Chapter IV

Towasrd O 'Neill’'s Tragedy‘

Py
S

Like many other Western' writers, O’Néill is

inflﬁenced by-Greek s_vl\i cwever, unlike other Greek
influenced writers “?;H% fofSetiot just borrow the plot
from s tragedy o ; | TR, . On the contrary, hé
adopts from G » - the pldt _bu£ also
seversal Gréek 'ss structure, the
unities of ti pls , masks, the tragic
hero, and desti snd he experiments

" with these eleme ey e v s 2 \lrems sppropriate for his

time and 3 myth o ???Eﬁﬁi- restion.
e _ '
Becons —Q?; rFﬁe gets from Greek

tragédy into 1fme' = thbugh the sddition of

other psychologhiggl =ource¢; ‘Thus, there sre  seversl

dpparturﬁﬂtuﬂg mﬂmsngﬁjs’] ﬂkﬁ most remarkable

eparture 15 his hesvy @se of the, ides of fimstions on the
pmﬂwq aﬂnimqu@mqﬁ&edmus and
Electra comglexes Hence, Freudianism is attrlbuted Lo
‘him by ecritics. However, 0 Neill disclaims any conscxous
~use of psychoanalytic materisl,” in s letter to Joseph

Wood Krutch, by saying that
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as for that complexes of the characters . . . I must
confess that . . . in the writing I never thought of
them as such in any Freudian sensé;gnd that’ s probably
why no exposition of them obtruded. I'm no grest
student of psycho-analysis although, of course I do
know quite a bit sbout it, without even having gone in'

for s complete sn vself, and I'm enormously

interested to eventuslly emerge as

sciences ouib

ones. 2

Further, he cl{ ]

is undoubt

and the Behaviouristic

analytic idéas, still
those same i ve (ndk-01d 'L e artist and

any sartis : ogist and had had a
varied and ive. experienge with life and all
‘sorts of peop ,n“'r-"{ \ tten the play without

even having hesrd-—& "Jung, Adler snd Co.2

ﬁ?gwjﬁj
Addit 1onally, ieoneth Mpcgowsy cordg thst 0" Neill, after
his 1nterv1ew if d him that he was

suffering from.}hls very complex, himself. 3 Apart from

AulanenineIns
- Wmm RTINS

, Vol. 1:

1900-1940 (Cambridde: Cambridge University Press, 1982},
p, 71.

1bid.

Sarthur and Barbara  Gelb, Q;ﬂgill (New York:

Harper & Row,'1973), P. 595¢
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his own Qedipus complex, O'Neill alsoc gets the idea of the
strong sttachment between brother snd sister and the
rivalry snd hostility between daughter and mother from his
experience with the Halladays, his neighbours. As Louis

Sheaffer points out:

0'Neill in Ade' ‘ with
iqpestuous fe ; other and sister, with

rivalry and hostdli A RELT] -aughter snd mother,

4

every drop o’ bl Vl l.i \\ -—her heir."5 On the

would have ~\\r\; _drama and the case

models.

:?55\ Eben hlnts at his

. brothers: "I'm Maw--

histories of

In De

Qedipus comple

other hahd, when ;7: } 735 s father, he éays: 1

pray he’s dleg ‘i:fgggaaé_;__ 5) and he thinks that it
is his fat‘ of his mother’s

Y )

death There‘zl- ge sgainst him. Another

indicstion of }s Oedlpus complex is that slthough he is

attached ﬂduﬂ{a ty‘.ﬁ ﬁﬁpﬁtﬂf] m-efuses to accept
q Wqﬁﬂﬂﬁm NWTJWEIWEQ t

4

Louis Sheaffer,
(Boston: Little, Brown and Company, 1868), p. 328.
| 5Eugene 0 Neill, Dﬁﬁ;:ﬁ.ﬂndﬁx__hhﬁ__Elns in his
Ihzgg_Elaxs;gﬂ_znggng_ﬂ;ﬂglll (Mew  York: Vintage Books,
é 1952), p. 8. All future reference to the work will be

cited parenthetically in the text.
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a7

it until she, in his mofher’s parlour, identifies herself

with his mother:

Abbie B I Tell me about yer Maw, Eben.

