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The Members of the Lost Generation produced a diverse body of literature, from
novels and short stories to poetry and essays. One area of the Lost Generation's output
that has never been examined are the plays that were created by the members of that
expatriate community . The plays range from the well-known and oft performed, to the
obscure and never-produced. Many of the best-known members of the Montparnasse
environment have at least one play to their credit: Hemingway wrote his political The
Fifth Column, and F. Scott Fitzgerald, who was a popular student playwright while at
Princeton, wrote the little seen The Vegetable or The Mailman. Archibald MacLeish is
primarily known as a playwright and a poet who, while living in Paris, wrote
Nobodaddy, a biblical verse play that contains many of the elements that make his later
play J.B. such a powerful work. ‘Gertrude Stein wrote numerous plays, including Yes is
for A Very Young Man, and Dr. Faustus Lights the Lights. Stein also wrote the librettos
for two operas, The Mother of Us All, and Four Saints in Three Acts. All of Stein’s
staged works pushed the limits of what was considered theater. While these are some of
the better-known figures of the Lost Generation, some of the most interesting plays from
that period were written by some of the now lesser-known figures: Elmer Rice, John
Howard Lawson, Thomas Wolfe and Djuna Barnes. These writers experimented with the
genre of theater known as Expressionism.

Expressionism may be said to have been originated by August Strindberg ( 1849-
1912 ) in'his later, non-naturalistiq plays. It was an artistic movement that was popular in
pre- and post- World War | Germa.mAy, and was introduced in the United States through
the early works of Eugene O'Neill, Elmer Rice and John Howard Lawson. Collectively

these expatriates developed an American version of Expressionism while in Paris. Rice's



The Adding Machine became one of the best-known Expressionistic plays ever written.
John Howard Lawson wrote two Expressionistic plays, Roger Bloomer and Processional.
Thomas Wolfe, while known primarily for his quasi-autobiographical novels, originally
determined to be a playwright. His final two plays, Welcome to Our City and
Mannerhouse, both contain a myriad of Expressionistic elements. Djuna Barnes had
several of her short plays produced by the Theater Guild before she moved to Paris.
Later in her life, she wrote The Antiphon, a play with many Expressionistic elements that
deals with incest and rape. This later Expressionism can be seen as not so much an
Americanization of German Expressionism, although there are certainly Germanic
elements in these plays, but rather as a return to the early Expressionism that is present in
the works of Strindberg. This movement from the political to the personal in the writing
of the expatriates parallels the development of Expressionism in the American theater in
general. Expressionism was only fully in vogue in American theater for two or three
years, while elements of Expressionism have been deftly integrated into some of the most
timeless works of the American theater.

To understand Expressionism as a genre of playwriting, it is important to examine
the genre that it developed from: naturalism. Prior to the naturalistic movement, theater
was largely unrealistic. Naturalism changed that by daring to tell realistic stories, using
actors that performed in a realistic manner (e.g. Stanislavsky and Chekov). Naturalism
took up the nature side of the nature vs. nurture debate. Its believes that people are born a
certain way, and that it is genetics, not upbringing and environment, that determines a
person's c?ourse in life. Trends and genres in literature usually develop as a response to
the status quo, and so Expressionism, with all of its symbolism and psychological
undertones, takes up the nurture portion of the argument. It examines the upbringing and

the experiences that shape a person's subconscious, rather than the theory that a person



was born a certain way.

Expressionism, as a genre of theater, has its beginnings in the later works of
playwright August Strindberg. Strindberg is now remembered primarily for his
naturalistic plays such as Miss Julie; however, he also wrote To Damascus, a work that is
considered to be "the first expressionist play, where all the characters are emanations of a
soul"(Furness 5) . He was fascinated with bringing the aura of the dream-vision to the
stage, and his later plays, such as The Ghost Sonata, are a radical departure from his more
naturalistic plays such as Miss Julie. Strindberg was concerned with the psychological
processes and symbols behind dreams. In his introduction to 4 Dream Play Strindberg
stated his goal as the following: “The author has. . . .attempted to imitate the
inconsequent yet transparently logical shape of a dream. Everything can happen,
everything is possible and probable”(xviv). This interest in a psychological, primarily
Freudian and Jungian, basis for playwriting was added and expanded by members of the
German Avant-Garde.

