Chapter II

0’'Neill’s Use of Greek Tragic Elements:

Structure, the Unities of Time and Place,'Chorus,‘and Masks

Eugene O 'Neill W8 WHagwa ss an experimental writer

for -he experimente literary theories in his

—J

3 A W, symbolism

combined with 28 ones, expressionism
in The Hairy Ape ,A...,k\\\\ L
and nsaturalism ) /llru f\l\\\\\\\\qn into N ‘ , Mourning

Becomes FElectrs & adc “:g.f 2y hhe ns, in order to

: writing,-such ‘8

create a drama mddern theatre. Apart

from these literar 11 was also fascinated

by ancient 11teratup%éﬁé%*%gr Greek tradedy, with one

of his desipesfbeing to re-createdsbigient tragedy and

IS ——¢7 RY
become an A~!£}‘ ‘. his Fragmentary
i : ”' E
8 May 1829, he even"J

Diary for 7 a'-

ol cv°1:) 1 BB
“"f“a*weiammww MHTRE =

a skel®ton outllne and notes.

made notes for. his

1E.ric Bentley, "Trying to Like O'Neill;“ in

, ed. John Gassner
(Englewood Cliffs, New Jersey: Prentice Hall, Inc., 1964),
p. 382.
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Unlike other writers who adapt one or two elements

of Greek tragedy into their works primarily for purposes
of plot development, O0'Neill utilizes several of the

elements of sancient Greek trasgedy and develops them to

suit his time. In his three notably Greek influenced

tragedies, namely i (1924),

)

(1929-31), the CFEER Ly ms 0°Neill uses are

structure, choru and place, masks,

N !
Q\,’V/ ning Become

. destiny and  its

K\\gnly with structuare,

revelations. Thilt #hégdte? Will " &\;
chorus, unities g 1 andp Tace

According®ty ‘;,::, le s \Poetics, Greek tragedies

plot, theme, ths

1d mnasks.

were ususlly cres e-fi- t?a 25, 8 tragedy composed of

J; J#‘ ' oy - .
three separate L YL si ragedies. 0O 'Neill, in

1—"‘,, ) -
ftonning  Becones
aiﬂect in order "to see

writing De

Electrs, triesg: a.00¢
the transfiguring mobility o ragedv in as near the Greek

g caﬂgum ‘wg}n@wm@‘: it

become an eschylus of his

ime . D@;u:e_umiﬁr_tm
auna S HEVNS B um'mmaaﬂ on  the

2Eugene 0°Neill, Letter to Arthur Hobson Quinn,

1952, quoted in "Eugene Q'Neill,” in
, Vol. 1:

1800-13840, C. W. E. Bigsby (Cambridge University'.Press,
© 1882, p. 45.
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Phaedra—Hippblytus theme, O'ﬁeill divides the play into
three parts which can be considered a trilogy. As O'Neili
develops his writing,-he finally succeeds in composing' a
true trilogdy éalled ﬂQﬁnning__ﬂgggmga;_Elgggxa, a8 play
largely influenced by Aeschylus’vthe Qresteis. Like the

Aeschylesn trileogy, whichli4 @ivided into three tragedies
entitled $:iﬂ'uinl.= ~1%“'nT Rearers, and Eumenides,
0°Neill’s Mournimmesweee ctrs also divided into
three tragedies e d *wrﬁﬂ;Rﬁ_ e Hunted and The
Haunted.

In Degfiref ¥ e il cach part of the so-

called trilogy £ enes while Lazsrus

Laughed, although L

i K ”y,\i‘ omposed of four acts

e

; - 3 —; y ! - - -
each of which con‘lwﬁgrsﬁz scenes. However, it is in

- - i ki . -
Mourning Become Eieckys o al B which emerged from

- .
A,

Q'Neill’'s "y:r"Tm;;*E‘ is based loosely

on Aeschylus’ tﬁ Qre

incident for 1nc1d nt the st ture of the Greek original.

Furthmoﬂ %yqfwhgqg}@wmtﬂjm oL i

consists 'o four to {five rst tragedy,

tonedanife | aaammwm wemadam Hunted,

f1ve acts, and the third,

'ﬂ@ill follows almost

a flve acts. And

while Greek tragdedy has "stasims" or choralvsongs to mark

off & tradedy into "acts,” O 'Neill’'s

Elms, Lazarus Lsughed, and i s have
the change of scenes to distinguish the vélay's acts.

For example, Act I in Homecoming takes place before the
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Mannon house, Act II in Ezra Mannon’s study, Act III again
befére the Hannon house, and Act IV in Ezrsa Mannoh's
'bedrodm. Howe#er, there are s8lso - some "stasima” in
Lazarus Laughed and : In Lazﬁ.ma
Laughed, actual choral songs. together with the change of

scenes are used to mark,  ; ¢ acts. OSome of the scenes
th 8 choral song as in'
Act I, scenes i-" ne ii begins with a
choral song, and A6 : ¥ ,?' d ii, and lAct I1%,
scenes i énd | | -
Becomes Electra,
and Act IV of

song. Iﬁ Mourning
\\f the first. tragedy
with the song
JShenandoah"S—— t the sea“4——éung by
Seth Beckwiih, the rg:f g% r and by the ChaﬁtYMan
with the crew : - respectively. The song
Shenandoah sh s -5 ol Lfke the "stasima" in

~
U

%wg’a DRI BT e = om

member on he Charles Rdcine. is 8 mi}ancholy song

e AT BB S ORUTY SN MR e o

the theme of the Blessed Isles"--a dream of Eden which

Greek tragedy! y

all the Mannons share.
' 4

Eugene O°'Neill, , in

his '’ ‘ (New' York: Vintage
Books,_c 1858.), p. 227,A All future references to the

work will be cited parenthetically in tﬁe text.
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Apart frombbeing written in trilog& form, a vGreek
tragedy consists ‘of six or seven parts: the prologue,
four or five episodes or "acts,” and the exodos or
epilogue. The prologue, as discussed by Aristotle in his

Poetics, is the introductory scene of the play in which

ested. However, the Greek

ﬁr the prologue or the
raoe@ore they take part

3 .-~. m he last section of

the background of the
tragedy can also Degl
parodos, the chorus
in an action.

chorus song.