Eben They hsin’'t nothin” much. She was kind. She
was good.
Abbie . . . I°1ll, be " good t° ye!

Eben  Sometimes She i 51ng fur me.
Abbie 111 sing fus

Eben This Wag. i A as.her farm.
Abbie This ig 7 ?‘~ . 5-h Ly my farm! |

Eben ie!--now I kin say

ixd
/ [pazizg, 100 pe. 35-37)

In sddition, O Nei

o’ vye--every hour

'fhraim, Eben’'s father, =
indicates his need for
motherly warm '~ntiong1 symbol of

maternity.

, 0'Neill diverges

Mourming Becomes Electra
mtentmﬂmm AT NERAT] B nis erasmentary

1arﬁ tﬁ:féi;él@ ﬁZ‘% hﬂﬂrﬁe’i’?e outlinepof the play:
Electra loves Aegisthus--always fated to be mother’'s
rival in love, slways defeated--first for father’s
love, then for brother’s, finally for Aegisthus;
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Aegisthus bears strong facial resemblance to Agamemnbn

A

and Orestes.6

It is obvious, then, that O'Neill emphasizes in the play a
child’'s fixsation on the parent of the opposite  sex.

Lavinia struggles with Electra complex She loves

her fsther but hates | he once tells Brant: "I

world. There is

im from hurt."7

love Father bet
‘nothing I wou Her
-words; to her his complex: "You're
the only man I 3 to stay with you!"

éomplex makes her
unsble to . 4 neﬁgafwer en dher father, with the
exception of Br ; \ embles her father. It
also-misieadingly q~w:.;7;1 i ie that her faﬁher needs

._.-j:".-r' = ké‘ E " %
her, too, as seen fi--Het word when she refuses Peter’'s

o X

'fﬂ 2
ﬂuﬂ’mﬂ'ﬂ‘ﬁ"ﬂﬂ"lﬂ‘i

A1 ﬁmﬂi@lﬁmmm f

(New York: Frederick Ungar

propossl:

Publishing Co., 1981), p. 1886.

7 , in  his

Eugene Q'Neill,
‘ ‘Nei (New York: Vintage Books,

c 1958), p. 241.  All future references to the work will

be cited parentheticslly in the text.
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Lavinia . . . I can’t marry anyone; Peter. I ve
» got to stay home. Father needs me.

Peter He s got your mother.

Lavinia . . . He needs me norg!

(Homecoming, I p. 235)

.Like his sistex, too, is dominsted by such

fixstion. While e mother 's rival in the

father'sllové, 0 rival in the mother’s
love. When _Or ather is dead, he is.
very happy becauss rival is gdone and he
bélieveé he has He even dreams of
living with hié tells her: "You're
‘my only girl! ,..;-3; II, B. 300) and "I love you
better than an¥tifing.iiin tHe W " (The Hunted, II, p.

-
"fw‘i-‘

299). When he learns. that hiS mother loves Brant, he is

very sngry beﬁfg@ﬁ“‘

his mother ln;,gs,:w

35 been betrayed by

frtiis mother’'s death,
he transfers Iils moﬂ}er to his sister,
who more =and mbre resembles her mother. Even Brant,

onsstnefd 11G) UAGhY | edehbel bebd s comprox. e,

like Orin and Eben, hatés his father and lowes his mother
ﬂlﬁ;]ﬁﬁﬂ i:ﬁui] mt’;]ag %L’Eilq aﬂ\er s death
and trles to avenge her death He begins with Christine,
whom he hates at first because she is Ezra's wife. He
plans to use her as 2 means to hurt Ezra but later he
fails in loverwith her because her hair reminds him éf his
mother's. O Neill élso utiliZes the idea of the Oedipus

or Electra complex in many of his other plays such as
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Where the Cross is Made (1818), Dvnamo (1824-1828), The

' Great God Brown (1925), Strange Interlude (1826-1827) and
Days Without FEnd (1831-1833). Because of his strong
emphasis on the characters’ complexes, it can be said

that Ofﬂeill' substitutes the Greek notion of fate or

In Desire Under the

destiny with psychologi

Elms and Mo it is obvious that all

the crimes stem

Another ragedy thsat 0'Neill

makes in writing he aim of the sction.