The Germans added an anarchist's sensibility to the work started by Strindberg,
and so German Expressionism, while being rich in psychological content and theory, also
had a much stronger political bent than that of Strindberg and the later American
Expressionistic playwrights. While Strindberg attempted to show the dream-state on
stage, the German Expressionists went beyond this to show the mechanization of humans
in the post-industrial revolution society. German Expressionism was anti-materialistic,
anti-establishment, anti-government, and pro-human. It was against anything that held

humans back from reaching full individuality.
Expressionism is a genre of theater that "attempts to present an abstraction of life,

to present its essence. . . He [the playwright] retains surface reality but alters it in many

ways: the distortion of scenery, make-up, and physical and temporal elements; the



stylization of language and action" (Durham 40). Much of Expressionistic theory was
based upon Freud's theory of the subconscious mind. Expressionistic drama often looked
into the subconscious mind of its main characters as the motivation for their behavior.
The abstract settings of Expressionistic plays would often symbolize inner-conflicts and
gave insights into the subconscious mind of the main characters. There are also Jungian
elements present in Expressionism, primarily in the archetypal character types.

It is difficult to give a simple definition of Expressionism because it covers so
much of what is today taken for granted in plays. There is no set definition for
Expressionism, but there seems to be a consensus of what makes a play Expressionistic:
"In Expressionism there is an undeniable tendency away from the natural, the plausible
and the normal towards the primitive, the abstract, the passionate and the shrill" (Furness
21). This is the overall tone of Expressionistic theater, a dream-like, primal,
subconscious state reproduced on stage for all or part of the production. Playwrights
would utilize different techniques to create this atmosphere. The settings of the
productions "avoided reproducing the detail of naturalistic drama, and created only those
starkly simplified images the theme called for" (Styan 4). "Curtains or screens for scenery
are sometimes used to make a setting abstract. Hanging in folds, curtains suggest a
plasticity but not realism" (Fulton 207). The settings are often symbolic of the
subconscious of the main character(s)"A symbol being an object that stands for another
object or an idea by suggestion rather"l_than representation, symbolism in the drama is the
use of a character, a situation, scenery or even lighting to suggest something else" (Fulton

206). To aid in the non-realistic settings, expressive and experimental lighting was often



used, as were set pieces of "bizarre shapes and sensational colours"(Styan 4).

In addition to symbolic and jarring settings, playwrights would shun the
conventions of traditional storytelling. The poetics of Aristotle and the traditions of the
well-made play were set aside for more scenes in a shorter period of time, to keep the
audience for becoming comfortable with the subject matter.

The plot and structure of the play tended to be disjointed and broken into
episodes, incidents and tableaux, each making a point of its own. Instead
of the dramatic conflict of the well-made play, the emphasis was on a
sequence of dramatic statements made by the dreamer, usually the author
himself. Styles of dialogue that were equally unsettling (Styan 4).

In his introduction to Roger Bloomer, Fulton likens the shifting of scenes in
Expressionistic drama to "the fragments of colored glass in a kaleidoscope” (207).
Expressionism shunned much of the predictability that is present in the usual stock plots
of traditional plays. Because of their structure, Expressionistic plays lose the traditional

dramatic build-up of rising action to climax present in naturalistic theater. This can make

watching Expressionist plays an uncomfortable experience for many audience members.

The characters in Expressionistic drama are often symbolic archetypes rather than
well-developed character studies. Often they were not given names at all, but were
rather referred to by the type of character they were supposed to represent: "characters
were stereotypes. . .rather than individual personalities, and represented social groups
rather than particular people. In their impersonality, they could appear grotesque and
unreal" (Styan 5). Some playwrights went to the extreme of having characters wear
distorted masks to represent their characters. This is a technique that Djuna Barnes uses

to great effect in The Antiphon. '
With the unrealistic characterizations comes a highly stylized type of dialogue



and an over-the-top style of acting. The speech patterns utilized in expressionistic theater
are intentionally non-realistic. The dialogue can be incredibly formal, or it can be rapid
and clipped. Fulton calls this quick, clipped speech "telegraphic dialogue," and likens it
to the short sentences in a telegram (206). Styan also remarks on this "telegraphese," and
also states that "the dialogue, unlike conversation, was poetical, febrile, rhapsodic. At
one time it might take the form of a long lyrical monologue, and at another, of staccato
telegraphease - made up of phrases of one or two word explicatives" (5). Realistic
dialogue between two or more characters is a rarity in expressionist plays.

