThe Nature of TragedyÓ Miller 

writes, ÒTragedyÉ is inseparable from a certain modest hope regarding the human animal. And 

it is the glimpse of this brighter possibility that raises sadness out of the pathetic toward the 

tragic.Ó And so this play is more than just the telling of a sad tale that points out how harsh life 

can be. It is a guide for the soul. A map of the inner workings of ourselves meant to make the 

living we have to do in this world a little easier. I canÕt think of a better way to spend my time 

than sharing this wonderful gift with an audience. 



 3 

CHAPTER 2: REHEARSAL AND THE BIBLE  

Understanding my approach to the rehearsal process involves understanding the differences 

between the two versions of the play I read during my research. Miller originally wrote a one-act 

version of the play in 1955 and then later revised and expanded the play into two acts. In 

preparation directing this play I read both the original one-act and the most recent 2009 

publication of the two act, or as I call it, the Bible version. 

The one-act version was reviewed so that I might better understand the original impulses 

that drove MillerÕs decisions. Knowing where the playwright began gave me insight on the 

choices he ended with. This version was very stripped down with greatly reduced stage time for 

the character of Beatrice, a different take on Eddie and a less strict adherence to Aristotelian 

structure. 

I refer to the latest edition of the play (2009) as the Bible version because, due to MillerÕs 

death in 2005, no more changes could be made to the script. Previously, Miller had control of all 

the published versions and he continued to develop the play over time. After watching it 

performed for Broadway audiences in 1956, Miller expanded the original one-act greatly, turning 

it into a two-act play for its debut in London. And still more changes were made for its Paris 

premiere. 

These changes struck me, and they influenced how I interpreted the script. My belief was 

that after seeing the play performed hundreds of times around the world Miller had a good idea 

of what worked and what didnÕt, so any stage directions he offers in the 2009 publication should 

be viewed as a useful starting point for the actors. I discovered that when my creative team and I 

struck out with our own ideas about character and action, we often ended where Miller had 

indicated we would. 
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CHAPTER 3: DIRECTING EDDIE  

From a directorial perspective, it is important to make sure the lead actor in A View from the 

Bridge understands that Eddie CarboneÕs struggle is not an internal one. From EddieÕs point of 

view, he is engaged in a battle against outside forces, which appear to conspire against him and 

his altruistic wishes for Catherine. It is easy to miss this important concept since the play clearly 

communicates EddieÕs inner turmoil to the audience, to the readers and to other the characters. 

But in fact Ð and this is a crucial distinction Ð it is obvious to everyone except Eddie. It is this 

lack of self-knowledge in Eddie that is vital to his becoming the tragic hero Miller intended. 

This was something I learned during the process of directing the show. As I previously 

stated, when writing A View from the Bridge Miller followed the classic Greek structure of a 

tragedy as defined by Aristotle. In that structure Aristotle describes the arc of the main character 

as one that moves from ignorance to knowledge. Keeping this arc in mind guided me greatly in 

directing Rob Kahn, the actor playing Eddie. Although he was performing the role admirably in 

many ways, Kahn began the rehearsal process portraying Eddie as a man who was aware of his 

feelings for Catherine from the beginning and who struggled to keep his secret hidden from the 

world. This created a distance between the viewer and Eddie by representing him as a liar, 

instead of a good man who is blind to his own shortcomings. 

It took me half of the rehearsal process and advice from Temple Theatre Artistic 

Director, Doug Wager, to fully understand how Rob was misinterpreting the character. 

Understanding that Eddie must move from ignorance to knowledge helped me guide KahnÕs 

performance to a place where Eddie was acting out only positive motives and making sure the 

character was not consciously hiding anything. The actor and I left the work of deciphering 

EddieÕs true feelings to the audience. From EddieÕs point of view, he must think he is looking 
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out for CatherineÕs best interests, and he must believe that he alone knows what is right. It is only 

the extenuating circumstances and extremely protective instincts he feels for Catherine that make 

him break societyÕs code and become a snitch. Eddie must believe that he is doing what he does 

for CatherineÕs benefit. If he doesnÕt, if he is played with any inkling of what truly lies in his 

heart, he moves from tragic hero to incestuous pedophile. 

Rob was ultimately able to bring the performance to where it needed to be. By motivating 

his dialogue with positive choices, as compared to selfish ones, Eddie lived on the stage as a 

tragic hero of the common man. In his essay, ÒThe Nature of TragedyÓ Miller describes a tragic 

hero as someone who Òhas missed accomplishing his joy,Ó but who the audience never ceased 

rooting for. Someone who the audience hoped, against hope, would see the error of his ways and 

divert the horrible train of fate that was rushing him to his inevitable doom. 
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CHAPTER 4: MILLERÕS JOURNEY WITH THE PLAY  

I mentioned above that missing EddieÕs journey from ignorance to knowledge can easily be 

done. So easily done, in fact, that Miller himself missed it in his first incarnation. The play began 

as a one act premiering on Broadway in 1955. The show was not well received and underwent 

major rewrites before opening again in London in 1956, this time as a two-act. This second 

iteration was widely hailed as a success and is the version that is most often produced and 

identified with the title. I believe one of the reasons for this is that Miller changed Eddie so that 

he is ignorant of his feelings for Catherine, thus creating a classic tragic hero.  

