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      Context

      
      Eugene O'Neill (1888–1953) was the son of an actor whose work meant that the family led a difficult life on the road. O'Neill
         would later deeply resent his insecure childhood, pinning the family's many problems, including his mother's drug addiction,
         on his father. Educated at boarding schools, O'Neill gained admission to Princeton University but left after only one year
         to go to sea. He spent his early twenties living on the docks of Buenos Aires, Liverpool, and New York, sinking into an alcoholism
         that brought him to the point of suicide. Slowly O'Neill recovered from his addiction and took a job writing for a newspaper.
         A bout of tuberculosis left him incapacitated and he was consigned to a sanitarium for six months. While in recovery, O'Neill
         decided to become a playwright.
      

      
      O'Neill wrote his first play, Bound East for Cardiff, in 1916, premiering it with a company in Provincetown, MA that took it to New York that same year. In 1920, O'Neill's breakthrough
         came with his play Beyond the Horizon. Historians of drama identify its premiere as a pivotal event on the Broadway stage, one that brought a new form of tragic
         realism to an industry almost entirely overrun with stock melodramas and shallow farces. O'Neill went on to write over twenty
         innovative plays in the next twenty years, to steadily growing acclaim. The more famous works from his early period include
         The Great God Brown (1926), a study in the conflicts between idealism and materialism, and Strange Interlude (1928), an ambitious 36-hour saga on the plight of the Everywoman. His late career brought such works as his masterpiece,
         The Iceman Cometh (1946), an Ibsenian portrait of man's hold on his pipe dreams, and A Long Day's Journey into Night (1956), the posthumously published and painfully autobiographical tragedy of a family haunted by a mother's drug addiction.
      

      
      O'Neill wrote morality plays and experimented with the tragic form. O'Neill's interest in tragedy began as early as 1924 with
         his Desire Under the Elms, a tale of incest, infanticide, and fateful retribution, but would come to maturity with his monumental revision of Aeschylus's
         Oresteia,Mourning Becomes Electra (1931). O'Neill chose Electra because he felt that her tale had been left incomplete. More generally, as his diary notes
         indicate, O'Neill understood his exercises in tragedy as an attempt to find a modern analogue to an ancient mode of experience.
         Thus Mourning aims to provide a "modern psychological approximation of the Greek sense of fate" in a time in which the notion of an inescapable
         and fundamentally non-redemptive determinism is incomprehensible. Accordingly, the setting of the trilogy, the American Civil
         War, springs from O'Neill's attempt to negotiate the chasm between ancient and modern. For O'Neill, the Civil War provided
         a setting that would allow audiences to locate the tragic in their national history and mythology while retaining enough distance
         in time to lend the tale its required epic proportions. Mourning also provided O'Neill with an occasion to abandon the complex set design of the Art Theater, which he had long bemoaned as
         a constraint on the playwright's creative freedom.
      

      
   
      
      Plot Overview

      
      The Homecoming

      
      It is late spring afternoon in front of the Mannon house. The master of the house, Brigadier-General Ezra Mannon, is soon
         to return from war.
      

      
      Lavinia, Ezra's severe daughter, has just come, like her mother Christine, from a trip to New York. Seth, the gardener, takes
         the anguished girl aside. He needs to warn her against her would-be beau, Captain Brant. Before Seth can continue, however,
         Lavinia's suitor Peter and his sister Hazel, arrive. Lavinia stiffens. If Peter is proposing to her again, he must realize
         that she cannot marry anyone because Father needs her.
      

      
      Lavinia asks Seth to resume his story. Seth asks if she has not noticed that Brant looks just like her all the other male
         Mannons. He believes that Brant is the child of David Mannon and Marie Brantôme, a Canuck nurse, a couple expelled from the
         house for fear of public disgrace.
      

      
      Suddenly Brant himself enters from the drive. Calculatingly Lavinia derides the memory of Brant's mother. Brant explodes and
         reveals his heritage. Lavinia's grandfather loved his mother and jealously cast his brother out of the family. Brant has sworn
         vengeance.
      

      
      A moment later, Lavinia appears inside her father's study. Christine enters indignantly, wondering why Lavinia has summoned
         her. Lavinia reveals that she followed her to New York and saw her kissing Brant. Christine defiantly tells Lavinia that she
         has long hated Ezra and that Lavinia was born of her disgust. She loves her brother Orin because he always seemed hers alone.
      