"In Greek trsged sction is not a

"quality“--a chBngé j -but a2 "mode of action"--

"

s consequent " varistion upon . the

original saction interpretation of the

original may Ef i Falk explains:

In the Greek s Sequence of events

1

with the determinatise

originates'l of the protagonist

to acﬁ ﬁlsﬁnn sim or é&dd--to become aﬁ a2ll powerful

oo o] 3 4] ) VRBFAT4 caenor. e nas

schieve his aim w th ironic, direful results, or he

wmﬁmmﬂmﬁmnﬁﬁ“ el

8Doris V. Falk, "The ‘Trapped," in her -Euggng

the Plays (New Brunswick, New Jersey: Rutgers ‘University

Press, 1858), p! 137.
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process . . . the truth sbout himself and his relation
to the section is revealed to him. This revelation of
the self is essential to the depth snd significance of
s Greek . . . tragedy, but it is not an end in itself.
. It is & step in the action 9fAthe play, necessarily a
crucisl step leading to another "mode of mction;” that

is an event of vital i portance, but it grows out of

events and lead events different in kind

from those whi

of dZ:;

choices betwee

In the S d the troops to Troy

Tﬁ%aﬁt;. 1eads him to :fk:
to s=sccomplis
\

N
)

lesads to his desa 3 ede sctions have nothing

because
another actio e, sscrificing his
dasughter, lead hery, which finally
to do with "qualityd® On & - Tary, each of 0" Neill’'s

protagonists his real self and the

sense of belohgimgs—as—iratk=t f"es;

In O NellEB play, however, thﬂl self-revelation is

the o sim of 881 the sction; its purpose is
Fm FURIHDANT = worve e

myster of the se}f The end of such & search for

e hartoth ity s

An 0O 'Neill protagonlst is not compelled to make
choices  between alternate actions in order to
sccomplish snother action; he must make a choice

- B1pid., pp. 137-138.
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between alternate images of the self in order to

discover the real self--which he often fails to do..10

Ezra, before joining the war, thought in Puritsn
style: "Life was a dying. Being born was starting to die.

(Homecoming, III, P. 269). After

W//o his wife:
t@ in this war got me to

thinking th 50 common, it didn’t
‘mean snythi . » think oflife.
Death made g“{a‘- efore that llfe had

Death was being born”

his war experience,

It was seein

-n..*.:; 111, p. 268)

Furthermo ; ‘ \ Jung, "sees man’'s

¢ 1ife of neanlng and

' prlmary need

i X r
purpose--for s sense. '#E%ﬁﬁﬁ
*r

csn belong at~*“%

the Elms. Eph d

the universe to which man

11 4

, expresses what

-.rt to

underutanﬁ uﬂ f; if pdﬁe can trust. He
ore marrylng er

tells herfjthat b was lonesome, and

e ROR LS L LMEL 113 N15): P

made Bim more lonesome. He, then, married his flrst wif

in his Abbie, his fe, whom he thinks

181pid., p. 138.

Doris V. Falk, "Theme," in her Eugepne O Neill
and the Tragic Tension (New Brunswick, New Jersey: Rutgers

11

University Press, 1958),p. B.
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who bore him two sons and then his second wife, Eben’s
mother. Despite the facf that both of ‘his wives were good
women, they never understood him. Even worse, all his
sons hate him. When his second wife died, he 1left the

farm and met Abbie. However, as he opens his heart to

Abbie, he realizes hat| ‘ oes not understand him,
either. His attex rately fails. Even in
his own house, and has to go %o the
barn to sleep "They’'s no peace
in houses, t folks. Somethin’s
always livin’ o t° the barn an’
rest s spell” (0'Neill, like his
protagonists, He slso sometimes
escaéed from the invited by sleeping in

the bsrn.)

