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Abstract. Starting from the observation that Arthur Miller’s
Resurrection Blues is in many ways unique in comparison to the
playwright’s previous oeuvre, we offer evidence that the drama
testifies to the evolution of Miller’s style, rather than a change
in his focus. The conclusion that Miller’s penultimate play is
the least Milleresque is a consequence of its contemporaneity,
unusual setting, and adaptation of the topic to contemporary
intellectual currents. Although the context of Resurrection Blues is
undeniably postmodern, the themes that permeate Miller’s entire
oeuvre—social criticism, innocence, and guilt—are also crucial
to this drama. This paper argues that Resurrection Blues, despite
being often interpreted as cynical, suggests that the possibility
of resistance to the system and redemption exists. However, the
play does not imply that a profound change is possible through
a political revolution, but only through a change within the in-
dividual, i.e. a revolution of consciousness.

2 This study was supported by the Ministry of Science, Technological
Development and Innovation of the Republic of Serbia (Contract No.
451-03-136/2025-03/200184).
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Resurrection Blues—Postmodern,
but still Milleresque

Prima facie, Arthur Miller’s Resurrection Blues (2002) is in many ways unique
compared to the famous American playwright's previous work. Critics like Leinster
have even characterised Resurrection Blues as “probably the least Miller-esque play”
(2018, p. 123). In contrast to the playwright’s earlier work, which, according to
Soski¢, was characterised by a serious, almost solemn style, this drama is marked by
a tone that is amusing, ironic, and caustic (Illomxmh, 20226, p. 150). Resurrection
Blues is not a tragedy, but a tragic farce or a dark comedy. Instead of ending with
the protagonist’s death, the play concludes in an open and ambiguous manner.
Unlike Miller’s earlier oeuvre, which mainly focuses on events from America’s
past, the context of Miller’s penultimate play is undeniably contemporary. Hence,
its absence of history is distinctively postmodern. Moreover, Resurrection Blues
delves into one of the crucial preoccupations of postmodern literature—it does
not deny that reality exists but rather “questions what reality can mean, and how
we can come to know it” (Hutcheon, 2002, p. 32). According to this critic, post-
modernism entails constant examination, i.e. criticism, to “de-naturalize some
of the dominant features of our way of life” (2002, p. 12). As reflected in the play,
contemporary society exhibits a discrepancy between reality and our perception
of it, as the politicians and the media (television in particular) go to great lengths
to shape our understanding of reality. Using the mechanisms of propaganda and
packaging reality to suit their interests, these two power structures misinform the
public to anaesthetise it and reduce its critical abilities, so that the average person
can hardly distinguish illusion from fact.

In addition to its absence of history and questioning reality, Resurrection
Blues’s form also testifies to its postmodernistic elements. The play blurs the
boundaries between the characters and the reader/audience. For example, in the
prologue, Jeanine directly addresses the audience and introduces the characters,
thereby breaking the fourth wall. The drama also incorporates parody and irony,
distinctive literary devices of postmodernism. The purpose of using these narrative
techniques in Miller’s penultimate drama is not merely to express dark humour
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as a cynical response to “a situation that has already moved past our control”
(Mason, 2003, p. 665). In an attempt to scratch beneath the surface and uncover
what lies behind the scenes, Miller’s play may not aim for immediate political
change. However, it does aim to raise awareness, which is key to changing indi-
vidual attitudes and ultimately leading to desired changes on a broader level in
the long run. Hence, this paper argues that despite its postmodern framework
and style, Resurrection Blues is indisputably a work of social criticism. In this play,
Miller also delves into his most salient themes—challenging key American myths
(including materialism, self-sufficiency, and selfishness (Churchwell, 2019, p. 49)),
innocence and culpability, the possibility of choice, and passivity as a tragic flaw.
The play’s criticism may be subtle and hidden behind parody, but its pointing out
what is wrong with both society and its individuals is the first step towards raising
the level of consciousness, which is the basic prerequisite for a profound change.

That the implications of this play are not overt and clear but are lurking be-
neath its ironic veneer is again in line with the postulates of postmodernism, one
of the most important of which is, according to David Lodge (1977), uncertainty
(p. 10). The fictional world of Miller’s penultimate play is extremely uncertain—it
is a world in which the line between reality and illusion is blurred, where even the
existence of the character after whom the work is named is questionable, given
that he never appears on stage.