      
      Lavinia coldly explains that she intends to keep her mother's secret for Ezra's sake. Christine must only promise to never
         see Brant again. Laughingly Christine accuses her daughter of wanting Brant herself. Lavinia has always schemed to steal her
         place. Christine agrees to Lavinia's terms. Later she proposes to Brant that they poison Ezra and attribute his death to his
         heart trouble.
      

      
      One week later, Lavinia stands stiffly at the top of the front stairs with Christine. Suddenly Ezra enters and stops stiffly
         before his house. Lavinia rushes forward and embraces him.
      

      
      Once she and Ezra alone, Christine assures her that he has nothing to suspect with regards to Brant. Ezra impulsively kisses
         her hand. The war has made him realize that they must overcome the wall between them. Calculatingly Christine assures him
         that all is well. They kiss.
      

      
      Toward daybreak in Ezra's bedroom, Christine slips out from the bed. Mannon's bitterly rebukes her. He knows the house is
         not his and that Christine awaits his death to be free. Christine deliberately taunts that she has indeed become Brant's mistress.
         Mannon rises in fury, threatening her murder, and then falls back in agony, begging for his medicine. Christine retrieves
         a box from her room and gives him the poison.
      

      
      Mannon realizes her treachery and calls Lavinia for help. Lavinia rushes to her father. With his dying effort, Ezra indicts
         his wife: "She's guilty—not medicine!" he gasps and then dies. Her strength gone, Christine collapses in a faint.
      

      
      The Hunted

      
      Peter, Lavinia, and Orin arrive at the house. Orin disappointedly complains of Christine's absence. He jealously asks Lavinia
         about what she wrote him regarding Brant. Lavinia warns him against believing Christine's lies.
      

      
      Suddenly Christine hurries out, reproaching Peter for leaving Orin alone. Mother and son embrace jubilantly. Suspiciously
         Orin asks Christine about Brant. Christine explains that Lavinia has gone mad and begun to accuse her of the impossible. Orin
         sits at Christine's feet and recounts his wonderful dreams about her and the South Sea Islands. The Islands represented all
         the war was not: peace, warmth, and security, or Christina herself. Lavinia reappears and coldly calls Orin to see their father's
         body.
      

      
      In the study, Orin tells Lavinia that Christine has already warned him of her madness. Calculatingly Lavinia insists that
         Orin certainly cannot let their mother's paramour escape. She proposes that they watch Christine until she goes to meet Brant
         herself. Orin agrees.
      

      
      The night after Ezra's funeral, Brant's clipper ship appears at a wharf in East Boston. Christine meets Brant on the deck,
         and they retire to the cabin to speak in private. Lavinia and an enraged Orin listen from the deck. The lovers decide to flee
         east and seek out their Blessed Islands. Fearing the hour, they painffully bid each other farewell. When Brant returns, Orin
         shoots him and ransacks the room to make it seem that Brant has been robbed.
      

      
      The following night Christine paces the drive before the Mannon house. Orin and Lavinia appear, revealing that they killed
         Brant. Christine collapses. Orin knees beside her pleadingly, promising that he will make her happy, that they can leave Lavinia
         at home and go abroad together. Lavinia orders Orin into the house. He obeys.
      

      
      Christine glares at her daughter with savage hatred and marches into the house. Lavinia determinedly turns her back on the
         house, standing like a sentinel. A shot is heard from Ezra's study. Lavinia stammers: "It is justice!"
      

      
      The Haunted

      
      A year later, Lavinia and Orin return from their trip East. Lavinia's body has lost its military stiffness and she resembles
         her mother perfectly. Orin has grown dreadfully thin and bears the statue-like attitude of his father.
      

      
      In the sitting room, Orin grimly remarks that Lavinia's has stolen Christine's soul. Death has set her free to become her.
         Peter enters from the rear and gasps, thinking he has seen Christine's ghost. Lavinia approaches him eagerly. Orin jealously
         mocks his sister, accusing her of becoming a true romantic during their time in the Islands.
      