In the first (one-act) version of A View from the Bridge Miller writes Eddie as aware of 

his feelings for Catherine at the end of the play. Here, Eddie confesses to knowledge of his lust 

for Catherine when she tries to leave with Rodolpho near the finale: 

  

Catherine, moaning, breaks for the door, and she and Rodolpho  

 start down the stairs; Eddie lunges and catches her; he holds her, 

 and she weeps up into his face. And he kisses her on the lips. 

 

 EDDIE, like a lover, out of his madness: ItÕs me, ainÕt it? 

 BEATRICE, hitting his body: Eddie! God, Eddie! 

 EDDIE: Katie, itÕs me, ainÕt it? You know itÕs me! 

 

After being stabbed on the next page Eddie crawls toward Catherine and grabs her leg before 

dying. Tellingly, these two pieces of the ending were changed in the revised two-act version. 

Instead of confessing his feelings for Catherine, Eddie continues to vigorously deny them as 
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evidenced by the following section. The below excerpt comes from the same point in the story as 

the above sample. However, EddieÕs character acts in an opposite manner. In the later version 

not only has Miller removed EddieÕs confession to Catherine, but he has also added a vigorous 

denial. Using stage directions, Miller describes EddieÕs reaction to an accusation about his 

ÒwantÓ of Catherine with the words shocked and horrified so that there is no misunderstanding 

the authorÕs intentions: 

 

 BEATRICE: ÉThatÕs not what you want. 

 EDDIE: DonÕt bother me! 

 BEATRICE: You want something else, Eddie, and you can never have her! 

 CATHERINE, in horror: B.! 

 EDDIE, shocked, horrified, his fist clenching: Beatrice! 

   

MARCO appears outside, walking toward the door from a distant point. 

 

BEATRICE, crying out, weeping: The truth is not as bad as blood, Eddie! IÕm tellingÕ 

you the truth Ð tell her good-by forever. 

EDDIE, crying out in agony: ThatÕs what you think of me Ð that I would have such a 

thought? His fists clench his head as though it will burst. 

 

Following this scene Eddie is stabbed, as in the one-act. However, unlike the one-act, Eddie 

interacts with Beatrice, not Catherine. He is given the lines ÒOh, B!Ó and ÒMy B.!Ó before he 

dies, indicating that in his final moments Eddie recognizes his unhealthy obsession with 
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Catherine and regrets his actions. This recognition occurs simultaneously with EddieÕs peripeteia 

(a sudden reversal of fortune) and matches AristotleÕs model for an ideal tragic plot, further 

proof that Miller was consciously following a classic model. 

 Understanding MillerÕs own journey with the work helped me to better understand my 

personal reaction to the play and, ultimately, helped me to ignore it. Upon first reading, I was 

attracted to Eddie because he represented a part of me that wants to keep my true emotions 

hidden from the world because there is often a high cost to being honest. However, after learning 

that Miller took great pains in the second incarnation of the script to make Eddie ignorant of his 

deep love for Catherine, I understood that my personal reason for liking the play would only 

skew the story Miller wanted to convey. This is an important lesson I learned during my time at 

Temple: If not recognized and checked, personal affinities can get in the way of telling a clear 

story. While my love for the character of Eddie Carbone still came through as I took every 

opportunity to paint him as a good man, I also had to push aside my own personal take on the 

character. Eddie needed to be directed as someone who is not just hiding his feelings but as 

someone who is truly blind to them, which is how Miller wrote him in the two-act version. 
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CHAPTER 5: A CHANGE IN THE OPENING  

Although I just wrote at length about the superiority of the two-act versionÕs ending, I now want 

to posit the superiority of the one-actÕs beginning, which I used a part of in my production even 

though the rest of the text came from the later edition of the play. As with the ending, the 

beginning differs between the two. In the later, longer version the story begins with Alfieri being 

nodded to by Mike and Louis (characters from the Red Hook neighborhood where the story is 

set), and it is AlfieriÕs explanation of what this nod signifies that begins the tale. This brings with 

it two conceits. One is that we are in Red Hook, Brooklyn. The other is that the characters who 

nodded to Alfieri exist and are in front of us. They are not actors but characters, and we should 

use our willing suspension of disbelief to hurry and catch up with Alfieri as he has already 

stepped through the door from the real world into the theatrical one. 