Tibe--- ghed, Act IV, scene

i, feels the s 'Despale being a‘ powerful

::::?”maﬂﬁm Dk 1A SR
m,,m&m"s AT :::i:;

lonellness'" Callgula, too, after murdering

leugene 0 'Neill, La.zms__Lanihssi, in Nine Plays

{New York: Random House, 1932), p. 464. All future
references to the work will cited parenthetically in the

text.
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Tiberius savagely cries to the empty amphitheatre: "Kneel
»down! Abase vyourselves! 1 am your Caésar and your
God!™" (Lazaxns;*Langhgd;}IV.ii, p. 480). As he becomes
acutely aware of his loneliness, he ends by "groveling in

a paroxysm of terror” (Lazazns_Langhgd, IV.ii; p. 480);

- Ezra Mannon [%fronted with the same

problem. Like E - oved and lived close
to his wife, Chrisia ‘ -?‘1:-?3!!?5 been some . barrier

fronv each other!

i\

between [them]l--
[He]l would try exactly what that
wall was but ([le L;f‘y-'“ (Homecoming, III,
p. 2689). He felt #£hs :';'.‘n\\;;fohg and in order to
get out of his &y . séa:ch of his real
pllf :;?-f - ne  really belonged. He

gﬁ " :
joined the Meiﬂfﬂﬂfi&if.'f'“‘-w siringly hoped that he

self snd of the

might be kil N [gtjine: "I made up my

mind I'd do miﬂwork e 'wor 1d ag@ leave you alone in
your llfeﬁﬁ d notemare," and@’I became a judge and =z majof
W& AV G k) vy wina  rron

thin LHomecomingy/ 11T, p. 270).

Thusﬁ'im@a;mummm YT

'alternate images of the self in order to discover [his]

SDO

real self. . . ."13 However, he, like other protagonists,

13Doris vV.‘Falk, "The Trappea," in her Eugene
0’'Neill and the Tragic Tension (New Brunswick, New Jersey:

Rutgers University Press, 1958), p. 138.
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fails. Thereforey he returns home to his last chance,
but he fails since the one whom he thinks of as his last
hope unmercifully betrays him and poisons him. .O’Neill,
himself a lonély ‘man, also searched for belongiﬁg. He

laments his destiny, which he cqnsiders‘ the destiny

of v‘all ~men, in , his

bd himself, in Edmund’s

sutobiographical

words, "as stranger at home, who does nbt

Ly wanted, who o¢sn never

;\5;r5“x love with death.“14

’h,*
appeers in other of his

reslly want
belong, who musg
This sspect

plays such as Ik 2iry Aped Dvaamo and Strange Interiude.

Additioneg. =L LY : departs from the ides
of Greek tragic he Greek sense mesns

d1v1ne dPte min ; god preordaining of and

~intervention 3: tl., in a conversation
with Joseph W&?d Kruteh;" eSS him i}atvhe believes is a
subject worth Cwmiting abewt: "Most modern plays are

soncernealitthd ihed AL ERH] BoWebh U Gt . out

does not 1nteresf me atfall. #m interested only in the

rela‘élgﬁ Aadn5 NN ) @b, 0wernn

14p.gene 0°Neill,

~ (London: Jonsthan Cape, 1858), p. 135.
15EugeneA 0 "Neill, Converssation, quoted in -Joseph
Wood Krutch, "Introduction," in Nine Plays, Eugene O 'Neill

(New York: Random House, 1932),p. xvii.
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believes that v"thé old God" was dead sand ‘“science . and
meterislism” failed to create a "new One.” Thus, 0 'Neill
concludes: "The one sUbject for drama is mnan and his

struggle with his own fate. The struggle used to be with

vthe gods, but it is now with himself hls own past, his

'W/lon, 0'Neill once said:

I'm always, terpret Life in terms

of lives, ng Gek IFVr?'!H-ﬁ.gms of character. I'm

attempt to belong.”