      
      A month later, Orin works intently at a manuscript in the Mannon study. Lavinia knocks sharply at the locked door. With forced
         casualness, she asks Peter what he is doing. Orin insists that they must atone for Mother's death. As the last male Mannon,
         he has written a history of the family crimes, from Abe's onward. Lavinia is the most interesting criminal of all. She only
         became pretty like Mother on Brant's Islands, with the natives staring at her with desire.
      

      
      When Orin accuses her of sleeping with one of them, she assumes Christine's taunting voice. Reacting like Ezra, Orin grasps
         his sister's throat, threatening her murder. He has taken Father's place and she Mother's.
      

      
      A moment later, Hazel and Peter appear in the sitting room. Orin enters, insisting that he see Hazel alone. He gives her a
         sealed envelope, enjoining her to keep it safe from his sister. She should only open it if something happens to him or if
         Lavinia tries to marry Peter. Lavinia enters from the hall. Hazel moves to leave, trying to keep Orin's envelope hidden behind
         her back. Rushing to Orin, Lavinia beseeches him to make her surrender it. Orin complies.
      

      
      Orin tells his sister she can never see Peter again. A "distorted look of desire" comes into his face. Lavinia stares at him
         in horror, saying, "For God's sake—! No! You're insane! You can't mean—!" Lavinia wishes his death. Startled, Orin realizes
         that his death would be another act of justice. Mother is speaking through Lavinia.
      

      
      Peter appears in the doorway. Unnaturally casual, Orin remarks that he was about to go clean his pistol and exits. Lavinia
         throws herself into Peter's arms. A muffled shot is heard.
      

      
      Three days later, Lavinia appears dressed in deep mourning. A resolute Hazel arrives and insists that Lavinia not marry Peter.
         The Mannon secrets will prevent their happiness. She already has told Peter of Orin's envelope.
      

      
      Peter arrives, and the pair pledges their love anew. Started by the bitterness in his voice, Lavinia desperately flings herself
         into his arms crying, "Take me, Adam!" Horrified, Lavinia orders Peter home.
      

      
      Lavinia cackles that she is bound to the Mannon dead. Since there is no one left to punish her, she must punish herself—she
         must entomb herself in the house with the ancestors.
      

      
   
      
      Character List

      
      
         Lavinia Mannon  - 
            The Mannon's daughter. Lavinia is wooden, stiff-shouldered daughter, flat- chested, thin, angular and dressed in simple black.
            She shares her mother Christine's lustrous copper hair and mask-like face. The severe Lavinia considers herself robbed of
            love at her mother's hands. Thus she schemes to take Christine's place and become the wife of her father and mother of her
            brother. She ultimately does so upon her mother's death, reincarnating her in her own flesh.
            
         

      

      
      
         Christine Mannon  - 
            A striking woman of forty with a fine, voluptuous figure, flowing animal grace, and a mass of beautiful copper hair. She wears
            green, which symbolizes her envy. Her pale face is also a life-like mask, a mask that represents both her duplicity and her
            almost super-human efforts at repression. Having long abhorred her husband Ezra, Christine plots his murder with her lover
            Brant upon his return from the Civil War.
            
         

      

      
      
         Orin Mannon  - 
            The Mannon son returned from war. Orin bears a striking resemblance to his father and Captain Brant, though he appears as
            a weakened, refined, and oversensitive version of each. He possesses a boyish charm that invites the maternal favors of women.
            He loves his mother incestuously, flying into a jealous rage upon the discovery of her love affair that leads to Christine
            and Brant's deaths. Orin will then force he and his sister to judgment for their crimes in an attempt to rejoin his mother
            in death.
            
         

      

      
      
         Brigadier-General Ezra Mannon  - 
            The great Union general. Ezra is a spare, big-boned man of exact and wooden movements. His mannerisms suggest the statue-like
            poses of military heroes. His brusque and authoritative voice has a hollow and repressed quality. As his near- homophonic
            name suggests, he is Agamemnon's counterpart, the general returned from war to be murdered by his wife and her lover. He continues
            to exert his influence in symbolic form. His various images, and his portrait in particular, call his family to judgment from
            beyond the grave.
            
         

      

      
      
         Captain Adam Brant  - 
            A powerful, romantic sea captain. Brant has a swarthy complexion, sensual mouth, and long, coal-black hair. He also of course
            bares a striking resemblance to the other Mannon men, sharing their same, mask-like faces. The child of the illegitimate Mannon
            line, he returns to wreak vengeance on Ezra's household. He steals Ezra's wife, a woman he imagines in the image of his mother,
            and seduces Lavinia to conceal their affair.
            