In my production, using pieces from the original one-act, Alfieri holds this door open and 

is very careful not to shut it until every last audience member has been transported into his 

memory of Red Hook in the 1950Õs. I accomplished this by starting with Alfieri entering onto an 

entirely bare stage and then having him non-verbally acknowledge that he is in a theatre, on a 

stage and is being looked at by a crowd of people. I used text from the one act-version where 

Alfieri tells the audience that, as an aging lawyer, he likes to look back on his career and believes 

he has Òhad some amazingly interesting cases.Ó 

From this the audience understands that he is going to tell a story about one of those 

cases. As Alfieri speaks, the neighborhood slowly materializes around him. Characters emerge 

one by one, representing different historical elements of Red Hook that correspond to specific 

text spoken by Alfieri. The furnishings of the Carbone apartment were not brought onto the bare 

stage until AlfieriÕs line, ÒBut this is Red HookÉÓ It was made clear through carefully timed 
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blocking that Alfieri was creating this world, and the people in it, from his memory. Every action 

onstage was totally under AlfieriÕs control until his line, ÒThis oneÕs name was Eddie 

CarboneÉÓ which signaled the actor playing Eddie to laugh out loud of his own accord, and 

then the world created by Alfieri began to move independent of his direction. A few moments 

later Alfieri left the stage, and the world of Red Hook completely became its own independent 

organism. 

These changes reinforce Eddie CarboneÕs lack of self-knowledge as well as point out his 

inevitable destruction. By placing Alfieri in the same reality as the audience, it becomes Eddie 

who is unaware that he is stuck in the past, unaware that he is on a fixed course, and unaware 

that we know more about him than he knows about himself. This mirrors the relationship 

between Eddie and everyone else in the play, especially Alfieri who leaps back and forth from 

the present to the past, commenting on how clearly he could see EddieÕs terrible end coming. 

This power of creation makes Alfieri a God-like deliverer of fate. Because he creates Red Hook 

by simply mentioning it, he is to be believed when he says that Eddie will come to a bloody end. 

This sets EddieÕs tragic trajectory in motion and forces an audience to fear for him with every 

choice he makes, and thus fear for and better understand themselves. 
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CHAPTER 6: CASTING 

After deciding to propose A View from the Bridge as my thesis production, I immediately sought 

out an actor to play Eddie. True to its classic Aristotelian style, the play relies so heavily upon its 

protagonist that before you can suggest producing the show, you must know who will play the 

lead role. This is why I did not begin the thesis submission process until after ascertaining that 

Temple MFA Graduate Acting student Rob Khan was interested in the role. 

Having Khan in place made casting the other thirteen roles much simpler since I was able 

to evaluate every actorÕs character interpretation in comparison to his. Similar to having part of a 

jigsaw puzzle completed, the rest of the cast took shape around and based on Kahn. Having 

Eddie in place was especially useful when casting an appropriate actress to play EddieÕs wife, 

Beatrice. The casting of this role was done with great care as Beatrice is a challenging role 

requiring an actress to be strong, nurturing, disgusted and forgiving often all in the same scene 

and all while keeping a deep loyalty and loving history with Eddie close to the surface. 

Casting a strong actor such as Khan was important to the success of the production. 

However, it also required me to cast a Catherine who could match KhanÕs ability onstage. This 

was going to be a challenge because itÕs important to the story that the character be as close to 

seventeen as possible and yet not many young actors have the ability to hold their own 

throughout long one-on-one scenes with someone much more experienced. I took this part of the 

casting very seriously and held extended auditions and call-backs just for this role. I eventually 

cast an undergraduate student named Rachel Kitson. Though Kitson performed splendidly, 

receiving praise from both audiences and critics alike, she was cast not based on her audition but 

on her strong resume. There was a different actress who I thought performed better during the 

callbacks but had no resume to speak of. Rachel, on the other hand, came with a proven track 
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record and I knew she would be up to the challenges presented by the role. This was the first 

time I did not cast a role based solely on the strength of an audition. Having been burned earlier 

in the school year by not considering an actorÕs lack of resume, I was anxious not to repeat this 

mistake and to grow my casting abilities. This new way of working paid off with Rachel growing 

into the role beautifully and me becoming that much wiser about the casting process. 

Utilizing the large undergraduate population, I increased the number of characters in the 

play from the suggested 14 to 19 in order to help create a larger society for Eddie to be part of. I 

did this because the play focuses on Eddie breaking a social code so I wanted to be sure that the 

world he was betraying was present in order to give more weight to the moment when Marco 

accuses Eddie of treachery before the whole neighborhood. Arthur Miller writes in his 

introduction to the two-act play, ÒThe mind of Eddie Carbone is not comprehensible apart from 

its relation to his neighborhood, his fellow workers, his social situation. His self-esteem depends 

upon their estimate of him, and his value is created largely by his fidelity to the code of his 

culture.Ó Despite it being a college production, I was able to cast the majority of this play age 

appropriately with the exceptions of the roles of Mike and Louis. These two characters, 

traditionally thought of as contemporaries of EddieÕs, had to be cast using undergraduate actors. 

