Greek Tragedyf

Its Structure, Elements, and Influence on O'Neill

Ancient has long been
cons&dered the: g &I Vot source - of Western
eivilization. prising that Greek

tragedy has lo seagedy. Many latér

writers sand p istionalities have

attempted to o their own timés

5 dilana by Engllsh

such as the =adsp
dramatists Dryden afid . W & s French dramatist

Voltasire (Qedipe); e/ atiEr LAl of Sophocles” Electras by

—

Latin dramatist  AtilSwss o sptation of Aeschylus’
Oresteis by wVoltsive eatey: tHe ) sdaptations of
~Euripides” v‘t;hﬂ '; : Senecé, French
dramatist Cornellle, German dramatlst Grillpazer and

English ﬂ:%ﬁﬂ ‘ﬁlﬁ‘mi’w Elﬂ%fﬂ ﬁdaptatlons of

Euripides” Bdppolytis q; Seneca (Ehggdna) and French
oros QR YN FRERNNR VAR e o
dlmlnléhed with the passage of time, as is clearly seen in
the works of Eugene O 'Neill, one of the' mnost famogs 
modern American dramstists. D'Neill;‘in composing his
ﬁragédies, utilizes several of the elementé and devices
of tﬁe early Greek tragedies, most particularly in : his
' plays Desire Under the Elms, Lazarus Laughed, and
" g P o HinAten
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However,.before ’discussing the'influence of Greek
tragedy on O Neill's works, it is first hecessary‘ to
understand Greek ',tragedy, itself. Historically, Greek
tragedy c¢an be traced back td_the fifth century B.C.;

with the extant tragedies of Aeschylus, one of the three

great Greek tragedis tunately, no  one wrote

about tragedy in te and criticism  until
the third centufP " Bal., WhedoAFistotle (384-322 B.C.)

-

" wrote the irst pad®afielitiae oo Bhe, nature of tragedy,

: tigated several of
vthe iragedies of hat tragedies were
nsually c:éated in rsgedy composed of three
_séparate but _i "uTVawyw dies fqllowed " by a
satyr-play. ;_.:i first two plays
in & trilogy l::- 2B T s 5 thellplays thst follow
them, each of themais a selfgeontained dramatlo unit.

ny ot ﬂumwmmmm b presented

1ndependent of the others withgut too ch 1055 of
oncer ) ma&mmmammafﬂm of the
works 15 enhanced by the production or reading of them
as & :group. Howevér, only one ’complete trilogy 'has
; survi&ed; Aeschylué’ QOresteis, which consists of thrée
tragedies entitled Adamemnon, Choephoroe or The Libation
Bearers, and Eumenides, followed by a satyr-play, now
lost, entitled Exgigua_; 0°'Neill, in creating one of his



great plays, follows the concept of the Greek trilogy,

reflected in Aeschylus'sbﬂxgszgig, closély.

Structuraliy, s tragedy, as discussed by Aristotle
in his Pgetics, includes the following parts, which

follow: "Prologue, Episode,

guished into Parode,

0 'Neill, himself, tried
Exode,‘and choral

and Stasimon; t to all

tragedies, . . . i lppodl8gue, which ~  is the
- AN

introductory scene o 1E Y \V< h 1ncludes elther an

acted scene o0r & > 4r JE hat precedes the

first entrance T \ prologue may be in
. #iﬂ ’\

the form of a #M0on ;JJ, o In  Sophocles’

, o ini %ﬁﬁnu »nstltutes dialogués
i A » ..r?.:.»., e 2 . 7
between Oedipus and thes —::;,); and between Oedipus and

Creon. The schion yegin ig~asection with the

‘arrival of CreQik i |of Aeschylus’ and

Euripides’ tragéﬂkes, [1O% . &n J expository sﬁéech
presented by_a chdp@cter such ®& the Watchman in Agam_emn_o_n
1R Nuﬂum LA N 11 vackerouna of

the é“ﬁ is establlshed‘ Neverﬁeless, sofid plays, like
Aeschy

“a d malhave no

L

'1Aristotle, Qn__;Egg;iga, tréns. Ingram Bywater{
in T_hg___ﬂg_z;k__g_f_ﬂm_s_t_g_t_l_e_ Vol. 2, ed. Robert Maynard
(Chlcago Encyclopaedla Brltannlca, Ine., 1952), p._687.
.All future references‘ to the .work will be cited

éarenthetically in the text.



introduotofy séene st éll, but begin instead with the
paroaoé _or the parode. Therefore, the parodos, the
chorus’ entrancé‘song before they take part in an actjon,
is proﬁabl& the originsal tragic opening which gsually

,_gives the background of the play and bears some relastion

to the main theme of th

The next
the beginning provides for  the
complication o the episode is
another complete "stasimon,"” after

which snother i > [ bake slakge o "an Episode [is]
. wd‘ ‘ » "

all that confs ¥, hetvg \ ‘i choral songs.