         

      

      
      
         Hazel Niles - 
            A longtime friend of the Mannon children. Hazel is a pretty, healthy, dark- haired girl of nineteen. O'Neill describes her
            character as frank, innocent, amiable, and good. She functions as Orin's would-be sweetheart, and both Christine and Lavinia
            attempting to pass Orin off onto her so they can flee with their suitors. Hazel also haplessly attempts to rescue Orin from
            his fate.
            
         

      

      
      
         Captain Peter Niles - 
            An artillery captain for the Union. Peter resembles his sister in character. He is straightforward, guileless, and good-natured,
            failing to apprehend the machinations afoot in the Mannon house until the very end of the trilogy. He functions as the suitor
            Lavinia first rejects and later takes up as a substitute for Captain Brant.
            
         

      

      
      
         Seth Beckwith - 
            The Mannons' aged gardener. Seth is stoop-shoulded and raw-boned but still strong. Like his employers, his gaunt face gives
            the impression of a life-like mask. In his time with the Mannons, he has learned most of the family's secrets and colluded
            in keeping them. A watchman figure of sorts, he is repeatedly seen wandering the grounds and singing the sea chanty "Shenandoah."
            
         

      

      
      
         Amos Ames - 
            A fat carpenter in his fifties. Ames is a typical and relatively benign town gossip-monger.
            
         

      

      
      
         Louisa Ames - 
            Amos's wife. Louisa is similarly a gossip though much more maliciously.
            
         

      

      
      
         Minnie - 
            Louisa's meek middle-aged cousin and most eager listener.
            
         

      

      
      
         Josiah Borden  - 
            A small, wizened man of sixty. Borden is the shrewd manager of the Mannon shipping company.
            
         

      

      
      
         Emma Borden  - 
            Josiah's wife. Emma is a typical New England woman of pure English ancestry, with a horse face, buckteeth, and big teeth.
            Her manner is defensively sharp and assertive.
            
         

      

      
      
         Everett Hills, D.D.  - 
            The well-fed minister of a prosperous small town: snobbish, unctuous, and ingratiating in his demeanor.
            
         

      

      
      
         Mrs. Hills - 
            A sallow, flabby, and self-effacing minister's wife.
            
         

      

      
      
         Dr. Joseph Blake  - 
            The Mannon's kindly family physician, stout, self-important, and stubbornly opinionated.
            
         

      

      
      
         The Chantyman - 
            A drunk, weather-beaten man of sixty-five. Though dissipated, he possesses a romantic, troubadour-of-the-sea air. Critic Travis
            Bogard considers his cameo appearance in "The Hunted" as O'Neill's farewell to the seaman heroes of his earlier plays.
            
         

      

      
      
         Abner Small - 
            The shrill, goat-bearded clerk of the town hardware store who breaks into the Mannon house on a wager.
            
         

      

      
      
         Ira Mackel - 
            A sly, cackling farmer who helps goad Small into the house.
            
         

      

      
      
         Joe Silva - 
            A fat, boisterous Portuguese fishing captain who also helps goad Small into the house.
            
         

      

      
   
      
      Analysis of Major Characters

      
      
         
         Lavinia Mannon

         
         Lavinia is Ezra's wooden, stiff-shouldered, flat-chested, thin, and angular daughter. She is garbed in the black of mourning.
            Her militaristic bearing, a mark of her identification with her father, symbolizes her role as a functionary of the Mannon
            clan or, to use Christine's terms, as their sentry. Lavinia appears as the keeper of the family crypt and all its secrets,
            figuring as an agent of repression throughout the play. She will urge Orin in particular to forget the dead, compulsively
            insist upon the justice of their crimes, and keep the history of the family's past from coming to light. Lavinia's repressive
            stiffness and mask-like countenance mirrors that of the house, the monument of repression erected by her ancestors to conceal
            their disgraces. Ultimately this manor becomes her tomb, Lavinia condemning herself to live with the Mannon dead until she
            and all their secrets with her die.
         