Since my Eddie was 45 years old, this presented a problem. The solution I found was treating 

Mike and Louis not as dockworkers but as dock hopefuls. The actors cast into these roles both 

looked very young and so portrayed the characters as neighborhood teens who were new to the 

docks. It was clear that they wanted to be seen with Eddie both because it would be good for 

their careers (Eddie is a senior longshoreman) and because they looked up to him as a pillar of 

the blue-collar community. This latter point helps to further define Eddie as a great man and thus 

as an Aristotelian tragic hero. 
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While casting the character of Rodolpho, I was careful to look for an actor who could 

capture the sexual ambiguity required for the role. In the scene where Eddie kisses Rodolpho, 

Miller is noticeably silent about the young manÕs response, leaving that interpretation up to the 

creative producing team. I decided to honor the written ambiguity by keeping my production just 

as free of comment about RodolphoÕs true sexuality. 

I accomplished this by creating contradiction. I worked with undergraduate actor Ryan 

Streit to suggest to the audience that his character Rodolpho might be gay and then set up a 

contradiction to that assumption in a later scene. The creative team implied RodolphoÕs 

homosexuality in three main ways. 1. Costume Ð The character wore a pink dress shirt, had 

stylish shoes, and a jacket and hat to visually separate him from the other dock-working males in 

the Red Hook neighborhood, who dressed in the stereotypical blue collar fashion of stained work 

clothes and steel toed boots. 2. Behavior Ð Streit came from TempleÕs musical theatre track so he 

could both sing and dance very well and demonstrated this at various points during the 

production. He was also able to portray Rodolpho with a grace that created a fun opposition to 

EddieÕs more lumbering physicality. 3. Text Ð Both Eddie and his friends from the dock 

repeatedly imply that Rodolpho is gay.  

The opposition to all of these suggestions comes during the opening of Act II, a scene 

between Rodolpho and Catherine. In this scene Rodolpho was directed to behave more 

aggressively than he had during the rest of the play up to this point. He makes sexual advances 

toward Catherine, threatens to leave her and threatens to confront Eddie. At the end of the scene, 

Rodolpho leads Catherine into the bedroom to take her virginity. When he returns to the stage he 

has his shirt open, purposefully making it apparent to Eddie what has just occurred between him 

and Catherine. This behavior flew in the face of what the audience had come to expect from 
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Rodolpho and helped to redefine him in their eyes. Because this contrasting behavior still 

seemed appropriate for the character, it created an unanswerable question about RodolphoÕs true 

sexuality. 

 This ambiguity adds to the layers of dimension in the character. By not being obviously 

identifiable, the character is created in the mind of each audience member, with each patron 

deciding about Rodolpho for him/herself. In this way, the character of Rodolpho and his struggle 

against Eddie is able to transcend audience age or bias, thus making the productionÕs message 

more universal while simultaneously making it more personal. This ability to convey a universal 

theme through a personally interpreted set of specific given circumstances is an important part of 

a successful production of this play. For it is this particular kind of character understanding that 

transcends what the play uses the character for and offers hope to the audience. In his essay ÒThe 

Nature of TragedyÓ Miller writes, ÒÉto take up a sad story and discover the hope that may lie 

buried in it, requires a most complete grasp of the characters involved. For nothing is so 

destructive of reality in literature as thinly motivated optimism. It is my view Ð or my prejudice Ð 

that when a man is seen whole and round and so characterized, when he is allowed his life on the 

stage over and beyond the mould and purpose of the story, hope will show its face in his, just as 

it does, even so dimly, in life.Ó And so by keeping RodolphoÕs true sexuality not easily 

identifiable we make him more complex, and more real in the minds of the audience. This gives 

the character a purpose beyond the confines of the plot and allows a true human spark to be seen 

in him. It is this spark that leads to hope for the audience, and it is this hope that must be present, 

according to Miller, in order to lift a story beyond the confines of the merely pathetic and into 

the realm of tragedy. 
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CHAPTER 7: DESIGN 

I began the design process by introducing the team to a piece of music that served as an early 

inspiration to me during my initial research, the opening thirty-nine seconds from the 4th 

movement of Gustav MahlerÕs sixth symphony in A Minor. The piece is called ÒTragicÓ and it 

begins with the light and magical tinkle of a harp only to have that light sound swallowed by 

deep, dark, bass filled horns and drums that seem to trumpet the coming of doom and, at the 

opening of my production, informs listeners to PAY ATTENTION! IMPORTANT EVENTS 

ARE ABOUT TO OCCUR! This music, coupled with paintings by Edward Hopper, were what I 

brought to the table for my design team to begin with.  

 

 

 

                 

 

 

 

 

 

 

 

 

Fig. 1 
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      Fig. 2 

The above Hopper paintings, ÒMorning SunÓ (1952) and ÒEleven A.M.Ó (1926), were used for 

both design and color palate inspiration for the set and costumes. Temple University Theatre 

Artistic Director Doug Wager pointed out during a production meeting that both of these 

paintings lacked detail. All of the textures and surfaces are actually just suggested, never sharply 

defined. This foreshadowed what ultimately became the lack of furniture on the set and reflected 

the lack of details in EddieÕs past or reasons for why he acts the way he does. As with Miller, 

Hopper gives his viewers only enough to allow their minds to make up the rest of the picture. 