The ending of Resurrection Blues also testifies to its uncertainty. Miller’s
refusal to sacrifice his alleged Messiah has often been interpreted as an unsatis-
factory ending which stands in stark contrast to his earlier oeuvre. It is common
knowledge that Arthur Miller has become famous for his tragic dramas ending
with the death of the protagonist (Leinster, 2018, p. 56). An illustrative example
is the ending of The Crucible (1953), where the protagonist consciously sacrifices
himself for the sake of others, thus growing into a tragic hero. On the other hand,
Miller’s play from the beginning of the third millennium resists classification as a
typical tragedy. Resurrection Blues, although it hints at the possibility of catharsis,
which is crucial to the tragic variant of the drama, does not actualise that possibility.
Critics like Mason (2003) have analysed such an ending as a possible departure
from the writer’s earlier firm conviction that a change is possible. However, this
paper argues that Miller’s reluctance to bring the plot of Resurrection Blues to-
wards closure is rather indicative of its postmodernist context. As Hutcheon aptly
observes, postmodernist irony rejects the resolving urge of modernism (2002, p.
99). In withholding from resolving the crisis and leaving an open ending, Miller
strives to intrigue his audience and critics, to make them think, and to bring them,
just like his characters, into a state of uncertainty and questioning. In doing so, the
play exemplifies Miller’s conception of a theatre of “heightened consciousness”
(Driver, 1987, p. 19).
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The Condition of the Western World (The Factual Reality)

The plot of Resurrection Blues is not set in the United States but in an unnamed
Latin American country. Jeffrey Mason interprets this manoeuvre as Miller’s
allusion to “the inverse of the United States, or rather of the self-conceived im-
age of the United States” (2003, p. 663). As Bigsby aptly observes, the prevailing
ideology (that of capitalism) and values (or lack of them) of the unnamed state
are precisely the same as in America (2005, pp. 425-426).

As Leinster correctly notices, the condition of the Western world, as reflected
in Resurrection Blues, may be succinctly depicted as “an early 21st century moral
wasteland” (2018, p. 263). As the reader is informed, the faraway country has just
emerged from a thirty-eight-year civil war. The brutal nature of the fratricidal
conflict is amply demonstrated by the fact that the ruling regime is responsible
for the deaths of more than a hundred thousand citizens. The effects of war are
felt in all spheres of life. For example, General Felix Barriaux, the state chief, is
not allowed to go anywhere without a group of armed soldiers. There is a jarring
gap between the rich and the poor; crime, drugs, and violence are rampant. The
water is contaminated with a parasite that destroys children’s livers. Apathy,
despair, and hopelessness prevail in society, and people turn a blind eye even to
dead babies on the sidewalk.

One event, however, threatens to disrupt the monotony of this everyday life.
A man named Ralph appears and presents himself as a saviour, the Messiah. In
a community where materialism, selfishness, and self-interest are at their peak,
Ralph preaches love and compassion. In addition, this man supposedly has healing
powers. He even occasionally emits some unusual light that is incomprehensible
to the average person. As such, Ralph symbolises hope: “People are desperate for
someone this side of the stars who feels their suffering himself and gives a damn”
(Miller, 2006, p. 31). With his appearance and actions, this man not only stands
out but also encourages others to change. In a society dominated by self-interest,
materialism, and greed, Ralph represents hope with his gospel of love and spirit-
uality. The respect he enjoys among ordinary citizens is great, and his influence
is noticeable in the changes that are taking place:

“They’ve taken out the ancient instruments that nobody had played for years,
and they dance the old dances again. [...] A much less garbage in the street
and whitewashing their houses and brushing their teeth—and the number
screwing their daughters is like way down.” (Miller, 2006, pp. 96, 100)

However, government officials who, after years of civil conflict, have turned
paranoid and trust no one, see Ralph only as a rebel who can inspire resistance.
As such, he represents a threat to the junta’s leader, an intruder that needs to be
removed and eliminated quickly, which means by execution. His death by cruci-
fixion is an example of how far power is willing to go to subjugate an individual.
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Politics and the Media—Power Structures
That Shape Reality and Prevent Change

To General Felix, Ralph is a worthless rebel threatening to disrupt his plans. His
life is worth nothing to Felix. He should be done away with summarily, but death
alone is not enough. In Felix’s opinion, the ubiquity of violence, both in reality and
on television, has numbed people. That is why a new, more extreme approach is
needed in the form of a crucifixion:

“Shooting doesn’t work. People are shot on television every ten minutes;
bang-bang, and they go down like dolls, it's meaningless. But nail up a cou-
ple of these bastards and believe me this will be the quietest country on the
continent and ready for development!” (Miller, 2006, p. 28)

According to Felix, Ralph’s crucifixion may have a beneficial effect on the
dissatisfied citizens, who will think twice when they see what fate awaits them if
they follow the path of rebellion. Still, the situation is complicated by the emergence
of an American agency offering $75 million for the exclusive rights to broadcast
the crucifixion of the alleged Messiah. When money gets involved in the story,
Ralph becomes a source of profit, a means that can improve the country’s state,
and undoubtedly the general’s financial situation. Felix’s cousin, Henry Schultz,
interprets turning the crucifixion into a mega-spectacle in a diametrically opposite
way. Henry warns Felix that by crucifying the Messiah, even the supposed one,
he will join two of the most infamous historical figures, Pontius Pilate and Judas.
Moreover, given the great respect of the citizens, who light candles to Ralph, Felix
risks awakening the ordinary people from apathy and rebellion. Felix lightly
dismisses Henry’s warnings by claiming that “in politics there is only one sacred
rule—nobody clearly remembers anything” (Miller, 2006, p. 33), supporting this
statement with an example from American history.

The vision of society that Resurrection Blues offers is bleak. People in powerful
positions are depicted as capable of committing any misdeed to remain where
they are, from murder to commodifying everything and profiting from personal
tragedy. Principles and scruples are virtually non-existent, and there seems to be
no limits to using any experience, even someone’s agony in death, for personal
and commercial purposes. Power structures, primarily politics and the media,
otherwise abstract and incomprehensible to the common man, are exposed and
presented as ruthless, oriented towards survival and profit. The main motto of
politicians, besides the fact that voters have short-term memories, is the willing-
ness to do literally anything to stay in power.

Life in the moral wasteland ruled by the junta is barely tolerable: “Some
guy sending out eight-year-old daughters to work the streets, or those little kids
a couple of weeks ago killing that old man for his shoes” (Miller, 2006, p. 72).
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However, Felix lives in denial and obstinately refuses to acknowledge that the
society he governs has hit rock bottom. He has clearly accepted Darwinian logic
of the survival of the fittest, according to which rising to the top and remaining
there is all that matters. He refrains from confronting the painful reality and draws
attention to the state’s alleged endeavours to move forward. For example, Felix
emphasises the country’s efforts to elevate itself by investing in building shopping
malls, “put[ting] the police into decent shoes, and sending all our prostitutes to
the dentist” (Miller, 2006, p. 32), while he considers the existence of a dangerous
parasite in drinking water to be a trifle that does not deserve his observation.
Felix’s statement that the blood fluke can be destroyed by simply boiling water is
both a testament to his manipulative nature (by shifting the blame onto ordinary
people) and “a declaration of the government’s intentionally misplaced values”
(Brucher, 2013, p. 73).

Mason correctly notices that the state of the nation, as reflected in the drama,
“has already moved past our control” (2003, p. 665). The revolution is impossible
in the circumstances presented, not only because the general has access to all
state resources but also because of his connections with crime and the support
of America. In addition, the question is whether a change of government would
lead to the desired changes, as evidenced by Felix’s own remark that there is a
fear among his associates that his overthrow might bring someone much worse
to power. Therefore, the argument of this paper does not go in line with Mason’s
claim that “Felix is too firmly placed” (2003, p. 665), but rather aligns with Brucher’s
assertion that the general’s power is arbitrary (2013, p. 71). The political revolution
is beyond the present condition of the global world as reflected in Resurrection
Blues, but not because of Felix, who is in himself irrelevant, but because of the
entrenchment of the system that brought Felix to power.

Politics and the media are the best evidence of the collapse of the system
of values in the fictional world of Resurrection Blues. The world of television is
embodied in the character of the account executive Skip Cheeseboro, a man
willing to do anything that will serve the interests of the agency which hires him,
including the live broadcast of the crucifixion. While Felix is brutally honest
and does not deny the numerous crimes attributed to him, Skip is more sleazy
due to his conviction of his innocence. While Henry convinces him to abandon
turning the crucifixion into a television spectacle, Skip denies responsibility and
complicity: “We are recording a pre-existent fact, Mr. Schultz, not creating it—I
create nothing!” (Miller, 2006, pp. 81-82). So Skip, like Felix, lives in a state of
denial, convincing himself of his own innocence despite the obvious fact that he
is an accomplice in the heinous act that is being prepared.