(Cn_ Poetics, Chadt fl2. 0@ 68 . §n other words, the
% f‘{--ﬁ- i fon i ) “

"stssima" or the chorsi songs terrupting the dramstic

,155!." ,u L

sction mark o spkers” or "acts” in

nodern terms.\ J0HE Y .?f pters o action
d t ; (bot £ act

varies from pl,y €re 8re ' six such chapters

Qﬁd;gugjﬁtg_ﬂuﬂsh he proldghe, four eplsodes and the
final sectfii uﬂ mﬂmiﬂﬂlnﬁschylus plays,
however, = e rs of adbion, becafide, as Philip
Hhalexﬁq ﬁiﬁ fu uvjﬂ ’]? uﬂ’la EJ bécame
customary . . . to limit the number to five——the origin

of the later rule of five acﬁs.“z

2philip Whaley Harsh, A Handbook of Classic Drams
(Stanford: Stanford University Press, 1948); poadd,



The last part of tragedy is the "exodos." It
contains alllthe action subsequent to the last stasimon
and often conciudes ﬁith_ the chorus sinéing as they
march off. There is aleo one especially notewofthy

charactefistic feeture of the exodos, the messenger’s

speech--though this earlier sections of the

play. ; _— ' ,/.J,‘

' -d
The me 2.8 €
the Persisns o \\

of Salamis.

-y first appesrs ‘in
-escrlbes the battle

\SSIY “must, 'in any .

c o

theatre, be In the final

scene . of senger enters and

recounts what has"™ h 2% ., Jocasta’s suicide

and. Oedipqs’ self- bl
£ .l“'. T ,

o
> -t

asction is described .

rather than e fixed custom of Greek

drama that Zf i'he enacted on the

stage, althoughmthe ot themviolence might be

shown, such as tHE:bodles ofthe dead, or, in this 'case,

Oedlpus bﬂ u&q nﬁ miw ﬂflnﬁthe incident by
mesns of s nessen er s _afinouncemefit or anotM character’'s
revelgiﬁq aﬁ mmqlmﬂjﬁ &Lmemnon , is‘
revealed by Cassandra’s foreknowledge -

See there, see there! Keeé'from'his mate the bull.
Caught in the folded web’'s | |
entanglement she pinions him and with the black horn
strikes. And he crumples in the watered bath.

HEAUANEIY FRAUUIREYI 1T |
L ]
< € o7 y
QHIDIMNTWHRIINIEY
14 _ .




Guide, I tell you, and death there is the caldron

wrought.3~

éﬁd by the murderess’ own revelatiﬁn: "That man is
Agamemnon/ My hﬁéband; he is dead, the work of this -
right hand/ that struc i strength of righteousness"
© (Agamemnon, 11. 1404-340¢

heard from behind "Hhe Page B esls what has happened
to him without

of changing eatre, the limited

number of sacfor Presentation in  &an
'M,._ '

, \ ] b
o't » “.a equently the need for

open thestre wik

supernatural phe 6» dramatized made the

meséengef's spe€c important technical

device.

The " By important feature

{7 Y )
of Greek traged 4 istotle explains
v = £ _

|
¥

as fsr sas possible

~that "[t]raged ‘{endeavours to keep

g * -5 gt .7 .
within mﬁﬂnswgﬂﬂﬁ something nesr
that" ( , Chapt. 5, p. 683). In keeping with
. R, e ... gy
e R TR T AT TR B
‘ |
3Aeschylus, Agsmemnon, trans._Richard Lattimore,'

, Vol. 1 : Aeschylus, ed.

David Grene .and Richard " Lattimore (Chicago: The

in

University of Chicsgo Press, 1969), 11. 1125-28, p. 70.
‘All future references to the work will be cited

parenthetically in the text.



King, the éction in which is confined to one place and
takes plsce within one day. Howe#er, later critics,
such as John Driden, reinterpreted Aristotlé's view of
the unity of time and»added.the.unity of place. About the

unity of time, Dryden says: ‘

The wunity of ti i

four - hours, bties

comprehend in twenty-
tursl day, or as near
as it can reason. of it is

"7obvioﬁs ~to of the feigned

sction, or - #/the pley, “ghould be proportioned
88 nNear ‘ of that time in
‘which it i Bherefore, sll plays

L,
\ pace

sre scted of  time much
within "the

\r hours, that play is
to be thoughd

ion of nature, whose

plot or action Ms EOnling ithin that time; B

Regarding thih yv. " of Y } Pryvaden says that the

ancients belidle o be the same from

the beginning “.

-

ri E ‘
e playlifor it is performed

whéeh is onl®/one asnd the same plsace.

S ﬁmatm UNINY AN, wna chose ae
“"ﬁﬁ%&ﬁ%ﬁummmaﬂ

&

John Dryden, Say ie sy, im

, ed. Hargard Adsms (New York:

Harcourt Brace Jovanovich, Inec., 1871), p. 232.

%1bid.