         
         Despite her loyalties to the Mannon line, Lavinia appears as her mother double from the outset of the play, sharing the same
            lustrous copper hair, violet eyes, and mask-like face. Christine is her rival. Lavinia considers herself robbed of all love
            at her mother's hands, Christine not only taking her father but her would-be lover as well. Thus she schemes to take Christine's
            place and become the wife of her father and mother of her brother. She does so upon her mother's death, reincarnating her
            in her own flesh.
         

         
         In doing so, Lavinia comes to femininity and sexuality. Lavinia traces a classical Oedipal trajectory, in which the daughter,
            horrified by her castration, yearns to become the mother and bear a child by her father that would redeem her lack. Orin figures
            as this child as well as the husband she would leave to be with her son, that is, Peter substituting as Brant.
         

         
      

      
      
         
         Orin Mannon

         
         The Mannon son returned from war, Orin is the boyish counterpart to Aeschylus's Orestes. He loves his mother incestuously,
            yearning for pre-Oedipal plentitude, the mythic moment prior to the intervention of the father into the mother-son dyad. This
            pre-Oedipal paradise appears primarily in two fantasies: that of the secret world he shares with Christine in childhood and
            the Blessed Island he imagines as a haven from the war.
         

         
         As the stage notes indicate, Orin bears a striking resemblance to the other Mannon men though he appears as a weakened, refined,
            and oversensitive version of each. These doubles are his rivals within the Mother-Son love affair that structures the trilogy,
            with Orin competing with Ezra and Brant for Christine's desire. Thus he flies into a jealous rage upon the discovery of her
            love affair that leads to Christine and Brant's deaths. Orin will then force he and his sister to judgment for their crimes
            in an attempt to rejoin his mother in death.
         

         
      

      
      
         
         Christine Mannon

         
         Christine is a striking woman of forty with a fine, voluptuous figure, flowing animal grace, and a mass of beautiful copper
            hair. Her pale face is also a life- like mask, a mask that represents both her duplicity and her almost super-human efforts
            at repression.
         

         
         Having long abhorred her husband Ezra, Christine plots his murder with her lover Brant upon his return from the Civil War.
            She loves incestuously, repudiating her husband and clinging to her son as that which is all her own. She repeats this incestuous
            relation in her affair with Brant, rediscovering Orin in a substitute.
         

         
         Like her double, Brant's mother Marie, Christine moves with an animal-like grace, grace that codes for her sexual excess.
            This grace makes her exotic, or even of another race, aligning her with the recurring figures of the island native. It makes
            sense that Lavinia must go among the natives to fully assume her figure.
         

         
         As her characteristic green dress suggests, Christine is consumed with envy. She envies Brant's Island women, hating them
            for their sexual pleasures. Despite the desperate veneer of kindness, she envies Hazel for her youth, imagining her as a figure
            for what she once was. Before the threat of her oncoming age, she must secure her love affair with Brant at all costs.
         

         
      

      
      
         
         Ezra Mannon

         
         As his homophonic name suggests, he is Agamemnon's counterpart, the great general returned from war to be murdered by his
            wife and her lover. We first encounter Ezra prior to his homecoming in the former of the ominous portrait hanging in his study.
            Here, as throughout the trilogy, Ezra is dressed in his judge's robes and appears as a symbol of the law.
         

         
         Ezra's authority rests primarily in his symbolic form. Indeed, he is far more the figure for the law in this form than as
            a broken, bitter, ruined husband. Both before and after his death, Ezra will continuously appear in his symbolic capacities.
            His mannerisms, for example, suggest the unyielding statue-like poses of military heroes; to Christine, he imagines himself
            as a statue of a great man standing in a square. After his death, Lavinia will constantly invoke his name and voice. Christine
            will hear herself condemned by his corpse. Ezra's various images will call his family to judgment from beyond the grave.
         

         
         Adam Brant

         
         Brant is a powerful, romantic sea captain. He has swarthy complexion, sensual mouth, and long, coal-black hair. He dresses,
            as if some romantic Byronic ideal, in almost foppish extravagance with touches of studied carelessness. The child of the illegitimate
            Mannon line, he returns to wreak vengeance on Ezra's household. He steals Ezra's wife and seduces Lavinia to conceal their
            affair. Brant also of course bares a striking resemblance to the other Mannon men. He does so as yet another son incestuously
            enthralled with Mother and her substitutes.
         