His statement best reflects the hypocrisy of the world of the media. Ralph’s
crucifixion, indeed, is a fact. However, this reality is only a raw material for tel-
evision, an experience that has to be shaped to serve the aims of the media. The
agency’s goal is to transform the execution into a crucifixion of Jesus Christ. To
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become a faithful simulation of the crucifixion of the son of God, the execution
of Ralph must emulate the known representations of this heinous act. The agency,
therefore, is not interested in conveying the truth about the events in the Latin
American dictatorship, but in placing the execution in a context and framework
that will ensure the highest share. What matters is not the facts, the reality, but the
packaging of reality in a simulation. The preparations for the television broad-
cast of Ralph’s crucifixion best illustrate that, just as Baudrillard claims (1981),
the simulacrum, marked by “the utopia of the principle of equivalence between
the sign and signifier” and embodied in television, “masks and denatures a pro-
found reality” (p. 6). In his efforts to meet the expectations of a diverse future
audience, Skip’s intention is not to faithfully record reality, but to create reality by
packaging raw facts to fit not the real event, i.e. the crucifixion of Jesus, but the
known images of that event. In doing so, the media simulacrum transforms into
hyperreality, which becomes more important than reality (Baudrillard, 1981). By
aestheticising Ralph’s death, the media transforms it into a commodity, a product
to be consumed by the audience, reducing them of their ability to sympathise with
the sufferer. Moreover, to increase the share of viewership, the media deliberately
simplify the content they broadcast, and by moulding it into patterns, they reduce
the critical ability of viewers. Viewers, numbed by exposure to violent content,
cannot tell the difference between truth and illusion, that is, between factual
reality and simulacrum.

Felix and Skip, as representatives of politics and the media, testify to how
far these structures are willing to go for the sake of survival or profit. While the
media, unlike the government, do not use violence directly, they commodify it,
paving the way for further anaesthetising ordinary people. Hence, the role of the
media is in a way even more detrimental than that of a totalitarian regime. In
a similar vein, Felix, with his unusual combination of brutality and puerility, is
more likeable and human than the bureaucratic Skip. Despite being responsible
for so many murders, Felix is a more appealing character because it seems like
he actually has feelings and a guilty conscience, which he suppresses, and which
ultimately manifests as erectile dysfunction.

On the other hand, Skip testifies to a dehumanised individual unable to feel
and sympathise, a perfect product of the capitalist order incapable of questioning
rules and orders. This is best exemplified by his stubborn refusal to provide a
doctor or any painkillers for the man he was about to crucify, on the pretext that
it would spoil the simulation of Christ’s crucifixion. This shows that for him,
“human beings do not exist as objects of compassion and empathy” (Illomknh,
2022a, p. 588), but only as “raw material for the media” (Bigsby, 2005, p. 423) that
will transform one’s death into a spectacle that will have a large audience. As such,
Skip represents a loyal subject of the system who blindly carries out imposed ob-
ligations under the pretext of just doing his job. To get the job done, Skip will do
literally anything, showing no regard for the man who will be sacrificed, caring
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only for the reactions of the diverse audience. His complete indifference to Ralph
stands in stark contrast to the compassionate response of Emily, who is forced to
direct such a bizarre event because she cannot afford to lose her job at the moment
she buys an apartment on credit. When asked by Emily if he was not disgusted
by this kind of “project’, Skip’s answer speaks for itself: “In a way, I suppose, but
realistically, who am I to be disgusted?” (Miller, 2006, p. 46). Hence, his absence
of reactions speaks more about the destructive and dehumanising nature of the
system than the character of the junta’s leader.

Is There a Possibility for a Change?