/
lﬁ' ,\‘\k\ 3 sughed and
‘_ﬁ_ $\\» u- s prov1de 8 parodos,

but not &8s & s€p stelsect :n‘ n Greek tragedy. In :

‘the play, is al

In M -

Desire . : et he ind of the play, Part I,
scenes 1 and, ii, 18 reall odaos for it is two
fy‘.——"“—“’— l-‘"; ning sons, Simeon

and Peter, and Bﬁe
Peter and Ebeo ¢ Bheir dislagnes establish the baokground

mummmmmmm alk  about

Simeon’s w1fe who died %eighteen syears ago,@about the gold

casn O i kBIE] SR clod VIELL Bl o2 cnese

father who has been away for two months In the - second

‘ hiﬂthree sons, Simeon,

dialogue, they provide more baokground for the play and
their oonversation bears some relation to the main theme
of the play: the way Cabot laboured Eben s mother to death
and their qoasi—inoestuous relationship with Min, a town

prostitute whom their father has _visit'ed. Therefore,
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these dia_logues‘ serve as the 'play’s parodos because the
function of Cabot’s sons here is really that of the chorus
in the parodos of Greek tragedy: that is, to provide the

background and the main theme of the play.

song followed by nversatid between Lazsrus  guests,

who also serve as™amett -éthe play. This is a

true parados are provided with

the play’'s coump nirscle  of Lazarus’

resurrection, s g aft e e ‘mirscle and the events

- before his def] - ' > s, O0'Neill

also begins esg / dy “' ¢\ \ ogy with a parodos.

H'"P‘

The song sung st :. I in Hgmmnmg and

7 ;

the dialogues --*{El; s of the "chorus" of the
ST :

people in the opse * 5 agedy, like those

§¢%, and Minnie and

between Amos| y *********
Seth Beckwith 1@ Homecom een Eosiah Borden ahd hls _
wife, and Everet® Hills and ¢his wife and Doctor Joseph ‘

Blake in m 1&&]&}@% ﬂtﬂ ﬂithh Amos Ames,

Abner Small Joe Silva @nd Ira Mackel in T_hg__ﬂ_a.unm all

o AR NI AN B eter e

Generally, in Greek tragedy violent  action
normally took place "off-stage.” The audience found out
sbout =a violent incident by mesns. of a -messénger;s
announcement or another cﬁaracter's revelation. Likewise,
in Qgﬁi;ﬂ_ﬂndgz_ihg_Elhsg Abbie’s murder of her son is not \

enacted on the stage. ' The asudience knows of it when she

i nea 0o %
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tells Eben: "I--I killed hin, Ebeh,"5 and when she
tells Cabpt: "I killed him, I tell _ye! I smothered

in™ (Rgsire, IIT.iv, p. 54). In  Lazarus Laughed, the
crucifixion of Jesus is reveaied by = vMessenger:‘fThe

Nszarene has been crucified! . . . Jesus is dead! Our

Lord is murdered!"” cene ii, the massscre of

Lazsrus’® followers out the audiehce will
hear fr&m off—stéxﬂ?’-. "Q;-eté of the Legions
and the inCidé:', -N;H; ribed by =a Roman
General, Crassu 2ab for ;Our_ attack.
They charéed They stabbéd
themselves, danc i were a festival!l
They died, laughi

Lsughed, II.ii, p.

‘s sarms!” (Lazarus
- The  Haunted, the

suicidal shooting gnd Orin are also heard

from off—stag:;;—un-—-————; ------ are S0 #emurders which are

|1"
-
g P =

I

presented on s :?~ oning of Miriam,

Callgula s stra %llng of leerlus, aﬁ- Tiberius Caesar’s

ﬂuﬂlﬂﬂﬂ§W81ﬂi
SRS " o

c 1852.), p. 51. 'All_future references to the work will

. be cited psrenthetically in thg texﬁ.

®Eugene 0'Neill, , in his Nine
Plays, int. Joseph Wood Krutch (New York: Random House,
1932), p. 398. All future references to the work will be

cited parenthetically in the text.
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burning alive of Lazsrus in Lazarus Lavughed. This may be
becsuse these acts physically are not considered as
horrible as the murders in Greek tragedy for they have

nothing to do with blood‘

Another importan

feature of Greek tragedy which

- 0°Neill tries to capl writing is that of the

In thé™Peetics ée says that a tragedy

"unities.’

should be con & twer g=four hour period or
'somethlng neaf L 3, \in orde to cope with this
“unity of tim€, 4§ 18 5 \{g éosmic rhythms by
0'Neill was t if avgle N\ Th Desire Under the

Elms, each par fined to a twenty-

four-hour period :gins with sunset and

ends with dawn of t ﬁﬁ:.: { . Part II opens with an

afternoon two mo :n‘ﬁ=§ﬁ . ose with‘dawn of the
same night. ;;;~~-»_~~ff' 1 Tf#‘place at night in
the following'igar SNC an Eour after dawn.