To heighten the aura of unreality further, non-realistic acting techniques were
developed to suit Expressionism. Realistic acting had only recently been developed,
chiefly by Stanislavsky for use in Anton Chekov's plays. Realistic acting would have
been far too limiting in portraying the Expressionistic vision of the human psyche: "In
avoiding the detail of human behavior, a player might appear to be overacting, and
adopting the broad, mechanical movements of a puppet. All of this lent a sense of
burlesque to the image of life presented on the stage" (Styan 5).

Elmer Rice defined Expressionism in a letter to the Dramatic Editor of the New
York Times. In this letter, Rice was discussing the parallels that the critic drew between
The Adding Machine and several other plays of the time, including Lawson's Roger
Bloomer:,

And upon reflection it st"r_dck me that what all these works have in
common...is perhaps a method of attack. That is to say, they all attempt to
go beyond mere representation and to arrive at interpretation. In each of
them there is an element that can be called, I think, Metaphysical. The

author attempts not so much to depict events faithfully as to convey to the
spectator what seems to him their inner significance. To achieve this end



the dramatist often finds it expedient to depart entirely from objective
reality and to employ symbols, condensations and a dozen devices which,
to the conservative, must seem arbitrarily fantastic. This, I suppose, is
what is meant by Expressionism.
None of the playwrights of the Lost Generation considered themselves to be particularly
lost, or as part of a larger artistic group. They have been labeled thus primarily because
they were in the same place, Europe, specifically Paris, at roughly the same time. The
sense of belonging and community vary, depending upon whom you read. The popular
myth of the drunken expatriate, disillusioned after the horrors of the war, can be
attributed mostly to the works of fiction that come from this time and place. F. Scott
Fitzgerald, Emest Hemingway and Djuna Barnes fictionalized and popularized the
exploits of the Lost Generation, and the essays of Malcolm Cowley gave insight to the
experiences that motivated the fiction. For the majority of the expatiates, Europe was a
place of cheap living and cheap drinking, a place with a more relaxed outlook on morality
than the business-obsessed America that is reﬂected by Rice, Lawson and Wolfe. None

of the writers became permanent residents of Paris; it was simply the place for an artist to

be creative. It was The Place To Be.

The best-known of all these playwrights was Elmer Rice. Rice was born Elmer
Leopold Reizenstein on September 28, 1892 in Maﬁhattan. He wrote his first play in
1914, at age 22. It was called The Trial, and it was an instant success. The Trial was one
of the first Broadway plays to make exterllsﬁve use of the flashback (Sievers 146). Rice
continued to make technical and stylistic’innovations in his plays, but he didn't reach the
level of notoriety that The Trial brought him until 1923, with the Theater Guild's

production of The Adding Machine. The pfoduction folded after less than three months.



The Adding Machine, which produced by the Theater Guild, debuted in the 1923
Broadway season, was called by theater critic and historian John Braeman: "One of the
best American expressionist plays--comparable to Eugene O'Neill's. . . The Hairy
Ape"(Masterplots 6). The play was not well-received by the public or the majority of the
critics, but has grown into one of the foremost examples of Expressionism in American

theater.
The Adding Machine is the story of Mr. Zero, a man who has worked in the same

company as a bookkeeper for the past 25 years. He lives in a shabby apartment with his
domineering wife, who has recently made him turn in the prostitute that lives across the
way from them. Watching the prostitute undress at night was Zero's one sexual pleasure
in life. Scene two shows Zero with his assistant Daisy Diana Dorothea Devore. Both
secretly love each other, but are too repressed to act on their feelings. Zero meets with.
his boss, thinking that he's going to get a promotion for 25 years of work. Instead, his
boss fires him, and replaces him with an adding machine. Zero murders his boss by
stabbing him with a bill file. In scene three, Zero returns home to a dinner party with his
neighbors and co-workers, Mr. and Mrs. One through Six. At the conclusion of the
dinner party, Zero is arrested for murder. Scene four is Zero's trial. Zero's testimony is a
long, stream of consciousness monologue. He is found guilty by the jury and sentenced
to death. In scene five (which was omitted from the original production but later
restored)-Zero is locked in a cage and put on zoo-like display as " The North American
Murderer". Scene six takes place after Ze::r(;'s execution. The prostitute that he turned in
comes to Zero’s grave, and tries to convince her customer to have sex with her on it.