         
      

      
   
      
      Themes, Motifs, and Symbols

      
      
      Themes

      
      
      Oedipus

      
      Although O'Neill supposedly derived Mourning Becomes Electra from the Oresteia, the myth that actually structures the play's action is overwhelming that of Oedipus. Oedipus was the Theban king who unwittingly
         killed his father and murdered his mother, bringing ruin to the land. Famously Freud elaborated this myth into his Oedipus
         complex, the structure through which children are conventionally introduced into the social order and normative sexual relations.
      

      
      At the center of this complex in what Freud defined as its positive form is the child's incestuous desire for the parent of
         the opposite sex, a desire possibly surmounted in the course of the child's development or else subject to repression. Its
         development is starkly differentiated for boys and girls. Both begin with a primary love object, the mother. The boy child
         only moves from the mother upon the threat of castration posed by his rival, the father. In other words, the boy fears that
         the father would cut his penis off if he continues to cling to the mother who rightfully belongs to her husband. By prohibiting
         incest and instituting the proper relations of desire within the household, the Father becomes a figure of the law. In surmounting
         his Oedipal desires, the boy would then abandon his mother as a love object and identify himself with his father.
      

      
      In contrast, the girl abandons the mother upon realizing both the mother's castration and her own. To her dismay, neither
         she nor her mother have a penis. She then turns to the father in hopes of bearing a child by him that would substitute for
         her missing penis; the girl would become a mother in her mother's place. Thus, whereas castration ends the Oedipus complex
         for the boy, it begins it for the girl.
      

      
      The Oedipal drama in its many permutations determines the course of the trilogy. Lavinia, for example, yearns to replace Christine
         as wife to her father and mother to her brother. Christine clings to Orin as that the "flesh and blood," entirely her own,
         that would make good on her castration. Brant, in turn, is but a substitute for her precious son. Orin yearns to re- establish
         his incestuous bond with his mother. But the war, where he would finally assume the Mannon name, forces him from their pre-Oedipal
         embrace in the first place.
      

      
      Though titled after Electra, the predominant pair of lovers in Mourning is the Mother-Son. Put bluntly, the male Mannons in some way or another take their female love objects as Mother substitutes,
         and the women pose them as their sons. The Fathers of the play, Ezra and otherwise, figure as the rival who would break this
         bond of love. As we will see, what is primarily being mourned here is the loss of this love relation, this "lost island" where
         Mother and Son can be together.
      

      
      
      
      Fate, Repetition, and Substitution

      
      As Travis Bogard notes, O'Neill wrote Mourning to convince modern audiences of the persistence of Fate. Accordingly, throughout the trilogy, the players will remark upon
         a strange agency driving them into their illicit love affairs, murders, and betrayals. What O'Neill terms fate is the repetition
         of a mythic structure of desire across the generations, the Oedipal drama.
      

      
      As Orin will remark to Lavinia in "The Haunted," the Mannons have no choice but to assume the roles of Mother-Son that organize
         their family history. The players continually become substitutes for these two figures, a substitution made most explicit
         in Lavinia and Orin's reincarnation as Christine and Ezra. In this particular case, Lavinia traces the classical Oedipal trajectory,
         in which the daughter, horrified by her castration, yearns to become the mother and bear a child by her father that would
         redeem her lack. Orin at once figures as this child as well as the husband she would leave to be with her son.
      

      
      
      
      The Double/the Rival

      
      The various substitutions among the players as structured by the Oedipal drama make the players each other's doubles. The
         double is also the rival, the player who believes himself dispossessed convinced that his double stands in his proper place.
         Thus, for example, Lavinia considers Christine the wife and mother she should be.
      

      
      To take another example, Mourning's male players universally vie for the desire of Mother. The Civil War, generally remembered as a war between brothers, comes
         to symbolize this struggle. The men's rivalries are murderously infantile, operating according to a jealous logic of "either
         you go or I go." Because in these rivalries the other appears as that which stands in the self's rightful place within the
         Oedipal triangle, the rivals appear as doubles of each other as well. Orin's nightmare of his murders in the fog allegorizes
         this struggle, Orin repeatedly killing the same man, himself, and his father. This compulsive series of murders demonstrates
         the impossibility of the lover ever acceding to his "rightful place" within the Oedipal triangle—Mother will always want another,
         producing yet another rival.
      