Traéicréettiﬁg, however, varies frdm play to play
according to the story. it may be before the temple of
Apollo =t Delphi as in Aeschylus; Eumenides, in a rustic
landscape 88 in Soéhocles"diigui_ai_gglgnus,'in froﬁt'

of the tomb of Agsmemnon as in Aeschylus’ The Libstion

Bearers, or in front g dgumbouse in the countryside on

7

the borders . of WArgos = ‘_‘ﬂﬂz Euripides” ~ Eleciza.
Nevertheless, a tfragedy normabey, Lakes place before‘,a

Argos in Agamemnon

palace in Greeces

or the palsce of ‘Habituslly,
this setting, & i % =4 v\<w~ remains until the
end of the plaW.Jf Pe FCyel: 'x\ ssence of the chorus

accounts for thg f the sction to one

place because it 1§ a group of citizens of

Thebes sre continuou st the stage, the scene

cannot suddenfg— ------------------------------ .;her dlstant place.
L7 Y |
However, these & i& of time and that of

u

plane, are not fstabll hed rules of ]ragedy Some . Greek

‘tragedles ﬁﬁﬁ ?Wﬁwﬁwm ﬂﬁge of scene. In

Eumenidés of Aeschylus, for 1nstance, the play opens.

= QW RN TAURNTAIRY o

h orus of the play lesve the stage in pur@ult of
Orestes. Then, Orestes enters _the,scene, which 18 now

Athens. Thus, s period. of time has elapsed, as Harsh

explains:

The necessity of allowing intervals for the passagde of
time during the action is often savoided in Greek

tragedy by a device Which. may be tgrmed double



chronoclogy. It was & well estasblished rule even in

the time of Aeschylusls

Ndrﬁally, the action which occurs "on stagde” often begdins
about dawn and is coméleted by dusk or before. The action

which is supposed to happe “of £ stage" is trested freely

while & chorus song . ”‘ ‘g.‘ Thus, the Adsmemnon
of Aeschylus ope_ ‘ &the night when Troy is
captured but_‘A:-> , MHHH:H Troy on the morning

“‘N The Suppliants of
\{K:?N go to Thebes with

“\\ js. After a choral

of the samé
Eﬁripides, The
his soldiers s
song ofvabout i ssengder enters "and
declares the viec the Thebans. By the

use of such doi the Greek dramatists

avoided some of t existing in carrying

out the unlt e S = ae s

AnotherJAev1ce whic e Gre:J dramstists employed

::;::“mmmm r AL
Ry mﬁfﬁmn‘zm:::::m?

Clytemnestra opens he palaoe doors to disclose . what
is inside,'the- bodies of Agamemnon and Cassandra.
Furthermore, if there‘ WS anything which could not

conveniently be portrayed on stage, another device, the

6Harsh,’p. 20
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messenger s spéech,'would be used to relate such  events
to the chorus and the audience. In following the Greek
tragic tradition. of the ﬁnities of  time - and place,
O’Neill tries to cénfine his élays to one place and ‘6ne{

day,'and; in so doing, he employs the so-called double

chronology asnd other devices concerning ‘time

Apart PP - ﬁ“mh1the unltles of time .
and place, Ari Te 5‘{ \Mm't the chorus was
the typical : -" o2 gcter” and the most

important elen \' Greek tragedy was

"
(i

derived from mn sung by a chorus
8t the festivals BF - 5% L uniting the god’'s story
or honoring him. * traéedy initially was
nothing more Lfhangd Sciema ‘rl'zious worship’ with
no actors ét é:- .:I he only personages
on the stage |fand 20k : ‘c;ﬂlective body, whose
functlon was to &img hymns. d@eowever, when one member f

s chmﬂ WU B NI RN was secaratea

from the rest a dislbgue betﬂnpn the legder and the
choru@ m’la mgmutmq ’Jsﬂe%]:rl aaz_llntroduced
~and then the | second snd the third, namely the
“prbtagonist," "deuteragonist” and "tritagonist,"
respectivély; The limited number of actors explains why
there were no more than three speaking ghﬁracters on . the

stage together st any one time.
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The chorus,. when they enter the stage during the
parodos, remsin there until the end of the play,
Hoﬁever, in & few plays, the chorus leave the stade and

re-enter. In Eumenides, the chorus of the Furies leave

the scene at Delphi in pursuit of Orestes and ré—enter

when the scene changes )t Adhens. Another example is

Sophocles” Aliax. @€ sn hears from Teucer’'s

messenger that ATER ehou Id ﬁ-mm:;‘gone off alone, for

his desth has B L hiat - very day, she

Alss, frie my doom!