This lack of detail draws us in, and we assign a personal interpretation to the figure of a woman 
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looking out a window. Hopper gives us no more than is necessary, as does Miller . Miller writes 

in his essay ÒOn Social PlaysÓ that he purposefully did not expand and explore the characters in 

the play even though there was certainly a lot of material that could be unpacked. But, like 

Hopper, Miller was drawn to the sparseness of the story in View, ÒWhat struck me first about this 

tale when I heard it one night in my neighborhood was how directly, with what breathtaking 

simplicity, it did evolve. It seemed to me, finally, that its very bareness, its absolutely 

unswerving path, its exposed skeleton, so to speak, was its wisdom and even its charm and must 

not be tampered withÓ (emphasis added). 

Set 

Set designer Ian Guzzone and I began working together months before I met with other 

designers. I knew it would be tricky creating a world that was at once grand yet claustrophobic, 

classic yet modern, gritty yet vague and all located in a memory. However, after much work and 

many revisions, the set was successfully completed.  

It was comprised of a wooden platform that represented the cramped Carbone apartment 

where the majority of the action takes place. Behind it, in a configuration similar to ancient 

Greek theaters, was a vista, only this looked out over a suggestion of the New York skyline 

instead of Mt. Olympus and could change color to reflect the mood of a scene. In front of the 

platform was a large, constructed arch. This suggested both a theatrical proscenium arch and a 

bridge support, perhaps for an elevated train. It was painted to look like the riveted blue-green 

metal found all over Red Hook.  

In its function as a proscenium, the arch helped to define the world of the play by 

containing AlfieriÕs story behind it. As an elevated train support, it towered above the characters, 
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keeping the trains, whose sound became identified with rushing doom, always over their heads 

and beyond their power to control. 

 

 

       Fig. 3 

Although the Carbone apartment had no physically defined entrances and exits, the door to the 

apartment was firmly established as being up stage right by having the actors always treat the 

space as if there was a doorway there. The only character to break this conceit was Alfieri who 

passed through walls at will, interrupting scenes with information and time jumps that pushed the 

plot forward at a rapid pace. This, added to his godlike role, re-enforced the idea that there was a 

hand of fate at work moving the story toward an unalterable ending, like a rushing train. 
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      Fig. 4 

The furniture in the Carbone apartment was sparse and carefully selected. It was used to suggest 

a dirty cramped space while leaving the details of the apartment to the mind of the audience. This 

added to the conceit that the play was actually a story being told by Alfieri. Guzzone kept the 

apartment platform small to create a sense of claustrophobia, but this brought with it the problem 

of not having enough room for all of the needed furniture. A compromise was found between the 

couch and record player and resulted in an original piece of furniture that served both functions. 

The seating bench had a record player inside of it that was accessed by lifting the seat cushion. 

While versions of this hidden stereo did exist in the 1950s, Guzzone created this one especially 

to fit the needs and size restrictions of this production. 

 Though I was pleased with the final incarnation of the set, there were many challenges 

throughout the set design process. Original concepts were overdesigned, with ceiling tiles placed 

over the Carbone apartment in an attempt to give a sense of claustrophobia and the supports from 
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the Brooklyn Bridge incorporated to give a sense of location and closeness. I felt that this was 

too much visual stimuli and that it would have overwhelmed an audience, giving too much 

attention to the set in a show that should be primarily character driven. It was this concern for 

keeping the focus on performances that ultimately led to our final, bare-bones platform set. 

 

     Fig. 5 

The next misstep we took was swinging too far in the other direction. We attempted to 

suggest that the furniture in the Carbone household was not real but remembered. Sketches were 

drawn for a couch and chairs that were merely skeletons of couches and chairs with webbing 

woven together to make them useable by the cast. The intent behind this furniture was to suggest 

the presence of a chair without actually having one and thus keep the focus on the performance 
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going on around it. However, it quickly became apparent that by making chairs into art objects 

we were accomplishing the opposite of our intended effect, and so the plan was abandoned in 

favor of using realistic, time-period-appropriate pieces just sparsely employed. As I stated above, 

this strategic selection of room furniture better accomplished our aim by merely suggesting a 

room and thus keeping the audience focused on the actors and not the set. 

Prior to this experience, I had been lucky enough to work regularly with trusted, longtime 

collaborators as my set designers. Though Guzzone and I did not always agree on how to best 

solve the problems, learning to work with a new designer gave me a new respect and 

understanding for the set design process. 

Costumes 

Costumes for this show were period appropriate, realistic and very strategically constructed to 

express character development. EddieÕs costume purposefully changed very little over the course 

of the show, with only a scarf and hat added in the winter scenes. This non-changing costume 

reflected the stubborn nature of Eddie. If a character did change their clothes it reflected an 

internal shift within them. For example, Rodolpho changed from a poor immigrant into an 

aspiring American, and so his outfit reflected this. CatherineÕs outfits changed the most, 

reflecting her independence from Eddie and growth from girl, to young adult and finally to fully-

grown woman. Catherine and RodolphoÕs clothes were also more colorful than the older 

characters in the play, pointing out the attractive vitality of their youth. 