Zero also meets Shrdlu, a corpse that murdered his mother and wishes to be punished for



his actions. Scene seven finds Zero and Shrdlu in Heaven/Elysian Fields. Zero finds
Daisy, who committed suicide because of Zero's death, waiting for him. They tell each
other of their love, kiss passionately and dance. Zero is shocked by the lack of what he
believes to be morality in Elysian FAields, which is populated by, in Shrdlu's words,
"drunkards, thieves, vagabonds, blasphemers, adulterers." (54) When Zero learns that he
and Daisy can be together forever without marriage, he is outraged and wants to return to
the "respectable" world of the living. The final scene of the play opens twenty-five years
later, with Zero operating an adding machine. Lieutenant Charles, one of the officials in
Limbo, tells Zero that he has to return to earth as an infant. Zero, who wonders if he will
return as a king, is told by Charles that every time Zero has been reborn, it has been as a
’ slgve, and each slave has had less and less will. Zero refuses to go until he is lured away
by the promise that a beautiful blonde haired woman named Hope will escort him to
Earth and help him forget. Zero enthusiastically chases after the vision, and Charles calls
for the next person to be brought in.
The character of Zero was Rice's attempt to illustrate the psychology of the slave

mentality, which he called the Zero psychology.

In the Adding Machine I have tried to show how the Zero

psychology reacts to this ideal of freedom. Unless I have

totally hit wide of the mark, the Zero psychology is the

slave psychology . And the one thing that the slave hates

and fears beyond all other things is liberty. For the slave

senses unconsciously that authority means not only

exemption from thought, but §écurity. The power which

enslaves him protects him as well.
(Qtd. in Sievers 148-149)

A name is one of the foundations of personal identity, and very few
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characters in The Adding Machine have individual names. One of the
most common devices in Expressionism is to have the characters represent
types, rather than Individuals:
Characters lost their individuality and were merely identified by nameless
designations, like 'The man', 'The Father', "The Son', 'The Workman', 'The
Engineer', and so on. Such characters were stereotypes and caricatures
rather than individual personalities, and represented social groups rather
than particular people. In their impersonality, they could appear grotesque
and unreal (Styan 5).
One of the keys in making a slave is to strip that person of identity, and to make him/her
an object rather than an individual . Zero is thus objectified in his symbolic name, a
man reduced to nothing. His boss doesn't see him as being a person; he's one of the
workers, and fully replaceable by The Adding Machine, which is more cost effective.
There is no distinction made in the work place between humans and machines. In the
final scene this theme is restated; Zero is working on an adding machine, in a room piled
high with calculator tape. It takes a physical effort from the Lieutenant to pry Zero off of
the machine. He has become a physical part of it. Zero has stopped being human, at least
in symbolic terms. He dresses and acts just like all of the guests at the dinner party in
scene three. Zero's friends, if they can be called that, also have numbers for names, and
they all dress the same way . The wives all wear the same dresses, and the husbands the
same type of suit. The couples are all identical, except for a few superficial differences:
Zero goes to the entrance door and opens it. Six men and six women file
into the room in a double column, The men are all shapes and sizes, but
their dress is identical with that of Zero's in every respect. Each,
however, wears a wig of a different color. The women are all dressed

alike too, except that the dress of each is a different color. (Rice 16)

When they speak, they all repeat the same tired cliches. They discuss the weather or the
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movie that they have seen, or an illness that a relative has had. The order in which they
speak in is repeated throughout the scene. It is a descending order from Mr. or Mrs. Six to
Mr. or Mrs. One, with Mr. Zero not participating. The men and the women don't interact
outside of their sex group, until they end up damning anyone that isn't like them:

ALL [in unison]. that's it! Damn foreigners! Damn Dagoes Damn

Catholics! Damn Sheenies! Damn Niggers! Jail 'em! Shoot 'em!

Hang 'em! Lynch 'em! Burn'em!

[They all rise. Sing in Unison.)