ﬁﬁﬁl made extensive

limit the time cycle.

e TR
Wmmm*um'mmﬁ’ g dctua s

he dllay, therefore, occurs at n1 ght, a later hour

esch time. The last scene occurs Jjust before dawn.

73ohn’ H. Raleigh,
(Carbondsale, Illinois: Southern Illinois University,

1972), p. 18.
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Therefore, althqugh the action of the play is spread out
over months, the time dycle is that from twilight to

predawn.

Double chronology is also used to some extent AR

trilogy to achieve the

appearence of unity of time. In the

Homecoming, O Neil e to a day in April
and snother day™® Yueak lLate T he play opens on a
late afternooiiite end of the Civil
War. Between AGts afd! IT Mo\ Lime e 's. Between Acts
I1 and III, sofie #£igle ;}“‘- aki use_of ;he Greek
double ohronolf:y .,’»  = < pens Act III around
nine o’'clock of 8 - Then, iﬁ> Act IV,
the 'sction develop :y-reak which is the time
when the play .gnds "‘“?;’,WJ 's‘,eemingly confined
to = twenty—ffﬁﬂ“‘_“‘_”_' jifecond tragedy, The
- Hunted, the acqﬂﬁ ahes eevon a m
two days later, famd the nlght; of the follow1ng day. The

vier comPPUARYDTIUINTe e sorser o

’Ezra Mannon Between Atts I, Ils and 111 tlme elapses

) LA WEL 35U akViv] &) EL'IQJEJM e agas

time elapses That is, Act IV takes plasce 3 night two

gonlit night, a night

days later and Act V ‘takes ‘place the night of the
following day. However, the play is still apparently
confined to one night. In The Haunted, the last tragedy
of the trilogy, the play takes place during an evening in

summer, sn evening a month later, and a late afternoon
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three days later. That is the play opens on an evening in
the summer of 1866 and one'month elapses beﬁween Acts 1
and II, aﬁd three days.bétween Acts III and {gx However,_-
the time cycle is that of evening to late afternoon.

Thus, the play is seemingly confined to a twenty-four hour

period. Therefore, i‘double chronology device

/Ne'ill is capsble of
,‘ ’

confining his ragedaes o amappirent twenty-four hour

a8 the Greek tra

period of time.

Apsrt ime, snother unity

O 'Neill tries y of place, which

\

\: nde he Elms and
:k tragedy, the play
typically opens or temple iﬁ Greece.
However, there, sarel Some (tz which take place at

‘other places|"BBeh &8 & &Y | landscape as  in

»

Sophocles’ l--'g 5 sl Colonus prft of the tomb of

Agamemnon &S 1ni‘&schy1us dhe Libation Bearers, and in

trone ot Bl dbBld IR IMEIN T 10 morspsaes

Electrs. 0 Neill seems %o keep this in Thus, the
playwwqgsmqaﬂof Cabot’s
farmhouse, and as the play develops it shifts to a room
inside and fhen back to the front of the farmhouse
- again. However, in producing this play on stage, 0'Neill
did not'chaﬁge the scene. Throughout the piay, the. scene
remained the same,'but.a wall was removed to reveal the

room or rooms where the asction took place.
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In creating Hgnxning;_ﬂgggmgs__Elgg;:a, 0°Neill
opens esch of his'three\tragedies before the Hannoﬁ house
in New England, a setting very similar to that of a Greek
tragedy. Although ﬁhe setting 1is New 'England, 0’'Neill

‘uses Greek architecture for thelﬁannon building to create

the illusion of & Gr: The house looks like a

its six tall cqlumns“

» ¢
(Homecoming, I, p. > heugh the first tragedy of

"white Grecisn tempPug
the trilogdy > scene, there 1is no
change of plac . Just | a + of scenes in and
sround the in Act IV of the
second tragedy snge of place. While
other sacts take house, Act IV takes
place at & sesport "-';E: Here, 0'Neill’'s motive
for this shlft is o-fgqﬁ~ £ low Christine to reveal
being overheard.

[y |
This leads to O¢ he real cause of

W

and fhe relat onship between his

~his father’s ;eath

mother ﬂ%?%mwmﬁfor the purpose

of plot dé¥elopment.

A ANAIRLURINEARY oer o

follow the unity of place for the scenes vary from plsace
to place; however, he does try to maintain a classical
setting. That is, 50mé of the settings aée in front of =
temple or ﬁhe palsce in Rome. The other settings are 'af
Lazarus® home in Bethany, én 8 street in Athens or inside

a Roman theatre. Thus, except for Lazsrus Lsughed, we ‘can
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say that Dgsirg_;undgx_hhg__ﬂlma and Mourning Becomes
Electrs maintsin the unity of place and that all of the
play have settings sihilar to those of the Greek

originsls.