Hurry, some cer quickly
The rest divi 18t bne \ Jearch the eastward

ST ,
And one the wesg ot by gy \_ the shore,

Ususlly, the funetion of th J-rus was to sing

and dsnce LHE ded - the. acts af

tragedy' Howe 5 Aristotle- wrote he Chorus

2
¢ a

should bﬁﬁﬂﬂﬂgﬁi m'ﬁlt should be an

integral @part of the ke & share 1n the

actma wf] qu Iglﬂ Eera) Therefore,

they derve not only as 8 naturalistic stage crowd but

?Sophocles, Aisx, trans, John ‘Moor, in~ - The

'p : jes, Vol. 2 :' Sophocles, ed. David

Grene and Richard Lattimore (Chicagoé The University of

Chicago Press,-1959), 11. 802-812, p. 243.
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{é]t times [their lesder] might take psrt in spoken
interchange with the sctors. At times, also, one or
more of the sctors might chant respohsively with the

chorus.8

In Aeschylus’ The Suppliants and Enmgnldﬁa the chorus

tske =8 larde part in thé _st action of the plays and
tors. They even play an
wof the Agamemnon, in

ng themselves “4An* @A

whiéh they_ are Ly i1

fight with Clyte ~ Aeglsthus In the
obviously hostile to
Clytemnestra and f Bloot pid Brestes deceive her.

Moreover, they & 4 eI CIo DS, '\. issa, Clytemnestra’s

nurse, to chande C1fftentEats e8cnge to Aegisthus.

The

Greek -#ﬁ??;nfgl L first function in the

—

Play i85 10 €1ttt bt = Has happened before
y i ‘ ) E

the play openéiu y-rus consists of the

old men of Argﬁye who were eft behlnd They recounts

happﬂ%%%%qw@'mw o o

the cause of the war, aq@ its res YE. rus may 8l1lso

QT RN THRNA IR Eﬂ Ml fganpgacn.

They creste s mood of forebod;ng, expressing doubts sbout

what is to come, the punishment of Agémemnbn, by

8Alexander W. Allisor, Arthur J. darr, and Arthur

M. Eastman, "Introduction,” in Masterpieces of the Drama

(HNew York: Macmillan Publishing Co., Inc., 1874), p. 1.



concluding after they recount the story of the Trojan

that
[tlhe gods fail not to mar
those who have killed msny.
The black Furies stalking the man
fortunate beyond Bl right
wrench back L t of his life
and dro-A:- dar Then smong
the ciphe i ""-=.- nore comfort
in powe ;f “ hlgh glory
is bittg .,p derbolts
Crash Tl‘ '] "‘it ";1 L
Let medbtfzdd no envied wealth,
. let ine D $
neithse face
life i
unon , 11. 481-474)
In the The ipatd egrers istening ‘to El
and Orestes’ L ¥ for their
father, the c:h'!xl us moY ,.--rerﬂ sively: "My
awls as I lldiﬂn to themgpray./ The day of doom
e MBI RDRTNER T

amaaﬂ‘imum'mmaa

gAeschylus,

s T

13..

War

ectra
desad
flesh

has

rans.

Richard Lattimore, in The Complete Greek  Tragedies,

YOl',l: Aeschylus, ed. David Grene and Richard Lattimore

{(Chicago: The University of Chicago Press, 1868), 11.

465, p. 108.

463-
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Apsrt from providing background, the chorus gives

the protagonist sage counsel and warnings. In_ the
Agsmemnon, the chorus WaYNS Agameﬁnon of the 'dangér of

Clytemnestrs’ s hypocritically warm welcome, and they also

WETHS Clytémnestra_of the future: "Oh, can Orestes live,

i11?/ Shsll fate grown

’ @ in strength of hand

to overwhelm these mis : ens?““tfi;-u'-o, 11. 1646- 48)

be somewhere in

gracious ever bri

The function is well

summarized in

The Chorus

must contro

give ssage counsel;
cherish those that
¥ the_thrifty meal, the

blessings of S e ;4 laWs, and Pesce with her

fesr to do e

gate. _
implore [He chat may revisit the

miéerable.gﬁ Y |

unbarred

espect confidences and

There a‘e other

like the ﬂxﬂ;&l @Jaqn Bﬂ?wmﬂsﬁ Cassandra and

Telre51as QLike the chorus, they recount the background

* GRINNIGINIINYAG T

whole Qstory of the curse of the house of Atreus, the

- -

i¥
characters, oOWever, who function

.

108dward Henry Blakeney, ed., Hms_&_qn_ﬂm.Au__ﬁt
Poetry, quoted in vCliffofd Leech, "The Chorus and the
Unities,” in Trsgedy (London: Methuen & Co., Ltd., 1989),

B 71
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‘murders of Agsmemnon snd herself, and the coming of
Orestes to avenge his -father's and her death. These
aspects' of the chorus.and its function in Greek tragedy

are. 3lso sdopted by O0'Neill in hié pla?s.