‘always acu o {'\\{:ﬁhg;‘ orce . behind--(Fate,
God, our bi - f : \ reating our present,
whatever one #2318 Mt~ Myster ertainly)--and of the
one eterng : his glorious, self
destructive £k 2 \ ke Force express him
instead of by ", “am ,}i is, =an _infinitesimal

incident in

Hence, 0 'Neill inevi®] stitutes the Greek divine

AZBELS
determinism H.mwum.nuun.q”"u_“_wv,wl:; ism--psychological

fi

determinstism and 1 e

ﬁ

ﬂﬂﬂlﬂﬂﬂﬂﬁﬂﬂﬂﬂ‘i

Eugene 0°'Nefll, quoted in dinited . States
xnfoﬂﬂqaﬂﬂwa AEhe., e,

P.

listic determinism.

17Eugehe 0 'Neill, Letter to Arthur Hobson Quinn,

1825, quoted in Doris V. Falk, "The Searchers,” in Eugene
the Play (New Brunswick, New Jersey: Rutgers University

Press, 1858), p. 25.
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The‘ fundamentsl view of a naturalist is that man
is =n sanimal in the natural world responding to
environmental forces snd internal stress and drives, over

none of which he has control snd none of which he fully

understands. In , the environment,

W/f le in the play. Close to
) i& characters” identities
d b@ this play, Ephrainm,

Eben and  Abbj T thig, land--however, with

-\-\x ifies with his

\ .
\\:}\ to her hkome .

\\ st "[tlhe 1land

the lsnd, plays an
the so0il and  bel
and destinies are
different meand esrth is as ‘the
source of hi
mother while

Nevertheless, O°

cannot be posse T : psnds éurrender."18 Thus,
Ogﬂgill’s characteréggg%ﬁf;; o possess the land are
futile. Ephzzim h: v-‘-—----v<——~--,»v,—---‘L,Qi her in  order to

i \,
possess her laﬁk, brothers’™ shares of

the land to

e AUSRNHN N AT

Ironicallyl st the end of the play, none of them can take

QRGN FURIIINYATE o

decides in his flerce possessiveness to burn down the

-e thp sole owner aﬁ Abbie has married

18Tavis Bogard, "0'Neill Versus Shaw,” in T.W.

Craik, ed.,

,‘Vol.
8: American Drams (London: Methuen & Co., Ltd., 1877), p.
68. "
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farm, and everything on it, except the cows, so that it
would not pass on to anyone else, and he then goes sWBY

from it.

Apart from the land, Puritsnism also sappears in

many of O'Neill‘s pls

one of the forces in the
environment that sha ‘ cters. In Desire Under
the Elms and Mo '..aq."» o5 E1EGLrs, both the Cabots and

the Mannons ;/. ur
snd in s Puri . A

God is wrathf

s Puritsn community
tc Puritanism,
g&Fic, restrictive, and
retributive. He g fii ohrsim, \not easy but hard and
lonesome and old Ephraim idehtifies

with the farm itW¥e B soil of whichi he haw

by sheer- doggednes~4-xa;' iving"lg——"God's in the
' . ;*fg“iﬁﬁji . ,
stones!"” (Desixe ier the i, p. 31). Ephraim

-

_ has dedicated] I this God. He has

sacrificed hisinons,- ENS1av d theiﬂto'the farm, and his

L [HCTPA 1T
" WTRINSEA Ingay

second wife, whoh#he marriedfdot for love but for 1and, by
overwor}u@

185,ris V. Falk, Eugene O'Neill snd the Tragic -

Wwwm (New
Brunswick, New Jersey: Rutgers University Press, 1858), p.