Apart from the p. parodos and the unities

dy there 1is s&always ‘ a

chorus that serySEwwes i nﬁ 0°Neill, in writing

his Greek influé --nts for this aspect

\\\““
either._directly v ,-mﬁ\\\ u
Elms, he has t | \\\ \\‘i\ Cabot and Cabot’s

his choruses. In

of time and plade

guests from

Lazarus Laughed 01d Men, the chorus

of Seven Guestd ihe Jdtor off Lazarus’™ Followers, the
edins =
chorus of Greeks, t“‘ﬂﬁft.

r’-_?’::' J"‘ B

the Legions, b e FEE IR0 ) o d

enators, the chorus of

,#8nd the Crowd, who

themselves alg 1,* ,;:":j of these choruses

in the play’we nasks. one of hild letters to Kenneth

. Macgowsan, Nellf.xphatlcalhp' declares deliberate use of

m:u mnammm 1l SR
AR Sal prfém--ftﬁ‘tﬂ mpf,iiii’,i

+t0o me!--that masks, chorus, etc. are 2ll in my script,
that they are in my design'of this play for an
imaginative thesatre. I want to be known as having

done this, for better or worse, so there can be no



mistake in people’s minds as to the materials I work

with.8

The "chorus" of Csbot’ s neighbors in Dgﬁiig_ﬂndgx
ihg__Elns and the choruses in Lazsrus Lisughed do sing' and

dance the chdral song, whi is the main function of the

chorus in Greek tragee

"chorus" in each

Electra, slthough
tragedy of th ' _g-qg%;Hiélly a chorus of a

! \\\i\\\\\\\ m‘:tion in the play

traditional Gr

is not to sing : Perhaps O 'Neill

reallzed 25 \\ ~g, that, as QQliver

Tsplin states:

chorsl singing hss no equivalent place in
{modern] life in the Greek’'s life.
For the Greek
communal

. czmions; ) =7

o Fy i %
Thus, his chox& in .‘-.L-,._,-,“_._-x:lﬁ : 8 is not a

ar

intergralApart of many

chorus of eldefagof sncients Greek tragedy but of thé

commonfollﬂ uEJ ’J ﬂﬂnﬁmﬂa nsl desorlbes as
—4¥§%&H¥ﬁﬂﬂﬂﬂﬂﬂﬂqﬁﬂ

Eugene 0O 'Neill, Letter to Macgowan, Jan. 21,

1927, in

, ed. Jackson R. Bryer with
- the assistance of Ruth M. Alvares (New Haven: Yale
University Press, 1982), p. 14B.

'lgﬂliver Taplin, Greek Tragedy in Action (London:
Methuen & Co., Ltd., 1978), p. 13. -
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“townsfolk rather than individuals,‘a chorus representing‘
’the town come to look and listen and spy on thevrich - and

exclusive Mannon" (Homecoming, I, p. 228).

Unlike the Greek-chorus,_O'Neill's chorus does not -

remain‘on the stage untilylihe, end bf the play; they enter

snd leave the stageqa ﬂj > 6% g ti ' Qgﬂing__undgn.

and the neighb O o the st at Cabot’s house
show up only i. Similarly, the

choruses in remain on the stage

until .the end Sup s '\g_\‘ er and  leave the
stage. Only tHE dor f:fﬁ i ﬁ\- Men and. Lﬁzarus’
Followers appeatr romie -ﬁ i E;; throughout the play
while the others app f?;:ﬁi’ﬁ. ¥s. certain act. The chorus

PR,

of each traged appears in

, )
the opening gr“‘““”" s disappears. Only

 Seth Beckw1th]gwho s"the leader of the chorus,

and Peter Niles® and his sigter, Hazel Niles, enter and

s e G AR BUSAEN
ARRLIREI INgEy

be dgarded as ‘one of +the actors; it should be an

integrsl part of the whole, and take a share in the
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sction. . . ." 1Q Additionally, "{slt times b'l[their

lesder]l might take part in spoken 1nterchange with the
actors w11 ‘Like the Greek chorus, 0 'Neill’'s chorus is
regarded as one of the actors. In Desire Under the Elms,

Simeon and Peter, who serve as the "chorus” of the play,

converse with and se .(:res_of the farm to Eben,

A {Fonist in the play. In
r wher characters who

e
'.\;h; - ‘u They are Csbot’'s -
: ;‘_\\\\ isve spoken with the

ok and Abbie. In this

.their half-brothe

Part III, scene i,

~ serve as the

neighbors at ¢ supposed son. Like

Simeon and Pe

LI
"=

Q
ot
e g
u]
~
e,
23
Q
¢t
0
o
Q
o
-
(]
(RN RN

scene, when Abbig; 5, & girl who 1is one

of Cabot’s nelghb S ;a j'; ,&4Eben has spent most of
his tlme at home 544‘?, 5 g ame. This reveals to the
sudience thale ' " Jsbout Abbie  and
) 7z Y .
Eben’'s affsir.” —IAC ::F-_ tells the Fiddler

)
to stop lasughi g at Eben for he says

any of hﬂﬁﬂbﬁzﬂﬁmwgﬁaﬂﬁ work almost up

to what hef9an, the Flddler 1augh1ngly says " kin

Q‘W']@jﬂjm}mﬂﬂﬁﬂﬂﬂ

1O_Arlstotle, Qn__Egngga trans. Ingram Bywater,

ben.ls better than

An , Vol. 2, ed. Robert Maynard

(Chicsgo: Encyclopsedis Britannica, Inc., 1952); p. B881.

1lpjexander W. Allison, Arthur J. Carr, and Arthur

M. Eéstman, "Introduction,” in Masterpieces of the Drama
(New York: Mscmillan Pablishing Co., .Ilnec.; 1974),‘p.'1.
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_do s good night’'s work too!" (Desire, III.i, p. 42).
From this, thé sudience know that Eben is hsaving sa

'quasi—incestuous relationshié with his step-mothetr, Abbie.