 During production meetings, the biggest concern from the costume shop was about the 

blood at the end of the play. Their first question was whether the blood was going to be real or 

symbolically suggested. I had originally thought this moment would be handled by lining the 

inside of EddieÕs coat with bright red fabric that would only be revealed at his death scene. 
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However, during a production meeting I was asked if I wanted the stab moment to be realistic, 

visceral and shocking in its violence or if  I want it to be sadly beautiful and possibly alienating, 

reminding the audience that they were watching a play? I was sure that I wanted the stabbing of 

Eddie to be shocking and certainly not alienating, which led me to choose real blood for his 

death. 

 After scrapping my original ideas for a symbolic death, I went back to the drawing board 

to plan EddieÕs realistic and bloody demise. I planned the scene so that the fake blood could stay 

on EddieÕs hand and not stain his costume. After blocking the scene in my mind, I communicated 

this to the costume shop by personally acting it out for them. Knowing exactly how I wanted the 

death to look from the audience, weeks in advance of opening, was a huge help to them because 

it gave them time to invent creative ways to make the stabbing both realistic and effective. This 

was a surprising and useful lesson to learn since acting out the scene only took a few moments 

for me but was appreciated by them tenfold and ultimately made the productionÕs big ending 

very strong. 

Below are renderings for the production designed and illustrated by costume designer 

Sarah Moore. 
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  Fig. 6 
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Fig. 7 
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Sound 

There were two main sound effects in this production. Thirty-nine seconds of Mahler, whose 

purpose and description is aboveÉ and the train. The click-clacking sound of a rushing elevated 

train was used to underscore key moments in the show and to represent fate conspiring against 

Eddie. A few places where the train sound appeared included the arrival of the cousins, Eddie 

ignoring AlfieriÕs advice, Eddie calling immigration, and the fight at the end. As the play went 

on the sound became present with more regularity, louder and faster, until at the climax of the 

play it came heralded by a long thunderous train horn and did not leave until after Eddie was 

dead. Under the entire fight between Eddie and Marco the clicking-clacking sound of a rushing 

train played, set originally to the beat of a human heart, then increased slightly to subconsciously 

push the audience to the edge of their seats until, as Eddie was stabbed, the train finally roared 

past having been satisfied now that the inevitable destiny had been fulfilled. 
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CHAPTER 8: PRODUCTION EVALUATION  

This production was unequivocally successful. From a box office standpoint Ð almost the entire 

run was sold out. From an audience standpoint Ð many standing ovations were given. From a 

critical standpoint Ð it was awarded Kennedy Center American College Theatre Festival 

Certificates of Merit for Excellence in Directing, Excellence in Ensemble Acting, Excellence in 

Set Design, Excellence in Costume Design and Excellence in Stage Management. The 

production also received a glowing review from the Philadelphia theatre review website 

ÒStagedÓ which referred to the show as ÒÉan elegantly crafted, well paced production.Ó From an 

educational standpoint Ð it was proof that I not only absorbed what I was taught during my 

graduate studies but that I was able to apply that study to a real production. I would like to add 

that, in my personal opinion, this show contained the strongest ensemble acting of any 

production I have yet directed and is, therefore, my favorite so far. 

The production was not flawless however nor was the process without challenges. One of 

the greatest challenges I faced was clearly defining the transaction between Catherine and 

Rodolpho during their big scene at the opening of Act II. Due to the limited experience of the 

actors and difficulty of the material, I anticipated that this section would require more attention 

than other scenes in the play and set aside extra time in the rehearsal schedule to work on it. 

However, I did not reserve enough extra time and found myself scrambling for more during the 

final days before opening.  

While intellectually I understood that the scene was about Catherine choosing to create 

her own life instead of letting Eddie control her, I was unable to translate that understanding to 

the stage in an exciting way. During the unsuccessful rehearsals the actors moved about the 

stage, wallowing in the emotions of the characters. They declared how the characters felt and 
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played a mood instead of actually living an exciting and important moment in the life of the 

characters. I could see that the actors were not using actions to gain clear objectives so I 

attempted to remedy this by actioning the text. This technique, learned during my first year of 

graduate directing studies, requires actors to announce the action they want to play before they 

speak each line of dialogue. The principle behind this exercise is that with strong and action-

filled choices, actors will become clear about what their characters are actually doing, rather than 

just what they are saying. Unfortunately, my actors made very safe actioning choices which 

reinforced their previously held conceptions about the scene. 