The final elemenfis Greek tragedy that need to

be reviewed before_ o) rotgfMmaslysis of O'Neill's work
can be carried o v cterization and plot
as well as the t is worthwhile to
know  that in : Vw'axkhuf Bek plays ali the
characters, toget " L) :\ ~ﬁorus; wére played by
men. In perfdfmj masks éccentuating

the dominsnt ftrait "‘f-:‘ naracters they portrayed and

high-soled boots % h ey eg b stature."11 This is

. i 2k ‘ - ‘
because, in the flft -::u_‘; .C., there were only one
to three ackars ‘”b““‘“’ nagks could help the
sctor perfor 7 i¥yen that of the
female. The cofift inuouS Presence of il chorus between the

exit and re-entrdneme of the siptor provided the actor with

ummdﬂuﬂlﬂHMQﬂﬂﬂﬂi
0 mﬁ\‘fﬁ‘i’?ﬂ HMAIRY TR =

in tHe play. Usually, the characters of tragedy fell
into types, such 8s the old king, like Creon in the
ﬁéﬂgﬁ; the coursgeous young king, like Oedipﬁs in diiéna
th;_ﬁing; the old nurse 'as  in ' the. Medes - and . the

11 Alexsnder, p. 1.

asesd!
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-
Hippolvtus, and many others. The masks snd costumes of
these typicsl chasrsciters were so conventionaslized that the
sudience could easily recognize them. 0O 'Neill alsoc uses

masks in seversal of his plays, although usually 'they are

masks of a more abstract nature.

Greek tragedy, whiGhehs 3 @ 0°'Neill's tragedies,

is that of thd™ wefal/hesotSa Nt Poetics, Aristotle
relates thsat the » ‘ a8 good msn, by
which he mesns scter as not to seem
humsan, for thée ghali; '_ y £ At \'-\ rom prosperity to
adversity of 2 ‘\‘ \\»u neither pit& nor
fesr. MNor must . i exkremely - bad  man” (Qn -
Boetics, Chapt. 13, fr_f:;:. e the change of fortune

from adver51tt ZEOY, ’ untragic movement

-
-

‘and "neither T:" Bf.de nor calls forth

pity or fear. j OnLrary, ; must be of "the
intermediat rf'dﬁ of ersohbge man not preeminently
virtuous ﬂuﬂ Ej ﬂﬂqﬂiver, is brought
upon m \fasome Error
of J%ﬁﬁaiﬂ}i ﬁﬁﬁﬁiﬁﬂﬁﬁt , of the

number of +those in the enjoyment of great reputation and

12pristotle, The Poetics, trans. S. H. Butcher,

in , ed. Carl Benson and
Taylor Littleton (Glen#iew, Ibllinois: Scott, Foresman sand

Company, 1966), p. 6.
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prosperity. . ." (On._ Poetics, Chapt. 13, p; 687). Thus,
the hero of Greek tragédy is normaily a king or pringe,
either by right .of birth .of through conquest  or
usurpation. Greekitragedy says nothing about the common

men. Even the antagonists come from the nobiiity, like

%tune is "brought upon

Aegisthus in the (

Saying t
him not by viTE 3 v b1 Lby some error of

Judgment"” (

\\~~ T
;;\\ “P. B87) implies  that,
b

13
NN
\ 20 ributed to his own

, \\\\ stid, his error is a mere
_ﬁ,ﬁ-" ’ \\ 2e. Agamemnon, a8 2

on the one hsand,
‘downfall;

mistake and not

tragic hero, is " o.f{,;; g obeys the gods and loves
r‘r.i-dl- "r‘ ” " " .

his dsughter. Howeve fﬁﬂL;t ed with conflicting sacred
e MIAZI .

obligstions tihh' 111y &n ‘swmy, he chooses Lo

sacrifice hig’d E¥ye his army. In so

doing, he sarouges gresthang in C1 ﬁ-emnestra, his wife,

who flnally kil¥asshinm to avelfge her daughter death.

- AUEINENINE NI

NeWértheless, tq? word hamartla,' as Schreiber

roinQ Wﬂﬁ'ﬂﬂﬁfmﬂﬁﬂ?ﬁﬂﬁﬁaﬂ

the in Prpretatlon of the Poetics. In their preface to

1334 M. Schreiber, "Notes on Aristotle’s Pgoetics,”

‘in “An Introduction Ho Literary Criticism (Oxford:

Pergsmon Press, 1968), p. 154.

M1p44.
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Byﬁater’s; translstion, Butcher and Gilbert Hurfay admit
thﬁt its pfimary mezsning was really a mistake, but tLthey
add s secondary ,méaning,'“an_error of ‘moral’ Judgment,
8 sin, the mistake of an otherwise good mén"who,,on one

15

occasion, chooses evil instead of good.” Furthermore,

in his trasnslation,

| M“H‘.Ii:ﬁﬁf adds s third mesning,
a defect of changgbees : &‘115 A Cfutad. Dlaw ' ox
: —

"frailty" from . eTTors spring} This

"fatal  flaw,’) ”trﬁgic flaw," as
suggested’ by that of pride.
However, this e. In Qedipus the
Ring, for instange i _2; 4 A T k0 'S own tragic' flaw
| ‘ | poet, himself, tries
to suggest thét fﬁ*f:;'_ ipus” downfall is his

pr—

need to know that "’5E¢'}fi human knowledge. On the

contrary; c.-_-mw——---“:“--'::-—---;‘ waever, William
Arrowsmith writ%; i imm of Greek. Tragedy"
' It : T
thst
‘o o .
if he @uﬂ lnﬂﬂiuﬂ’]ﬂ or flaw but the
ungovernable tragic € ignoranqs, of a2ll men; we do no

ARFRHA TN RV PR viinasa b

P1pid.
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1ife and hope, towsrd s wisdom bitter at the gates of
16 5¢ ‘ ;
hell.