Similarly, the chorus of 0ld Men in -Lazsrus
'Lﬁhghﬁd slso play an

9atant role in the play. They

threaten Lazarus i le chant:

e NN g, I.ii, p. 396)

In Act II, scede ’\\\ ed by their chorus

nesrly fight w sol tv- s in order to help

Lazarus because Lheys s he is the reincarnation

of their God,Di 5]l .actions suggest to

the sundience] Yo

ifip love Lazarus snd

are ready to dglp T, Dy, on |{he other hand there

AF

also are those whHomhate him want to klll him. In the

begmmgﬂ U EIZJM]EI"Q@SN B M) Quenvere of s

us of the Senaﬂsrs evern commandIJ Lazarus, the

Mok aDERRTIR RN ERE]

FIRST SENATOR. I have s mind to question him.
'_(Calls as to a slave) You, there! Jew, turn round! In
the name of the Senator! (Lazarus seems not to 'heaf
him. LUCIUS remarks with & weary smile) So much for
our authority! ‘ A ' |
SIXTH SENATOR. (with injured dignity) What
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insolence! (In a rage) Ho, barbarisn cur, turn round!
The Senstor commands you!

(Lazarus Laughed, II.ii, p. 424)

Moreover, the First Senstor, known as Lucius, haughtily

haggles with Caligula; snother protagonist of the play,‘in

this very sact and scsane Iy further illustrating the

involvement of‘ thé -_.. \\ - 1aY

5 is slso
They give the
In Homecoming,

entity and tells her

given an
protagonist
Seth warns Lavi
about the his@br . her g [ather s brother and his
wife. He also s _7. . to verify»his story,
saying: "Catch him 0122‘;:'= -time and put it up to him
strong--as if you if mebbe he didn’t give
himself away" ;m.”‘ It is also he who

at the end ia the ofl the trilogy warns

!

Lavinia not to 89, in the M on house when she remarks

that she ﬂl%ﬁhﬂ%%@%ﬂ@ﬂﬁdem because he

fears that she will commit suigide 1like hBgr mother and "
sror e WAL FEU- U N 'liﬂ #) Hazel, who
also serve a5 a chorus in the trilogy, act as actors in
the play. Peter, who appears agsin and sgsin throughout
the trilogy, is the suitor Lavinia initially " rejects and
then, as a resuli of his persiétence,‘accépts through her
own propossal. Similarly, Peter’'s sister, Hazel, loves

Orin, Lavinis’'s brother, and later becomes his fisncée.
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‘She trieé- to save Orin when she sees the 'unhealthy
influence that Lavinis exerts over‘him.f After Orin dies,
she begs Lavinia'not to marry her brother, Peter. She is
BWare that there is §omething extremely peculiar

concerning the Mannons because Orin had triéd to give  her

'8 manuscript ,to be. =ter before his planned

pis " she sactively sttempts
J
' The firs '\\:E;:‘ﬂigs chorus in the play

is sakin to thsa “r jPes give the background of
the play. In \:\\ B lms, the audlence

marrisge to Lavi

to prevpnt the mar,

N7 o\
learns of the evengs fhal g; ?\{ ore the play opened
through the convers im;»#:ﬂ e =bot s three sons, and

o
it
35

in Part I1I, scene i,SCESbOor—S guests function to provide

~the backgroung ogecurred before -the

scene’s openiff@s = Y
51m11ar y, the chorus of 0 d Men in Lazarus

s B IRININY IO o

unsuccessfﬁu life, the events of the m1racle of Lazarus”

, ”S““ﬂ"’W"’T&"ﬂlﬂ‘ifﬁ L A e

‘Act IT| scene i, the chorus of Greeks speculate sabout

whether Lazarus is the reincarnatlon of Dionysus; their
Lord. They also discuss deeds Lazarus is supposed to have
done bgfore the scene opens. In Act iI, scéne ii, ﬁhe
chorus of Senators relgte that Tiberius Caésar has flgd to
éapri because L[he] was terrified by the multitude of

langhing idiots who' appeared today with [Lazarus]“
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(Lazarus, II.ii, p. 424). Thus, from the choruses of thé
Greek sand the Senstors, the audience knows of the events
occurring before the plasy opened and the events supposed

to take place before the scene’'s opening without need of

. .

presentation on the stage.

In Mo ind P eeos il e 5, the chorus, whom

0°Neill describes Hewis éund for the drams of

the Maﬁnons"( s s cem to exist simpl&

to provi&e the background

information WO snding the play. In

Homecoming, th chorus about the

story of the " wuse, how the Mannons

make their livin the previous day and

that Ezras Mannon h d &=
LZe A
been = s-;iiu__w_____;"j.__-_____L paw made him go to
 West P inkd He went te
major. Abemjie : ar @m Ezra give up the.
army and too% holt of the Shlppln business here. But

A W e

“lected mayor. He %as mayopswhen thisqwar broke out

ST AR T O ) o

ndw he’'s riz to be Genersl. Oh, he’s able, Ezra is!
‘ (Homecoming, I, p. 229)

Y |
war and come out a

In The Hunted, the andience is informed of the reactions
of . Christine and Lavinié Mannon to Ezra Mannon's
unexpected desath: Christine."will have herself in bed
sick if she doesn’t look out" while "Lavinia is cold and

calm as sn icicle" (The Hunted, I, p.'282). And from the
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dhorus, the‘audience knows'about Lavinia and Peter Niles~
going to the train station to meet Brin, the arrangements_
for Ezra s funersl, Dr. Blake’'s belief that Ezra died of
angina, and the doctor’s conclusion that Ezra.died as the

result of lovemaking with Christine. . In The Haunted, the

; suicide is believed to
have been s result ) Y- . 2 to Ezra’'s swdden death

and that her haunt . the house.