My next attempt was much more successful. I assigned physical actions to the actors in 

hopes that this would open them up to larger possibilities for the scene. An example of one of the 

physical directions I gave was for Rodolpho to leave the apartment when he becomes angry with 

Catherine. This forced Catherine to figure out how to make him stay and began the two actors on 

the road to interacting with one another, instead of just themselves. Eventually, we settled on 

Catherine testing RodolphoÕs loyalty to her, which caused Rodolpho to try to leave. But he was 

forced to stay by Catherine who offered her virginity to Rodolpho, showing him that she was 

choosing him over Eddie. This sequence of actions was a much more meaningful and exciting 

way to communicate CatherineÕs independence from Eddie to the audience than if sheÕd simply 

announced it, and it helped to setup an exciting transition into the following scene where Eddie 

comes home from work early to discover the two lovers. While this scene was made passable 

through all of the extra attention, I felt that it never reached its full potential. 

Two other characters I could have been clearer about defining were Louis and Mike. 

Many audience members did not read them as dock hopefuls and just assumed they were 

supposed to be grown dock workers. Their style of dress was not different enough from the rest 
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of the cast to indicate the age I wanted them to play, leaving some audience members assuming 

that they were college students attempting to play older roles. While this was something I 

consciously tried to avoid, I think more attention needed to be paid to the situation. In addition to 

spending more time with the actors, I could have also had Mike and Louis flipping baseball cards 

(instead of coins) during the opening scenes in an attempt to better define their age. 

In the post-mortem with TempleÕs faculty and staff, notes were received from Artistic 

Director Doug Wager that the sound design, specifically the train/fate sound, could have been 

used more effectively by growing the noise over the course of the show so that it became not just 

louder but actually different from beginning to end. This was not only useful to me but was also 

indicative of a problem I did not handle deftly during the rehearsing process. 

I did not incorporate the sound designer early enough into my rehearsal process. This led 

to most of the sound effects being heard for the first time during tech week, discovering that 

sounds were not appropriate, and so spending precious actor rehearsal time to fix them. The 

above mentioned scene between Catherine and Rodolpho was neglected due to the time I had to 

spend working on the problem sound cues. However, the revamping of the sound cues led to 

exciting ways to re-block the creation of Red Hook from AlfieriÕs memory with greater fluidity 

and specificity. I am pleased to write that though the showÕs opening was only seventy-two hours 

away, I was not afraid to throw my original blocking and concepts out the window. The sound 

designer and I worked together to make major changes and create a totally new opening that 

better integrated the sound of the train. Though I was ultimately happy with the sound in the 

production, getting there was a tough challenge. This stemmed from my overconfidence about 

the sound design. Because I knew so early on that I wanted to use the Mahler, I wrongly assumed 

the rest of the design would easily fall into place. 
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CHAPTER 9: IN CONCLUSION  

The directing of this play was an excellent culmination of my studies at Temple University. It 

combined my practical studies of direction with the storytelling theory explored in my required 

course reading such as Joseph CampbellÕs The Power of Myth and Thomas MooreÕs Care of the 

Soul. These books described great stories as guides that help people understand their lives and 

live them in positive ways. Those books celebrate the complexity of the human condition and 

imply that such a thing could only be fully understood through a story, personally interpreted by 

its audience. This theory aligned with MillerÕs belief that true tragedy is not simply sad, but is 

also an instruction manual on how to live. And so by directing this play I was able to test my 

newly learned skill set and, at the same time, help audiences learn more about their own inner 

life by making sure they knew more than Eddie about his. 

 



 30 

CHAPTER 10: REVIEW  

Below is the full review ÒOn a Clear Day You Can See Forever: Temple TheaterÕs A View From 

The BridgeÓ published online at Staged: Thoughts, Feelings and Concerns about Philadelphia 

Performances, April 18th, 2011 by Leah Franqui. 

 

Before Brooklyn was a hipster haven chalk full of cozy eateries and young parents escorting 

their children to raiki class in environmentally friendly strollers it was, well, Brooklyn, an 

immigrant nation staring directly at the golden land of Manhattan, so close but so far away. ItÕs 

Òthe gullet of New York swallowing the sewage of the worldÓ as Arthur Miller titled it in A 

View From The Bridge, his noveau Greek tragedy set in the household of an Italian American 

family living in Brooklyn in the 1950!s. Gullet it may be, but itÕs home to Eddie Carbone and his 

small family, his loving wife, Beatrice, and his precocious nice, Catherine, and a happy home , at 

least until BeatriceÕs nephews arrive, smuggled in from Italy and living as ÒsubmarinesÓ, or as 

we know them now, illegal aliens. The introduction of Marco and Rodolpho into the Carbone 

household ruptures not only the fragile bonds of the Carbone family but strikes at the very heart 

of EddieÕs identity, devastating the family and rocking the foundations of our concept of truth 

and honor, or at least, it ought to do. And in Temple TheaterÕs excellently balanced strongly 

played production of A View From The Bridge we are left both pained and pleased by this play, 

and revitalized by this so familiar story, which is no easy task. 