Schreiber seems to have a similar idea. He says Oedipus’

faults are moral faults,

but the "hamartis"” ings about his downfall is

‘not these faults _\ S #gcific mistake as to the
facts of the 'Shbust . '&S could not know ' that

the old man he Ded|wa Ffather or the womsn he
s s these mistakes, and
not & morasl fz ; ipich © _3\qms tragedy.17

After 3 . ::r; M1g . ing, it is obvious
that the csuse € '}:: JH{either in . ervor ‘in
Jjudgment nor instead, the reésult
of fate, predesting ‘l‘ff ;_ 14 © fate, as the story
tells, was before Oedipus was
born. And a"f?f:“_""““_: ---------- e/ is accOmpiished.
e débs kill
then he becomés the king of Thebes When the Thebans

i <AUHFRUNTAHIG o0 o

is the punﬂL hment of the murderer who kllled the lste king

- KW 4RI N%’Vé"ﬂ g ﬁ“&l i D
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is own mother and

William Arrowsmith, "The Criticism of Greek

Tragedy," in , ed. Robert 'H.

Corfigan (New York: Harper & Row, Publishérs, 1981}, p.
268.

17Schreiber,.p. 1565.
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responsible for solviﬁg.ﬁhe problem,.which is also &
part of the oracle. Although he has choices3 to
continue. searching for the murderer or to let the famine
contihue, both,ohoides, for him, will end in doom. That

is to say, he iz fated to choose one and whichever choice

he mskes will resulb similar consequences.
Thus, fate is the : ; ‘ ipus doﬁnfhll, not an

error in Jjudgment his charscter.

Similarly is caused not by

his own flaw b brings about his
doom. In the with Zeus’ ﬁill,

Agamemnon haé [ the Trojsns, but,

unfortunately, wheén el s E S - forces at Aulis, the
' = _ '
goddess Artemis mak-~:::"rh gnd stop . blowing until
i < T bAoA/
Ipbigeneia,-Aanu: 5 daug --rlflced to appesase

her anger and 0B f¥] sacred hare and

ol esgles. Agamemnon,

-

b |
her unborn you J kil [ea™PY=Ieus " ¢t

thus, tervible dilemma for he cannot

reject Huﬂmg;m EJ:V] irﬂﬂlnﬁ anger, but he
also £ a4 whicheve &/ declslon he
makes:q ﬁﬁlés irguluﬁ gf?l.l EI’] a EJIS p01nt

Agamemnon, like Qedipus, is fated to choose between one
bof two equally fatal choices and what he‘chooses is to
sacrifice his dauéﬁter. Consequently, he suffers mentaliy
and meets hié doom st the hands of Clytemhestra, his wife.
Thus, in Greek tragedy, geﬁerally the hero or the»

protagonist is faced with =a terrible dilemma  caught



between two fatal slternstives, asnd the theme of Greek
“tragedy is _."the very inner conflict and mental
suffering, ihe WaY :of passions, of "good and evil in

«10

the hero’s soul. Such dilemmass and themes sre slso

apparent in O'Neill’s fragedies.

s -dy, the protagonist is

éaged ies ﬁhere the

i- v these women &re

Alﬁhough
ususlly male,
pro;agonists-
cbnsidered ;'e gone, who 'possesséé
characteristic ;r gic hero. Howeﬁer,-
s woman protagdni  : aracter does not have
to choose betwe atives of/thé tragic
hero. In the >, Medea  immediately

decides to Jason, by killing his -
wife-to-be . a well 55 hex ildzen by Jason. She
does this l ;ﬂ PEJ punish Jason ss
severely as o s 1 ' P8, too, rashly decides to

avenge ‘her fatl’ms death encourages her brother,

b, ﬂ%&l@ﬂﬂ%ﬁﬂﬂﬂ T)es wmvorving: mot:

only herself but her sﬂ611n asMmell in henJgruesome plan

mmmmumfmmaﬂm It is
thls’ pecullar trestment of female protagonists in Greek
tragedy that O Neill selects for further development in

his own trsgedies.

18
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With regard to plot, Greek tragedy desls with the
change in the hero’'s fortunes, which involves' either
reversal ("peripeteia”) or discovery ("anagnorisis”) or
both, which also appesr in some of O'Neill's tragedies.