Moreover, the bggiE “ ‘J‘  ».% 3y is emphasized through
the presence Through them, the

sudience gafns formation on Lavinia

and Orin.

Thus, role of O0O’'Neill's
chorus are similar o the the chorus in Greek
tragedy. They,si “the " éhe ad " ~ act as actors in

the play and Eyf__ if.formation needed to
understand thﬂ:lay. PWEeVET, ey@o not remain on the
stage until the énd, of the play; some of them sppear only

af; ths beﬂuﬁl? meﬂnimﬂm;ppm Cion bimei

ito time throughout

ammn‘imummmaﬂ

- The finsal element of Greek tragedy which will be
discussed‘here is the use of masks. 1In hls.plays, 0"'Neill
“tries to keep the Greek convehtion of masks. He ﬁses them
both in the originél Greék sense and in s modern éense}
His e#perimentS'with masks afe fboth an exﬁression of his
.dissatisfaction with the theatre which he inherited and an

assertion about the direction in which he believed the
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o I

. theatre should = go. 0°Neill, in his “"Memorsnds on

Mssks," insists:

I hold more and ﬁore surely to the conviction that the
use of masks will be discovered eventually to be the

freest solution of Fhe modern dramatist’s problem as
to how--with the gres '
and economy of
hidden confli

: pgssible dramatic clarity
1 {, express those vprofound
- gwhich the probings of
: seto5e to us. He must find
some method B e s 1is ‘ahr drama in his work,

or confess traying one of the

most chsa ' and uniguely
- significant f }’ \ lses of hlS time. With his
0ld--znd more od & b nile \—standby of realistic
technique, » at best, obscurely
hint at it : \ ly disguised surface
symbolism, supghfi@isl mlsleadlng But that,

while sufficien to the sentlmentally

. mystical, ’s “Haraly < gh. A comprehensive

expressio Emarte *____T__} hence for eloquent

presentat :%3 projected from =a
e inner forces motivating the

fresh insf- t into

actions andf¢ gesctions gf men and women (& ne and

merﬁ%g@r%wﬁwgﬁﬂgs), o arama or
Q‘W'\&Nﬂ‘im lWﬂ'J'ﬂEﬂﬂ d

Vol.

120 W. E. Bigsby, "Eugene 0'Neill,” in his A

3

1: 1800-1940 (Cambrldge Cambridge University Press,

1982), p. 67.
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souls, and the adventures of "Free wills,*‘ with the

masks that govern them and constitute’their fates.13

However, he does not literally‘mask his charscters
in Desire Under the Elms. He uses masks only figuratively

becsuse he "regarded the

man face as a mask concesaling
abstract qualities -'7tself being the evidence
of a complex identdd ‘ Eben; the pfotagonist‘
of the play, ' masks--one ruﬁhless

other sensitive and
i1lD

and self-cente
58S hﬂngfy fo 1is mother was.

Doris V. Falk'"

0'Neill msakes

EbenvconStan

ty quite clear Nhlle
s the "hire” of his
blood!"--his brothers
is the "spittin’ image" of

mother--"1"'m M J
keep remjnding h%é?ﬁ 34/}
his fathg¥® v
mother i;?—ﬁ:‘ his father; in

buying ou%ﬁrn. -ﬂ'the farm in order,

@mmmnmn o e ane

ds. Oscar

tn to =avenge his

Fisher (New

York New York Unlver51ty Press, 1861), p. 116.

Mg gsby, p. 94.

-+ Bporis V. Falk,

Tension: An  Interpretive  Study of the Plays (New

Brunsﬁidk,-ﬂéw Jersey: Rutgers University Press, 1858}, p.

86.
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‘eventuslly, to be sole owner;'Eben demonstrastes his
father s greed; in desiring possession of his father’'s
paramours (including a neighboring prostltute, s well

‘as Abbie), he dupllcates his father’ s lust. 16

in Greek tragedy, the purpose of the mask was to

give its wearer & new pdndopality. Further, it had to
identify him for hus, the charscters of
Greek tragedy 1 i 1 Vit s. Like the Greeks,

ﬁﬂléated plays, Lazarus

. Laughed, the pla ; = 4 hi :?f 2alled a "play for an

hundred ' masks,

3 ) \\Q Greek tragedy, the
- \?\ ull-faced masks. The

masks used in this i e el ype! ike those in Greek

imsginsative

including the
half-faced mask
tragedy. All the Sncluding the chorus, are
masked, exceptife ae‘ with their age,

character,'na.¥ﬂ A% J as the following

outline reveal A !

ﬂ‘lJEl’EIVIEWIﬁWEI’]ﬂ‘i
ammn‘imumawmaa

16

Ibid., p. 88-97.