In a community under the clutches of politics, corporations, and the media, which
serve only their own interests, the hope for social progress is, as Miller’s play sug-
gests, slim. For these power structures, the individual is irrelevant, everything has
a price, and value is attributed only to that which can bring profit. Exposing the
essence of media and politics is an unequivocal act of social criticism for which
Miller is recognisable and remarkable. This bleak vision of the Western world
offered by Resurrection Blues has led some critics to argue that this play reflects
Miller’s abandonment of the liberal activism that was a hallmark of his early plays
(Brucher, 2013, pp. 80-81; Mason, 2003, p. 676). Indeed, the drama implies that
the prospects for a profound change by a political action, i.e. overthrowing a
system that serves only itself, are negligible.

Prima facie, Resurrection Blues’s vision is a grim one. The play delineates
a chaotic and uncertain world in which religion does not exist, in which power
structures not only fail to resolve the current debilitating state of affairs but also
further disabuse the public and push it into anaesthesia. While Henry fears
that Ralph’s crucifixion could spark bloodshed, Messiah himself suspects that
the media would make a spectacle of his death, which would quickly sink into
oblivion. Even Stanley, Ralph’s self-proclaimed disciple, testifies to the general
moral lapse that arouses Ralph’s suspicions about the expediency of his eventual
sacrifice. Stanley mentions that even the peasants who draw a halo around Ralph’s
face are calculating how much the price of land will rise after the news of his
crucifixion travels around the world. The implication is that his sacrifice would
not redeem humanity in the present circumstances. That is precisely the reason
Ralph withdraws from his original decision to “offer himself for the people” since
“he knows selfless love will merely be commodified” (Culberston, 2005, p. 358).
Ralph is aware that his crucifixion would not bring about the desired change, but
that the media machine would turn him into a celebrity who would very quickly
fade from the memory of the audience, always hungry for new sensations.

In Resurrection Blues, God is dead, and power structures are hostile to the
common man. However, this does not mean that the play’s implication is cynical
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and pessimistic. In fact, the character’s realisation that the world around him/
her is hostile is a prerequisite for moving away from invisible forces that shape
our perception of reality and developing critical individual thought, which is the
first step of an individual on the path of moral rebirth. Moreover, the death of
God does not mean the impossibility of redemption but rather moves it from the
metaphysical to the ethical domain. In other words, the negligible influence of
religion “has shifted the motivation of dramatic action from the cosmos to a self
measured not against some essentially transcendent code of morality but rather
personal and socially constructed values” (Otten, 2002, p. xii).

Miller’s penultimate play implies that despite the seemingly hopeless state
of affairs, we may and should be true to ourselves and remember that we still
have each other. Hence, this paper argues that beneath the hopeless surface of the
tragic farce of Resurrection Blues, there is a glimmer of hope that the individual
is still capable of knowing himself and his fellow man. Therefore, this drama
testifies to the evolution of the playwright’s style, i.e. to its contemporaneity but
not to a change in focus. As Terry Otten persuasively argues, “Miller has not so
much abandoned as transformed his tragic vision” (2002, p. xi) “to the prevailing
intellectual currents of the last few decades” (2002, p. x). This article argues that
the key themes of Resurrection Blues may be obscured by their adaptation to the
postmodern condition, but that they are distinctly Milleresque and similar to his
earlier work. Here, too, the playwright deals with the most salient topic of his rich
literary oeuvre—innocence and culpability.

As Bigsby convincingly argues, Resurrection Blues is “a play which is in part
about our ability to abstract ourselves from responsibility for our own actions or
for the actions of those we elect to express our will” (2005, p. 422). The characters
of Miller’s penultimate drama possess what Miller defines as a tragic flaw in his
essay “Tragedy and the common man” (1949): the individuals passivity and denial
of responsibility, the lack of will to look the truth in the eye and face disturbing
facts of life. As it turns out, Milleresque vision of tragic characters is as applicable
to the characters in Resurrection Blues as it is to the protagonists of Death of the
Salesman (1949). Miller’s characters, as lannone aptly observes, are tragic not
because of their “encounter with solemn powers greater than themselves” (2003,
p. 52), but because of their cowardice in confronting the unjust and corrupt world
that surrounds them. They pursue the wrong goals, crave material things, and
seek escape from harsh reality in pleasures and entertainment. These are people
who insist that they are agents, not principals (Bigsby, 2005, p. 428).