. 95.
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In

" Puritanism is also
the prominent fesature which shapes thé Manﬁons’ fate,
especially its sattitude toﬁard life ana sex which is
- handed ddwn from generation to geﬁeratibn. The Pu¥itan

thinks of 1life in terms of death they deny llfe, 88 Seen

That’s always he uamway‘ of thinking. They
went to t . : s=house on Sabbaths and
meditated : :
starting to

in Ezrs Hannon s remsr

Being born was

Nﬁh,*‘,x g, 111, p. 269)
\\\\

Another promin u Bf the mnons  Puritanism is
their attitude Thomas E. Porter

explains:

For .0’'Neid
45 ——— il—n—teptessive sttitude toward

iSm Was asssociated,

first and
sexual imp posed the greatest
problem foilthe Calvinist; it exﬂlcised the strongest
thes had toGs/be most =zeslously guarded

agalnﬁ TP I LR dn)aide} “afddip1ly  assinilated

sexnsll overtones; he fallen woman fell only in

- immmmm metjpnt g,

2OThomas E. Porter, “Puritsn Ego s=nd Freudisan

»" in Myth and Modern
;Angxigan;_nxama (Detroit: Wayne OSiate Universitv Press,

Unconscious:

1969}, p. 36.
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This Puritan attitude is primarily the origin vof the
family “curée"'which begsn with David Mannon’s seduction
of Marrie Brantome. Abe Mannon, Ezré’s,f&ther, hated .his
brother, Daﬁid, becsuse of his sinful deed. He drove the
couple out of the house and went so fa: as to destroy the
house in which the 3y | ok place. This‘hatred is
implicitly sccepte . way--"no gssociation of

the elect with t

us, he bequeathed his
righteocus hat - Mannons completely
refuse to. su _ }.i~ raced *'elatives even when

Adam Brant, to seek

In sdditio sr3 Mau attitude toward sex can
also be seen in his éxcl: ¢ “to his wife, saying, "What

are bodies to-me 77 Ashe Mashes, dirt to dirt! Is

- |
1

'ﬁp1
kinaof attitude toward

that your no.ﬁifj_ I married a body?"
(Homecoming, Iﬂ
love makes hinf, smhen sleeping with hls wife, turn love
into lusﬂ usEJ Q mﬂtmi w ﬂ’la isappouxted with
' devoted “himself &to business, as a good
. PUE 1%1“ ’].ﬁﬁ ﬂd‘i m:u Mn’;] Ilﬂ EJ ’Jﬁ EbL community
because diligence and 1ndustry are parts of the

’ traditional "Puritan ethic. Doing so estrahges them even

. more. It‘is even worse when he jealously takes the son,

‘to whom his wife had turned sl1l her love, awsy from her,

2l1p4d.
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which subsequently leads to her adultery and to her murder
of Ezrs. Lavinia, too, has a negativé attitude toward
Vlove s seen in her answer to Peter’s question about
whether Orin resally loves Hazel: "I don’'t know anythihg

about love! I don’t want>to know anything! . . . I  hate

love!" (H_cmg_ﬁ:_qmj.n&, 1,08 /y She can accept love only
in terms of brothe n in her rejection of

Peter’s =te EAyang: @ you as & brother,

Peter. I wonldng : B \\BENE for anything"
(Hgmggnmlng I, all Mannons, also
thinks that e A dirty, Sheleabates it with “naked

women and‘sin"'

I remember : ssn¥ &1 admiration for the naked

native women. had found the secret of

happiness ever heard that love can

be sin.

Love, for Laviiﬂa, mesns only the phﬂlical sct of love and

il 13 {2 kS 0N 1 oot
* ART ﬁﬁf’lﬁ"mﬁ‘ﬁ‘ﬂ kA ﬁ’?tf it

love 9Peter s=snd Hazel respect1ve1y, and a2 happy
married life; Had they been sble to love at the beginning

of the play, they, perhaps, would not have been doomed.