17Eugene O”Neili, Letter to Macgowen, 21, Jan,

{1827}, reprinted in

-5, ed. Jackson
Bryer with the assistance of Ruth M. Alvazes (New Haven:

Yale University Press, 1982), p. 148.
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Lazarus Laughed18
, 'Basks. gt 1y
The maskes tp be worn by the various crowds are type-mesks arranged in series of
seven according to the following forsulas of age & type

{1} {2} {3} {4} {5} {6} {7}
find & content
Truthful Happy Unhappy ' Strong Senile Cruelty . Heak
Sigple  laughing Jealous - Proud envipus Hatred Sorrowful-

Hunility Loving & & Torihge abellious Ecringing kfanaticiss Bensitive

Sensupus  ipvable Gri s | et khypocritical drevenge Self-conscious
1} Youth / ;
14-21 -1 i §-1 61 - 7-1
2} Young Hanhood
21-28 i-2 5-2 -2
3} Manhood
- 28-35 1-3 63 7-3
4) Hanhood
35-42 i-4 &-4 7-4
3} Middle age
47-49 i-% &5 1-5
&} Maturity
49-53 i-4 b-b i-4
7} fge |
6-7 -1

63 on $=7

0

All the chagig

=3

.lﬁrorus——are" masked
accdrding to B’xarac Er, og nd ,'I- "[{1]Boyhood (or
Girlhood) Y& Yo Manhood (or Womanhood),

» f2]1 Youbh, [3] Young ’
o e8] WO AREN TN ELITE. 0 serurse
and ¢ d_A gf Lazarus Laudd .1 381). These
peri%ﬁh au&!ﬂ S € l I . ur] é" _differeﬁt

‘types of character, probably drawn from Carl G. Jung’'s

They are "[1] the Simple, Ignorant;

18yirginis Floyd, Eugene O'Neill at Work: Newly
Relessed Idess for Plays (New York: Frederick Ungar
Publishings, 1881), p. 100.
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(:2] the Happy, Eager; [3]  the Self-tortured,
Introspectlve, [41 ihe Proud, Self-Reliant; [5] the
Servile, Hypocritical; {61 the Revengeful, Cruel; [7] the
Sorrowful, Resigned” (Lazgxnﬂ__LﬁughngvI:i; p. 381). The

masks sre 81l further divided sccording to the nationslity

of the characters: and Romsn. In his

"Memorsnda on blains his reason for

using masks so e

vn&\ , mobs--wherever the
sense of \R\\\m e mob psychology is

wanted. Thi Yam ;\ \\\_ such an extensive
use of j llzi? b In masking the
‘bk lzing an effect that,

V

uuals, but 8s a8 collective

I advecate 1 , St age

crowds in t
intensified ing, would give an
sudience f the Crowd, not as a

random collectlon

whole, an_gntity.— When 1 d speaks, I wanted an

sudience T - # 4 Crowd mind, Crowd
s - i - .

emotion, €0 cofiposed of, but quite

[I
distinct f~Ju, its par ﬂ
And, for fmere pracigicsl reasons,‘ wanted to

presenﬂa%ﬂ}%tﬁ*%ﬁ:%ﬁﬁfﬂ‘iother time and

countr§] from the blighting illusion--shattering

o maaﬁfj@mmiﬂmﬁ*ﬁ;z:;:z:ff

o would have been freed from these recognitions; you
would have been able to imagine a Roman mob; you would
not even have recognized the Third Avenue and Brooklyn
accents among the supers, so effectively does a mask

change'the quality of a vOice.19

1gEugene 0 Neill, "Memoranda on Maské;" p. 120.
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In Lszasrus Lasughed, the masks of the chorus are
double the size of the others because 0 Neill considers
the chorus more important than the crowds. Furthermore,

in 8 letter to Macgowan 0 'Neill revesls that

{als for the size of yfihe masks I picked double-sized

rather .tentatively jective was to approximaté
the effect of

for s megap

et sesnd give plenty of room

'lﬂ‘le mouths that would

give 8 distin® PR s to the chanting and

word. d inetly. This last
\E_ﬁx“ﬂa
N:S\ as utterly distinect

ﬂi,i he masks should be
. \ MRS . .
(visusally) ‘no\ chanee of confusing them

with membeds # "V; _ x& strange & ° unreal

help to ca
is importan'
double in evs

. 4
intensificatigf

AHowever} O0"Neill € "Ttlhe masks of ‘Martha,

Mary, Father & Mo TEPE & alized reproductions of
their own ;— ' .:'l race of the type
background inﬂ each. ; L'] is’ tYpé‘ 1-3  as

recognizable foumdation for own character. Mary is 2-

ﬂ‘lJEl’J‘VIEWIﬁWEI']ﬂi
amaﬂn‘imumqwmaa

2OEugene ’O’Neill, Letter to Mscgowan, Jan. 23,

19271, in  his

,ved. Jackson R. Brye:

with the assistance of Ruth M. Alvazes (New York: Yale

University Press, 1982), p. 148.
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2--Mother & Father are 1—7."21 -Furthermore, as Virginia
Floyd points out, "[t]he mask also represents what the
éharacter sppears to be or what he wants to be; the mouth
reveals what he really is or coﬁld be if hié trueb natufe
were allowed to assert itself. 22 ‘Thus, Miriam’é haif—

faced mask of the complh of mothérhqod, making her

' appesr "sensitive sad, 4 g with sn eager” mouth,
contrasts with thOSE Ca igiberius, whose masks
reflect their du dnd desdges. Caligula’s half-

mask sppesrs ' i 1 _'“ ] argde light bright

eyes "glare ou Werish  suspicion at

everyone. childish .
petulant and 7%-—;:? . 23 aughed, II.i, p.

23

'407) "with its cru ips 8 vivid scarlet."”