Directed by Temple MFA candidate Nathan Gabriel and staged in TempleÕs intimate 

black box the Randell Theater this excellently designed production showcases the talents of 

actors Rob Kahn (Eddie Carbone) and Rachel Kitson (Catherine) in an elegantly crafted well 

paced production. A mistake that is often made with MillerÕs work is presenting it entirely 



 31 

realistically, when Miller was adamant that he had written dream plays, works that belong both 

in the realistic and the surreal realm, and Gabriel has created a production that lives in reality and 

fantasy simultaneously. A simple but strong set design by Ian Guzzone frames the piece with 

Brooklyn Bridge style structures, gently reminding the audience of the transitory nature of the 

story, the liminal space that is Brookyln, both New York and not New York, both the United 

States, for the legal citizens, and a dangerous world for the illegal immigrants. Madeleine 

SteineckÕs excellent lighting design create silhouettes and shapes in the small space that amplify 

the stage and give the piece an appropriately epic air. While David OÕConnorÕs sound design is 

just okay, Sarah MooreÕs lovely costumes create a kind of 50!s style eye candy for the audience, 

decking Rodolpho (Ryan Streit) out in silk shirts and wool trousers and giving Kitson circle 

skirts and fitted frocks in which to swan about the stage. Given how elegantly spare the set 

design is, MooreÕs costumes do double duty flattering the cast and dating the piece, which, with 

its colloquialisms and accents, could only exist in the time in which it was written. No one 

worries about European immigrants nowadays, itÕs all about Mexican immigration, Italians can 

do whatever they choose. But this piece serves as evidence that no matter what the other is, it 

exists, and it is feared, for all it threatens every precious thing we hold dear. 

MillerÕs play follows the Carbone family as the accept their immigrant cousins (Carl 

Granieri as Marco and Ryan Streit as Rodolpho) into their mist, all of this narrated by aging 

lawyer Alfieri (Gregg Almquist) in a more politically charged Our Town style framing. While 

Eddie was initially accepting of his Italian cousins, one look at the jazz standard singing silk shirt 

wearing Rodolpho and Eddie has made up his mind quicker then the bible belt, Rodolpho ÒisnÕt 

rightÓ. And given that Catherine, who Eddie has raised by the sweat of his longshoreman labors 

since she was a child, is insanely enamored of this Italian Stallion, Eddie canÕt possibly 
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comprehend her attraction. Wrapped up in EddieÕs complicated emotional outbursts are his 

repressed feelings for Catherine, which are as obvious as they are sublimated, and as deeply as 

his wife Beatrice (Melanie Julian) protests, nothing can stop EddieÕs fatal attraction from 

asserting itself in the most horrible ways, bringing doom and dishonor to the family. 

In theory Eddie is a sympathetic if deeply flawed character, determined to preserve his 

sense of self and truth in the face of the world and, frankly, reality. In practice, or at least, in this 

production, KahnÕs Eddie is a raging bull of a man, volatile, powerful and totally unsympathetic, 

well played but despicable, clearly repressing his feelings for his young niece and obviously 

jealous of his fair Italian nephew. JulianÕs Beatrice walks the fine line between pathetic doormat 

and calmly aware housewife, shinning in her scenes with KitsonÕs Catherine but flailing flatly in 

her scenes with Kahn. But to be fair, the character of Beatrice is a difficult one, stuck in the 

position of loving a Humbert Humbert and trying to gently eliminate the Lolita in the room 

without hurting anyone in the process. Kitson is excellent as Catherine, frustrating in her 

youthful naivetŽ, powerful in her anger, wide-eyed and wise in her final scenes, grabbing 

desperately at the future as her past slips away from her like quicksand. She is matched with a 

well performed and sweetly flamboyant Streit as her gentleman lover, as well as a deeply intense 

Granieri as the family oriented Marco. The rest of the cast are, frankly, excellent sports, filling in 

as ensemble while the bulk of the piece is performed by the five principles, and while they get 

their sparse lines in, itÕs really a drawing-room drama set in a world without drawing rooms. 

Ultimately, spoiler alert, Eddie, who is so appalled by CatherineÕs attraction to this 

ÒunnaturalÓ young man that he will move heaven and earth to see them separated, ends up in a 

knife fight with Marco (itÕs very West Side Story but without all the awesome Jerome Kern 

choreography) and then, of course, dying in BeatriceÕs arms. And it is, honestly, appallingly 



 33 

satisfying to see that character die. I donÕt know if itÕs the character or the actor or the play itself, 

but watching a character who has spent the last two and half hours lusting after his niece and 

falsely accusing his nephew of homosexuality and THEN calling immigration on his own family 

die, well, the amount of fantasy fulfillment of that cannot be overstated. And while AlmquistÕs 

excellent if underused Alfieri might be sympathetic to EddieÕs ÒPure TruthÓ the rest of us canÕt 

help but heave a sigh of relief at EddieÕs eventual death, after all, poetry is all well and good, but 

there is only so much self indulgence one can stand before really needing to slap someone on the 

face. Or throw them off a bridge. Whatever works for you. 
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CHAPTER 11: PRODUCTION PHOTOS 
All photos were taken by Kriston Bethel. 
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