By ‘"peripeteis,” Ariétotle means the "tragic effect of

human effort producing ?  : e opposite result to its
from Corinth tries to

Acheer Qedipus of marrying his

mother, but by really is, he

produces exsc In .the case of

Agamemnon; he, is expected to be

honored safter \(x war; instead, he is

killed unheroical Likewise, Pentheus,

the King of Thebes plans to hunt the  god

Dionysus--the stranaggf % B0 i his peaceful city;

instead, he hig61f becomes the hunPelrlond is humiliated

by the god. ‘%h : fﬁ y and unferoically
u-'

dismembered by ‘possessed women smong whom are his own

mother ﬂﬁﬂ?%ﬂﬂﬁ“ﬁ?ﬂﬁl his body is

“"scattered YUn shreds, d).?membered/ throughout the forest,

ﬂW’]Nﬂ‘imﬂJﬁﬁ’mEﬂﬁﬂ

198 ank Lsurence Lucus, Tragedy: Serious Drasma in

" {London: Hogarth Press,

1886), p. 113.
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no two pieces in a single place."20 Peripeteis in Greek
tragedy can be the chsnge from fortune to misery or the
reverse as in the downfall of Oedipus in diignﬁ;ghg__xing
.or his restoration to the favor of the gods in>diignﬁ;_§L

Colonus, but, ususlly, the change is from fortune to

i &ans "s change from

ignorance .to ! . ;;“Lﬁ‘ -tics, Chapt. 11, p.

misery.

By “di

887). It cah person, things, or

facts. Mainly, <\fs in Greek tragedles

are of perso \\; covery of his own

‘identity or El€Ctga IS, {‘.: TR ese discqveries can

be schieved by mean okens, or process of

ressoning. However, discoveries, according to

Aristotle, "tiﬁ h srises from the

. y M_H - . 5 %
incidents thefe et ling discovery is

" e | ™
made by natu J! WERNs, as Mlthat in Sophocles’

»

——ﬂ’dﬁﬂjﬁﬁﬁ‘lﬁwmf‘i

2 ﬂrlpldes, 4 trans William

B Ll TR T <

, ed. Dav1d Grene and Richmond Lattlmore

(Chicago; The University of Chicago Press, 1969), 11

0 1229-1221, p. 587.

21Aristot1e, Ihg_;;ﬁgggiga, trans, -S. H. " Butcher,

in> , ed. Carl Benson and
Taylor Littleton (Glenview,'Illinois:ASCbtt, Foresman and

Company, 18686}, p. 9.
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diigns_ﬂhg_ﬂing. . There . are also'.the recognitiqns of
fscts as in Agave s case in The Bacchase. At first, she
thinks that the head she is. holding is & lion's. However,

sfter Cadmus ™ attempt to help‘her recover from DiOnysus;

. possession by sasking her questions, she reslizes that

the head she is s own son’ s head which she

herself has ftorn

In addlf! G e i tement of discovery; Greek

tragedy was plots which *were

supposed to legendary, like the

Agamemnon, whi he legend of the

curse of the h end well known to the

| \
Greek audience; O whieh was the legend -about

the cbming of the &g #or Bacchus, bringing with

him his new bﬁb « T queér 0 eece and about his
punishment of % im. Ususally, Greek

tragedies are&bout s gas , Bg281in in the Agamewmnon,

which en wifhﬂ Clytemnedbhs” murder  of Agamemnon.

s
Howgver, ul:ﬂ;l{m ‘ (o] nﬂ in he hero’s death,

Qfeschylus’ ™ the

tragedy are those among people in the same fiﬁily whethe:
the murder of son by mother as in Euriéides' Medes and The
" Bacchse, mother by son a&s in Aeschylus”’ Ihg;_Lihgiign
Besrers, father by son as ‘in- Sophocles” Qﬁdignﬁw_ﬁhg
King, huébanq by ,wife ‘as in Aeschylus’ Agamgmngn, or
br&ther by brother as in Sophocles’” Antigopne. The action

in Greek
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of murder ‘maQ be'a~cdnscious, premeditated act as in
Medesa's murder of her children in Euripides’ Medes or
Orestes’ s murder of his mother in Aeschylus ™ The Libation
5§axgia; or it may be committed in ignorance, with the tie

of kinship or. friendship discovered afterwards as happens

‘with Oedipus in Sopho : J I King. But whether
it is premeditateu_\ ot S Ct ofvmurder is =slmost
always committed““'7>' ‘ 1 '*";; sgainst another, and
it is this elem ic plot that O’Neill

zlso weaves thr

Greek .ler; developed from
religious worsh ,.:>-’ u ortant religious belief
of the sancient >erning the role of
destiny or fafe ives. Generslly, destiny
ApPpesrs as & 5 r3Ct - po opce, with undefined
purpose, ;* s ,1:';* reek philosophy,
destiny is someﬂxin; nys we as ill as inevitsble. : A
human belhg is ndheacompletelygin controlv of his own llfe

sinozt ovdB b8l B WL b M BRI ducotinea oy one

gods. Man appears in Gfeek tragady ss but@d plaything of

ono LI LGN Bl ALV L El’lﬁil

In Greek tragedy, destlny reveals itself ih meny
ways, above a1l ‘in the form of oracles. In'the'case‘ of
bracles, destiny may bq~revégled.by means of = deity. It
can be}announéed directly by & deity or through dreams.
In diignﬂ_ihﬁ_ﬂing, the orascle of Apollo at Dephi revesls

that Cedipus is predestined to kill his father and marry
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his mother. 1In the Agsmewnon, Cassandrs’s fate is slso
pfédestined; Apcllo revesls that she will be killed when
' she sarrives at the house of Atreus. In The Libation
Eﬁgxgxg, Clytemnestra’s fate is disclosed in her dream.