My country 'tis of thee,
Sweet land of liberty!(19)
In this example, all of the party guests share one thought, from minds that seem to be as
identical as their appearances. This occurs again in scene four, when the couples make
up the jury in Zero's trial: "JURORS [rising as one and shouting in unison]. GUILTY!"
(24). Zero's peers have a herd mentality; they follow the instructions of society and hold
the views that they are supposed to hold, without question. They are essentially a herd
with only a collective will.
When asked about the influence that Freud had upon his writing, Rice answered:

"The influence upon my thinking and my outlook upon

life has certainly been very great. . . .Undoubtedly the

effect upon my work has been considerable. . . . I have never

consciously set out to apply analytic theories, but the

concepts of the unconscious, of childhood conditioning,

of compensatory behavior, of the significance of dreams

have unquestionably entered into the choice of

subject and the treatment of character (Sievers 146).
This quote shows that the psychological theofi_és of Freud had a profound effect on

Rice's work. Freud's theories were one of the cornerstones of Expressionistic theater, and

there are Freudian elements in The Adding Machine. The most developed of these is the
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expression of the unconscious mind in scene two, in which Zero and Daisy work
together in the bookkeeping department of the department store. She calls out the
numbers that he adds into his ledger. They are outwardly hostile to one another while
they work. Subconsciously, however, each is attracted to the other. Rice shows their
subconscious thoughts in the series of interior monologues, and in the form of asides that
make up the scene. Daisy muses about killing herself. She wants to be kissed as she has
seen the characters in the movies kiss. She also thinks about her unrequited love for Zero.
Zero thinks about Judy, the prostitute, and how he should have availed himself of her
services. He also thinks about his attraction for Daisy, and rages inwardly about the cost
of treating his wife's pneumonia.

ZERO. the time the wife had pneumonia I thought she

was goin' to pass out. But she didn't. The doctor's bill

was eighty-seven dollars. [looking up.] Hey, wait a

minute! Didn't you say eighty-seven dollars?

DAISY [looking up]. What?

ZERO. Was the last you said eighty-seven dollars?

DAISY [consulting the slip]. Forty-two fifty. (9)
The classic Freudian slip is illustrated when Zero's subconscious breaks out to the
surface. He calls out the amount of the bill for his wife's treatment instead of the correct
sum.

Elmer Rice experimented with different types of staging in The Adding Machine.

The conventions of the time demanded that a realistic stage setting be used: if your
setting were a parlor, then it should look like a:pérlor with the accompanying props and

flats. Rice utilized an Expressionistic setting, where the sets reflect the state of Zero's

subconscious mind. The opening scene takes plaée in Zero's apartment, and the
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wallpaper consisted of "sheets of foolscap covered with columns of figures"(Rice 3).
These sheets are, of course, a look at the innerworkings of Zero's mind. As seen several
times in the play, as in the courtroom scene, and the scene at the office with Daisy, Zero
will spit out numbers at random. His job is his identity, and his home reflects this.
Another example of the symbolic and innovative staging was Rice's use of a
central turntable as a playing area. The rotating stage allowed the scenes to run
uninterrupted, so that when one set was facing the audience, the other could be put up by
the stage crew. Once one scene was over, the stage could be rotated into place, and the
play could continue uninterrupted. This second function of the turntable is apparent in
scene II, where Zero murders The Boss. Once again, the setting gives an insight into
Zero's inner thoughts. Once he realizes he is fired, the stage begins to rotate, and as the
murderous rage builds in Zero, the stage picks up the pace. There is also the addition of a
loud cacophony of jarring sounds that builds to the crescendo of the murder:
[Soft music is heard - the sound of the mechanical player of a distant
merry-go-round. the part of the floor upon which the desk and the stools
are standing begins to revolve very slowly. . . .The music becomes
gradually louder and the revolutions more rapid. . . .
Boss [barely making himself heard above the increasing volume of
sound]. I'm sorry - no other alternative - greatly regret - old employee —
efficiency - economy - business - business - BUSINESS --
His voice is drowned by the music. the platform is revolving rapidly now.
Zero and The Boss face each other. They are entirely motionless save for
the Boss's jaws, which open and close incessantly. But the words are
inaudible. The music swells and swells. To it is added every offstage
effect of the theater. . . .The noise is deafening, maddening, unendurable.
For an instant there is a flash or red and then everything is plunged into

blackness. (13-14)

The tempo and volume of the music, added to the rapid and unexpected rotation of the

playing are a very effective technique in displaying the chaos of an enraged person's



14

mind.