On  the other han-,Pﬁ? ST & hslf-mask is "a pallid

A

purple blotchea which is

E IO R L] "
in Eugene O°Neill st &Work: Newly Releaged Ideas, ed
Vlrg:fﬂqlﬂllla \aﬂim urm:] gkﬂl.%l;:} axﬂ isﬁing Co

1881, p. 101.
22

considered e mask, his mouth

-
.3

Virginia Floyd, ed.,

(New York: Frederick Ungar
Publishing Co., 1881), p. 101.

23Euéene_0’Neill, Fragmentary Diary, 1926, quoted

in Eugene 0'Neill at Work, p. 101. Jooitg
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'looks as incongfuéus as CALIGULA;s. The lips are thin and
stern and self-contained--the lips of an able soldier-
statesman of rigid probity" (L_a.zg.xns_Langhe_d 111.i4,. p.
445). These people cannot see their true natures gnd,they

play different roles in order to get what they want. In

one who haé glimpsed the

ers ﬁe has seen his Atrue
F of%aﬁd needs nothing.

NN the play who does not

this pla&, Lazarus i
truth of death
nature as well
Therefore, he

wear 3 mask.

In writfingl MOubni Rgcomes WF 1t a, O'Neill tries
to keep the clasSigs ‘Gouvar of masks. .waever,

he writes:

hasks were called for
4" But the _Classical
i | Masks in  that

~connect10n ey giizage Lo speak——whlch lét

With Mo
in one d:}f
connotatigiif

me out of 1t w1th 8 31cken1ng bump! it evolved

ultlmﬁu ﬁﬁﬂ gﬁm which expressed
my in E] Vc eﬂiances However,

like to sgee HMLHE_MMQS.‘?EIE_QLI’_& done

sho
: 6 l‘ftﬁﬁ I gﬂﬂqqg ﬁ ﬁ ﬂ solely as
a:psycho ogics 8y, e remove e confusing

preoccupsations the Classical derivation of its plot
once caused me. Masks would empha51ze the drama Qf
the 1life and death impulses that drive the charscters

on to their fstes and put more in its proper secondary
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place, as a8 frame, the story of . the New England

family.24

0"Neill discovered, however, that make-up éould achieve

the effect he wanted--that of a death mask “suddenly
’ .25

being torn open by pasé' Thus,bhe ddes not employ

his character a new

ﬁor the saudience, but

—

the ’éoncept of
personsality or
rather uses | sugdest how each
character in ue self from the
others. In th appeafs as "being
not living fle fe-like pale mask;
in which only t 8 dark violet-blue,
are salive" ( Lavinia'; face is
also described ange, life—like mask"”
(Homecoming, I, is described as
having “the j£777if777_________"7'__ff,ace in  repose”
(Homecoming, I{E} o rrspeaking, everybody

in the Mannon QO se appears o wear 8 1ife-1like mnask,

v o G4 ’}%@%ﬁw gq ﬂfgthe faces in the

portraits hanglng ong the w a s study.

rorc 7)1 VI 1) T YRR TR

whlte mask fixed on fitl to hide its somber
24

0'Neill, Memoranda on Masks, p. 120.
Travis Bogard, C_o_nj;_an_m_lmg__'r_lm_ﬂlax.s_ﬁt

Eugene Q'Neill (New York: Oxford University Press,
1972), p. 338. |

25
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gray ugliness” (Homecoming, I, p. 227). 0’Neill, in his
“thes," clarifies his idea of using masks in Mourning
Becomes Electra:

Whast I want from this mask concept is a dramatic

‘arresting visual of the separateness, the

symbol;

fated isolation mily. . . . [Thel Mannon

drams takes plac ere outer reality is a

26

mask of true al'realism.

ks with the help of

q$%;\\“\ ams. of = character,

wmind of 8 character

O°'Neill:
make-up is plaung
the profound hidds
can be~disco§er: e mask but by meaﬁs
of other characte character s conscious
or unconscious sglif ;3_;a£ “ 'other characters, as
0 'Neill demonstrate; ?;E?r?? - - nes, when Eben’g
brothers keep- -"-‘f: Eben that el )is the “spitting
7 when. Tiberius

image".pf his'

Lazarus t’e truth about ‘his

mother rﬂ mh’a wmwmﬂ\i by her, or in
| LA et TET Take 'VJ&L’I@ TR

2 Fragmentary Work Diary, in Qhi3f_Enrgagqpb_Ihggrlﬁs__gi

, ed. Barret H. Clark (New

unconsciously eveals to

York: n.p., 1947), p. 535, quoted in

(New Brunswick, New Jersey: Rutgers University Eress,

1958), p. 131.
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Mourning Becomes Electra when Christine tries to make
Lavinia realize that what Lavinia is attempting to do--to
separste Brant and Christine--is the result of her
unrequited love for Brant and her jealousy of hefi mother.

Furthermore, ssides snd soliloquies can also provide

5 rue nature of a character

\ _u!f
N és not necessary to use

additional insights

Thus, O0'Neill discow

11tera1 masks in B 5E- hil Q used them only when
he wanted to aeﬁa’!!','f ;Aﬁ\,x some special effect.
Not o pis ads e Greek dramatic

’

convention of of Gréek» dramatic

structure, the 'of time and place,
0'Neill mansges it Skweave old with new to
create 3 new dramaliciey that reflects modern man
and the universaddfy oi/ b panp lexities. It is a

dramatic expe ; .:i nced by his use of

‘other elements pf . 3 plm” the tragic  hero,

and destiny anddigs revelatigns. Through his 1ntegrat10n

of these ﬂum%gmﬁwgm@h in his “plays

new depths never before @ccomplished in Ameyycan drams.

" ARARAN ST I NN E
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