The dream in this casse comes from Agamemnon, who, after

death, is in some measufal }ted as a.'deity. Anocther
form of revelstio ' ﬂhets and soothsayers,
such as Teiresias-: : :1 RoHever , perhaps the most
striking revelaid . ;‘“,1:1x,, py the omen, in which
destiny is reveaffe 4 .:n“uhh' the Agsmemnon, we’see
that tﬁe vchQ« S _'i o} \'#~»andfa from naming
mere naming of the
person in éuch v 1! = C ok to cause his doomf

also be set in motion

.

However, the wheel;
by man. That is it _:5 by human will through a
curse, as se4;v_, —the = ,' 23 reebgis where Thyestes’
curse becomes ? . ; f and works from

generatlon to generatlon

MﬂlLEl W ﬂllﬁﬂﬂfmﬁso AT

the notlon of mora 1but10n‘hof which tﬂere
tﬂ:ﬂla msmumquﬁnﬂqafﬂst concept
of moral retribution is thsat = of “"nemesis"” which is

resction agsinst excess of any kind.

Gods, accordiﬁg to  Greek philosophy, are not
perfect beings. They cen  be happy, sad, sangry, or
irratidnal, but sbove s8ll, they are jealous, vengeful

gods. . In one legend, Polycrate died simply becsuse he
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was Ltoo prosﬁerous. Hislprpsperity aroused tﬁe jealousy
of the gods, who then punished him with death. In the
Higgglx;ua, the:hero of the same name refuses to worship
Aphrbdite, mgintaining the virtué " of temperance.

Therefore, Aphrodite,’'in an act of revénge, brings about

his d&sth. The other, - moral retribution is that

which identifies tHew, er of the universe with

-

Justice. In eER dedy et is one of the most

important eleme sin, he will not be

left unpunished Jtice musi keNdone. This notion of
justice is well invAeschylus"the

$1- 2 &

Almighty e
of Zeus le
Bef Justice.

, et hste
%91 of Right
cries opf 21 s Btonement
e of blood

be done, in_ 13
For t
be s s;

due: bl:od stroke for the strf

"11. .306-313)

““‘ﬂ”ﬁ’fﬁﬁﬁﬁﬂmﬂﬁﬂ'ﬁﬂﬂﬂﬁfﬁ R

slayirdg ~ Agamemnon, and Orestes avenges his father” s ‘death
by murdering Clytemnest:a in return;»and/ v ¢ M 11 Neill”si
tragedies, the Greek .notions ‘6f ‘destiny >and moral
réf?ibution are revived to lend intricscy to, plot

de?elopment.
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These various elements of Greek ‘traéedy--the
structure, the ‘chorus, the unities of time sand place,
the plot, the theme, and the characteristics of the
tragic hero--hsve had, as has been poinfea out, a major

influence on the work of Eugene O'Neill. In Now I Ask You

(1817), Marce Millionsi) 3 _5> and '
(1925), 0'Neill .ma T Q Greek prologue and

B 1935-1942), Long Day’s

'epilogue. In

Misbegotten _ He £ 14 the Aristotelesn

unities of timsg (1821), The
Ancient Mariner gF ¥ Dave W 18ho nd (1931-1933),
0'Neill employs tije % \- --\\EX i in The Web (1813},
Diff rent (1820), Whe Founts 981-1922), The Hairv Ape,
QEﬁﬁﬂﬂi '
hie 2 5 d_BrownCand \Ba hthot nd, among others,
he uses t.:-—n——‘_——"--;———u—————m;i decorative or
: A\ k!
psychological 3* uges of Greek tragedy
. . |I
i¥

fully utilized in

gﬁiu_e_ind_er_the_ﬁms he was

QO S B 9 8. e
Lazaru$ Laughed

a8 wWell a8 ot er however, 8TE MOTE

' he makes use of ancient mas and the

chorus. However, it is in writing Mourning Becomes
Electra that he follows very closely the general outlines"
of the Aeéchylean trilogy, the Oresteis, through the
transferral of plots from Greek.tragedy toc the modern.
sarroundings of New England in the years 1856-1866.

Fﬁrthermore, like Greek tragedy, this psrticulsr play is
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alskoritten in 8 -Ltrilody, coméosed of tﬁree separate bﬁt
interrelated tragedies,'entitled Hgmeggming; which.closely
parallels the Agamemnon, The Hunted, snd The Haunted. All
' ef these'traged?es :eflect Q' Neill's fascinatien with the
Greek tragic tradition and his capaeity for‘buildiné upon

that tradition in an eflect modern times.

~ Augineninenns
ARINIATAUNNIING 1A Y
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