The final scene of The Adding Machine takes place in a room very much like the
one in scene two, Zero's work place. The difference here is that Zero is still in the
afterlife, and there is the accumulated debris of twenty years worth of adding machine
tape piled around him. The contrast between the pastoral loveliness of the Elysian fields
and the grim, dark surroundings of the work place is striking. It makes the enormity of
what Zero leaves behind by rejecting happiness and clinging to society's preconceived
notions of propriety and morality that much larger.

After The Adding Machine's run ended, Rice moved his family to Paris, where
they lived for almost two years. His desire to leave America was not a permanent one:

Though I shared a distaste for American Philistinisim, I felt
no compulsion to expatriate myself. I put no term upon my
absence, but I never doubted that I would come back. What
impelled me was my inner need for development. (Rice 210)

Upon his return from Paris, Rice reworked a previously unpublished play of his, On the

Sidewalks of New York, into his Pulitzer Prize winning Street Scene.

The Adding Machine is the purest example of an American playwright utilizing
traditional German Expressionism. The psychological and political elements of German
Expressionism are all present in the play. While Zéro is the central character, he is not
the focus of the play itself. What is emphasized is the effects of society and its

conditioriing upon Zero. The implication is that he is interchangeable with the other male

characters in the play.
John Howard Lawson was also a member of the Lost Generation. He joined the

Italian Ambulance corps in 1917, adding himself to the ranks of such noted members of
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the Lost Generation as Ernest Hemingway and John Dos Passos. He was a theater and
film critic as well as a playwright. His best known, and most classically Expressionistic
play, Roger Bloomer actually was produced a few weeks before Rice's Adding Machine,
but it is not as well known.

Roger Bloomer is the story of a young adolescent who leaves home to find some
meaning in his life. It is a story as old as the country itself, but Lawson imbues this
cliched plotline with several Expressionistic elements that make it fresh. What makes
Roger Bloomer interesting is the way the play uses Expressionistic elements to shows
Roger’s maturation into manhood on a psychological level. Lawson takes this rather
common subject matter and, using Expressionist dialogue and staging techniques, tuns it
into a fresh and intriguing story.

The first act of the play is set in Excelsior, Iowa, and it opens in the Bloomers’
dining room during a typical evening's dinner. Roger's father dominates the conversation
with his discussion about business and business principles. After Roger leaves the table,
his parents discuss the distance that Roger is putting between them and the changes that
are coming over him. The majority of the rest of the first act is broken up into different
attempts by Roger's father to draw him out into conversation, and make him more like
other boys his age. The next scene has Roger and Mr. Bloomer out walking when they
encounter, Mr. Poppin, another successful businessman, and his son Eugene. Eugene is
five years older than Roger and is attending Yale. "I_-Ie is brash and self confident in a way
that Roger is not. Mr. Bloomer, Mr. Poppin and Eugene discuss Roger, and come up

with a plan to have Eugene take Roger under his wing and turn him into a man. Mr.
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Bloomer takes Roger to his department and discusses the importance of business, and
how he will inherit the large, successful store. This scene introduces Louise, a counter
girl at the store who is homesick for New York. The act continues with a scene between
Eugene and Roger, in which Eugene tries to explain the reality of male-female
relationships at college. It is during this conversation that the root of Roger's problem is
revealed as women:

Eugene: What's bothering you? Cigarettes. . . coke, or women?

Roger [rising, a gesture of defiance]: Ah. . .

Eugene [in placid comprehension] Ah!. . . .Oh, I know, I see it in your

eye!

Roger: what?

Eugene: You talk highbrow, but it isn't that...oh, it isn't the bean; it's
inside!

Roger [frightened)] : Inside!

Eugene: One of those softies that go straight to Hell with skirts. . . .What

do you know about women?

Roger: 1 saw a burlesque show once, and I've got a copy of the Police
Gazette.

FEugene: Experience is the only thing that counts. (Lawson 230-31)

The scene continues with a frank discussion of sex. Eugene has a very pragmatic view of
sex and male-female relationships, while Roger is a romantic who is looking for what he

calls "A dim passion"( 232) with a single true love.

The next scene takes place at Roger's college entrance exams, where he refuses to
finish the test, and rips his paper up in front of the Examiner. He goes to his father's store
and tells him that he's not going to college. Louise the salesgirl comes in and quits so
that she can return to New York City. Roger stops her outside the store, and they discuss
l