Quite the contrary—all the characters but Jeanine and Henry are accom-
plices in the planned crime because, for one reason or another, they agreed to
participate in it. The circle of blame starts with Felix, through Skip and Emily,
and even includes the poor villagers who hope for a tourism boom and infra-
structure construction after the crucifixion. Self-knowledge and redemption for
the characters in Resurrection Blues are possible and are reflected, as in Miller’s
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other plays, in the characters’ willingness to admit their guilt and take on their
share of responsibility. The characters’ different reactions to the planned execu-
tion by crucifixion and its transformation into a mega-spectacle indicate varying
degrees of awareness of their own culpability. The lowest level of consciousness is
among the representatives of the power structures, General Felix and Skip, who
live in denial. Emily, Skip's employee, is at a slightly higher level of awareness. She
shows compassion for Ralph and expresses contempt for the act. However, media
representatives have their own ways of forcing their staff into submission. After
a failed attempt to win her over with flattery, Skip reminds Emily that her refusal
to obey will inevitably jeopardise her career. Yet, even after seemingly agreeing
to participate in the heinous act, Emily acts subversively—at Henry’s prompting,
she attempts to convince Felix to abandon the crucifixion.

Admittedly, the characters’ decisions in Miller’s play are largely shaped by
the oppressive, hostile system that attempts in every way to crush individual free
will. These people are “trapped by circumstances and the crush of overwhelming
forces in society” (Centola, 2007, p. 201). However, that does not absolve them
of guilt. As the drama suggests, freedom hurts and costs. Resurrection Blues
implies that freedom of choice always exists, but the majority follow the line of
least resistance and opt for the less painful, but morally wrong path. To redeem
themselves, people first need to stop denying reality and take responsibility for
their lives and their actions.

In other words, Miller’s characters cry out for awakening from anaesthesia
towards both “self-understanding and mutual comprehension” (Iannone, 2003,
p. 62). This drama, symbolically called the blues, is a lament, not over suffering,
as Bigsby claims (2005, p. 434), but over people’s inability to feel and sympathise,
over people’s unwillingness to rise above beings capable of satistying their de-
sires only. Of all the characters, only Henry dares to admit that the activities that
man engages in (“sports, opera, TV, movies” (Miller, 2006, p. 80)) are a form of
escapism from the sorrow that is inherent in all of us. Individuals, anesthetised
by an abundance of information, entertainment, and consumption, can only be
awakened by some tragic event, which can bring them out of their slumber and
force them into a different way of thinking. This kind of individual is embodied
in Henry Schultz, who, after his daughter’s suicide attempt, changes his perspec-
tive, regrets the wrong choices he made, and most of all, the fact that he missed
the opportunity to love. Thus awakened from his state of mental dullness, Henry
realises that Ralph presents a threat not because he may be a Messiah but because
he actually feels everything.

The case of Henry points to the proposed course of action in the fictional
world of Resurrection Blues. As suggested by the play, the only possible revolution
in the contemporary world is a revolution of consciousness. Awareness raising,
usually triggered by a tragic event, leads to self-questioning. After almost losing
his daughter, Henry thinks about his daughter and realises that he has not lived
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up to her expectations, nor his own. Emerging from the cocoon of anaesthesia
and denial, Henry redeems himself by taking responsibility and claiming that life
could and can be different. In doing so, he turns out to be the sole character in
Resurrection Blues who stops living in denial, admits guilt, and struggles with it,
a condition necessary to solving the denouement of Miller’s play. A former rebel
who made a deal with the regime, in exchange for comfort, he realises that his life
was mostly a waste. In a conversation with Felix, Henry evokes memories of the
days when they were young idealists who believed they could make a difference.
Henry comes to the painful realisation that “they betrayed not just each other,
they betrayed themselves and their own ideals” (Churchwell, 2019, p. 49). He
sincerely regrets two things: that he did not try harder to set a better example for
his daughter, and that he did not allow himself to love:

Henry: “... I hadn't actually been seeing anything for most of my life. That
I have lived half blind ... to Jeanine, even to my former wife ... it’s all left
me with one idea that I can’t shake off—it haunts me. [...] That I could have
loved. Slight pause. In my life.” (Miller, 2006, p. 34)

Henry correctly concludes that the pleasures offered by consumerism are
merely an escape from a boring (Miller, 2006, p. 80) or, rather, painful reality.
Without bothering to understand that pain is necessary and even beneficial for
the development of the personality, an individual “surrounds oneself with images
and words and music” (Miller, 2006, p. 80) that are a distraction on the path to
actualising humanity.