In Greek tragedy, usually the hero is faced with =
;errible dilemma between two fatal choices created by

gods. However, in 0'Neill’s tragedies, the hero strugdles
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from the hidden conflicts in his own mind which 0°'Neill

"22 In the manuscript version of

eslls the "inner drama.
“his foreword to Ihﬁ_ﬁngaz_ﬁgd_ﬁtgun; 0°'Neill says that the

theatre

church no longer gives us--a

2

should give us what

meaning. In bri d returh‘to the spirit of

Greek grandeu ave no Gods, [sic] or

ave tHE subconscious, the mother

»heroes Lo po
of all gods

Thus, O0'Neill r ,. g Wit s, subconscious in  his
tragedies, and £ 30 it is possible that
0'Neill derives bé ';J' HER d uﬁg "his basic model
of ‘human nature [ur J»js,,‘. vided, as composed of

warring instinctg: .egc an i unconsc1ous wish and

o
-

'}

1y

zﬂ u&l’mgmﬁ wqgnmmm, S —

Cargill, N Bryllion Fggin, anqnﬂllllan Flsher, eds. .,

u@mamwmm Eﬂ ﬁn&l University

Press, 1961), p. 118.
 23pigene 0'Neill, The Hanuscript found in the
Yale University Library, quoted in Doris V. Falk, "The
Searchers,” in Eugene O'Neill and the Tragic Tension (New
Brunswicki»ﬂew Jersey: Rutgers University Press, 1838), p.

28.
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- > . ll2
conscious repression; false surface and true depth. 4

Moreover, he also sharés Freud s conviction that "the
unconsclous, the repository of our fundamental l1ife drlve,
is slmost wholly preoccupied with sex,’ n25 and that

this "instinctual drive contributes to the destruction of

the o::gaa'x'i.sn."m~3 : ’,#

In Desixe “Unde he-#iHE, Eben and Abbie are

sttracted to irst meet but Eben

tries to concea ich later is buried
in his subconéc' 11 be his rival in
the possession ious mind then-makes
him wear a "ma - 14 ke toward Abbie. However, when
Abbie identifie '_;:I iS§ mother, his natural
urge then éxpresées 3 his conscious mind tries
to Justify mfé eed as an’ f, rgvende sgsinst his

father.

Lavinia’ s case is

by “‘”"‘ﬂﬁffﬂ ﬂﬂ‘ﬂ‘ﬁ‘ﬂﬁ?ﬂ“ﬁ“ e

snbeonscioclls 1level, desplte the fact that Brant is

awwmmmnwmaﬂ

C W. E. Blgsby, "Eugene 0 'Neill," in A Critical

— i v ,VOl.l!
1800-1940 (Cambridge: Cambridge University Press, 1982),

Cp. 111, |
2%1pid, p. 111.

261444, ' :
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cuckolding her father. She refuses to ﬁccept this when
Christiné poihts it out to her but she keeps on trying to
convince her mother that her motive for separating Brant
snd Christine is not her jealous rage but her morsl
outrage at adultéry. It is obvious that her urging Orin

!

not have him, no o 1ther However, in the

to killyBrant comes ou ieslous rage. If she could
final tragedy V 3 er ‘subconscious does
express itselfl srms, calls him Adan.
Thus, both Eb med by this kind of

psychological

derived from Greek
" tragedy, O 'Neill American culture and
history snd upon and contemporsary

experience £fg he did so was his

intention, as

I intend E@ E}ke my own, Lo write
sbout anytqelg under th sun in any manner that fits

el ﬁﬂ;ﬁﬂﬂﬂﬁﬂﬂ‘lﬂimﬁt 13

it the truth as €I know At or, bether still, feel

FRIANNIUARIINEIR Y

His successful merging of past and present, universal and

personsal, myth and reslity constituteé the true beginning

2?Eug'ene 0- Neill, quoted in 7Barrett H. Clark,

.Enggzm_g_mum_ﬂa:und_ﬂls_ﬂm (New York: McBride,
1929), p. 195. 8
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of American diama, Before this, American drams was merely
an adaptation of Europesn drama. More than any ofher
American dramatist, he has attracfed the attention of
critics around the world for O'Neill did more than adaptf—

he remolded sncient strugdgles, experinented( with modern

and drew uapon personal
struggleé and exée#k, his own unique version
of the universal sbrus o ith himself aﬁd his
environment. 0'Neill sﬁillfully
revesals the tines yét in his
creation of [fferent, he makes us
painfully awar - j:.; at ‘the complexities we now
face are‘neithé bnly time and place

ha#e changed.

ﬂumwﬂmwmm
ammnimumawmaa
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