Henry vividly exemplifies the evolution of Miller’s concept of the main
character. As Henry himself remarks: “The world will never again be changed
by heroes, [...] One must learn to live in a garden of one’s self” (Miller, 2006, pp.
93-94). In a world where power structures are invisible and deeply rooted, there
will be no progress in changing the government, which is only an outgrowth of
the hidden powerful. Unlike his idealistic and inexperienced daughter Jeanine,
Henry correctly concludes that revolution by action is impossible in the present
circumstances. As Mason correctly notices, “Jeanine is just as absorbed with the
material potential of her country” (2003, p. 672) to see the bigger picture. As Henry
suggests, the current state of affairs will not be changed by any hero or political
act—the system is too entrenched. Therefore, Resurrection Blues implies that the
only possible and effective form of resistance in the current state of affairs is the
development of critical awareness and taking responsibility for one’s choices and
actions. By admitting complicity and taking on his share of culpability, Henry is
emblematic of Miller’s vision of change for the better. To bring about profound
change, the play suggests, individuals must first become the change they wish to
see in their environment. Henry truly undergoes a change of perception, which is
necessary for his return to true values, which manifests itself through his naming
what he deems wrong with the society he lives in and his turning to his family.
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In a kind of recapitulation of his life up to that point, Henry regrets his failure as
a father, a husband, and most of all, feels contrite about the missed opportunity
to love. However, he attempts to at least partially redeem himself by being with
Jeanine in her most difficult moments. Moreover, Henry openly reprimands Felix
and tries in every way to dissuade him from an act from which there is no return.

Conclusion

Prima facie, Resurrection Blues appears to be the least Milleresque play. It stands
out in Arthur Miller’s rich literary oeuvre for its contemporaneity, its postmodern
context, its unusual setting, its combination of tragic and comic elements, and its
allegedly cynical implications. The article offers evidence that Resurrection Blues
contains a number of postmodernistic features. First, it deals with an essential
preoccupation of postmodernism—the questioning of reality. Second, it incor-
porates irony and parody, distinctive devices of postmodernism. Third, the play’s
fictional world is undeniably ambiguous. Its uncertainty is also reflected in the
end of the play, which has no form of resolution, but rather leaves the audience
in doubt and questioning.

However, this paper argues that despite Miller’s penultimate play’s singularity,
which testifies to the evolution of the playwright’s style, the themes Resurrection
Blues delves into are distinctly Milleresque. In its essence, the play deals with in-
nocence and culpability. Moreover, the author leads the reader behind the public
veneer of politics and the media to expose these structures as hostile to society.
Laying bare the media and politics is an unequivocal act of Miller’s social criticism,
a hallmark of his entire oeuvre. By demonstrating that our perception of reality is
constructed and exposing the hidden mechanisms that shape our consciousness
and prevent change, this seemingly cynical drama seeks to generate new ideas
and move people to change their perceptions.

Admittedly, Resurrection Blues offers a bleak vision of the system and sug-
gests that it is too deeply entrenched to be overthrown by a political revolution.
This, still, does not mean that Resurrection Blues is a pessimistic play that does
not hint at the possibility of redemption and transcendence. The drama suggests
that the contemporary era is not the age of heroes in the classical sense and
that change cannot happen overnight. The proposed course of action is to take
individual responsibility for one’s own life, actions, and choices. The first step,
as Henry’s example shows, is to admit guilt and reconsider one’s own decisions.
Only a revolution of consciousness and a change of perception will lead to the
desired long-term changes for the better, both on a personal and communal level.

163



164

Nataga V. NINCETOVIC

Arthur Miller’s Resurrection Blues: The Least Milleresque Play?

References

Baudrillard, J. (1981). Simulacra and Simulation. Ann Arbor: Michigan UP.

Bigsby, C. (2005). Arthur Miller: A Critical Study. Cambridge: Cambridge UP.

Brucher, R. (2013). Progress and parody in Resurrection Blues. The Arthur Miller Journal,
8(1), 69-84. http://dx.doi.org/10.2307/42909104

Centola, S. (2007). Arthur Miller and the art of the possible. In: H. Bloom (Ed.), Blooms
Modern Critical Views: Arthur Miller - New Edition (pp. 197-214). New York: Chelsea
House Publishers.

Churchwell, S. (2019). Requiem for an American Dream. New Statesman, 148(5460), 46-50.

Culberston, D. (2005). Sacrificing reality: Arthur Miller’s Resurrection Blues. In: P. Wolf-
gang & P. Steinmair-Posel (Eds.), Passions in Economy, Politics and the Media: In
Discussion with Christian Theology (pp. 345-361). Wien: Lit Verlag.

Driver, T. (1987). Strength and weakness in Arthur Miller. In: H. Bloom (Ed.), Blooms
Modern Critical Views: Arthur Miller (pp. 17-26). New York: Chelsea House Publishers.

Hutcheon, L. (2002). The Politics of Postmodernism (2nd edition). London: Routledge.

Iannone, C. (2003). In Arthur Miller'’s America. Commentary, 116(5), 50-52.

Leinster, C. (2018). Postmodernism, or the Changed Logic of Late Arthur Miller (Unpublished
doctoral dissertation). University of Seville, Seville.

Lodge, D. (1977). Modernism, Antimodernism and Postmodernism. Birmingham: University
of Birmingham.

Mason, J. (2003). Arthur Miller’s ironic resurrection. Theatre Journal, 55(4), 657-677.

Miller, A. (1949, February 27). Tragedy and the common man. New York Times. https://
archive.nytimes.com/www.nytimes.com/books/00/11/12/specials/miller-common.
html?_r=1&oref=slogin

Miller, A. (2006). Resurrection Blues. New York: Penguin Books.

Otten, T. (2002). The Temptation of Innocence in the Dramas of Arthur Miller. Missouri,
Columbia: Missouri UP.

[omkwuh, P. (2022a). MoTus XpucroBor fpyror fonacka y gpamu bays sa Mecujy Aprypa
Munepa. Lpxeere citiyguje, 19, 581-596. https://doi.org/10.18485/ccs_cs.2022.19.19.37

Momkuh, P. (20226). Hocitimogeprusam y iosnum gpamama Apitiypa Munepa. Kocobcka
Mutposuna: Punosodcku paxynrer.



COLLECTION OF PAPERS OF THE FACULTY OF PHILOSOPHY, LV (3) / 2025

PP. 151-165

Harama B. HUHYETOBI'h

YausepsnteT y [IpymTrHm ca mpuBpeMeHUM
cepumteM y KocoBckoj Mutposuiu
Dunosodceku paxynrer

Katezpa 3a eHITIECKM je3VIK U KEbJKEBHOCT
Kocoscka Murposnia (Cpbuja)

Bbnys 3a Mecujy Aprypa Munepa:
HajMame MIUIEPOBCKa JpaMa?

Pesume

[Tonaszehn oy 3anmakama fia je gpama brys 3a Mecujy Aprypa Musepa 1o MHOTO 4eMy
ocobeHa y OTHOCY Ha IIpehalls oIyc paMaTypra, HyAMMO JOKa3 Ia 0Ba fipaMa CBefouMn
0 eBOJTYLMj} IIMIITYEBOT CTHJIA, /M He U (OKyca. 3aK/bydak fia je oBa ApaMa HajMambe
MIIEPOBCKA, TTOCTIEINLIA je FheHe CAaBPeMEeHOCTH 1 IpyIarol)aBarma TeMe HOCTMOACPHIM
VIHTeJIeKTYa/THIM CTpyjama. Vako je KoHTekcT MimsiepoBe IpeTIocye/be [paMe HeoOUTHO
IIOCTMOJIEPAH, TeMe KOje IIPOXKMMAjy YUTAB HEeTOB OIIyC, TEME JPYLITBEHE KPUTHKE,
Kao M KpUBUIIE I HEBMHOCTH, K/bY4YHE Cy U 33 OBY JipaMy. AyTOp y OBOM Pajly TBpAy Jia
mpama bnys 3a Mecujy, nako 4ecTo TyMadeHa Kao I[IHMYHA, Cyrepuile fa MoryhHoct
Ipy>Karba OTIIOpa CHCTEMY U IIperopofia mocroju. Mebhytum, fpama He nMIymypa aa je
my6uHCcKa mpoMeHa Moryha MOIMTIYKOM PeBOTyLjoM, Beh jefHo mpoMeHOM YHyTap
II0je/IMHIIA, Tj. PEBOMYLMjOM CBECTIL.

Kmwyune peuu: Apryp Musnep; bnys 3a Mecujy; opylITBeHa KPUTUKA; KPUBULIA;
HEBMHOCT.
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