      
      
      
      The Law of the Father

      
      In the Oedipal myth, what tears the son away from his incestuous embrace with the mother is the imposition of the father's
         law. Mourning's principal father, Ezra, serves as figure for this paternal law, though more in his symbolic form than in his own person.
         Ezra's symbolic form includes his name, the portrait in which he wears his judge's robes, and his ventriloquist voice. Indeed,
         his symbolic form almost usurps his person. Note how Ezra, in fearing that he has become numb to himself, muses that he has
         become the statue of a great man, a monument in the town square.
      

      
      Ezra's death makes the importance of his symbolic function even more apparent. With the death of his person, he exercises
         the law with all the more force, haunting the living in his various symbolic forms. Thus, for example, Christine will cringe
         before his portrait, Lavinia will invoke his voice and name to command Orin to attention.
      

      
      
      
      
      Motifs

      
      
      The Blessed Islands

      
      The fantasy of the Blessed Island recurs among the major players as the lost Mother-Son dyad disrupted by the Oedipal drama.
         It, rather than any of their deaths, is the trilogy's principal object of mourning.
      

      
      Orin offers the most extensive vision of the Blessed Island to Christine in Act II of "The Hunted." A sanctuary from the war,
         the Island is a warm, peaceful, and secure paradise composed of the mother's body. Thus Orin can imagine himself with Christine
         without her being there. In terms of the trilogy's sexual drama, the Blessed Island is the realm of the pre-Oedipal, the time
         of plentitude and wholeness shared by mother and child. However, Orin goes to war to do his duty as a Mannon.
      

      
      
      
      The Natives

      
      The Blessed Islands are also populated, in the players' imaginations, by natives, which entwine their fantasies of sex with
         those of race. Generally the native appears through two divergent images: the sexual innocent and the sexually depraved. Thus,
         for example, Lavinia will recall the islands as the home of timeless children, dancing naked on the beach and loving without
         sin. This island is the perfect home for a prelapsarian love affair. For Orin, however, the natives display an almost bestial
         sexual prowess, stripping his sister with their lascivious gazes. The native assumes these proportions when imagined as rivals,
         the prowess and pleasure they would ostensibly provide the lover becoming objects of envy.
      

      
      
      
      
      Symbols

      
      Though Mourning is rife with symbolism, the symbol that dominates the playing space is certainly the Mannon house. The house is built in
         the style of a Greek temple, with white columned portico covering its gray walls. As Christine complaints in Act I of "Homecoming,"
         the house is the Mannons' "whited sepulcher." It functions not only as crypt to the family's dead but also to its secrets.
         Its founder, Abe Mannon, designs it as a monument of repression, building it to cover over the disgrace that sets this revenge
         cycle in motion. What symbolizes this repression in turn is the house's distinguishing feature, the "incongruous white mask"
         of a portico hiding its ugliness. This mask doubles those of its residents, evoking the "life-like masks" the Mannons wear
         as their faces.
      

      
      
   
      

      
      "Homecoming": Act I, Scene One, Part I

      
      
      Summary

      
      It is late afternoon in front of the Mannon house. The house is in the style of a Greek temple style, featuring a white, columned
         portico that stands like an "incongruous white mask." From the town, a band is heard playing "John Brown's Body." From the
         rear, the gardener Seth Beckwith is heard singing "Shenandoah" in the wraith of a baritone. Amos Ames, a garrulous and gossipy
         carpenter, his wife Louisa, and her cousin Minnie follow. They have come to spy on the Mannons.
      

      
      Seth proclaims that if the news of Ezra Mannon's return is true, they will all be celebrating tonight. He praises Mannon as
         uniquely able, having taken over the shipping business upon his father Abe's death and become a judge, a mayor, and then brigadier-general
         for the Union. Louisa remarks that while the town may be proud of Ezra, it has little love for his "furrin lookin' and queer"
         wife Christine.
      

      
      Changing the subject, Seth goes off to meet Mannon's daughter, Lavinia. Suddenly Christine appears and the trespassers hide.
         Christine is a distinctly handsome woman of copper and bronze hair: her face gives the impression of a "wonderfully life-like
         pale mask." She pauses and listens to the distant music defensively and then passes without having noticed the trio. Ames
         remarks upon how like all Mannons, Christine is "secret lookin'." Louisa urges him to tell Minnie about one of the Mannon's
         most scandalous secrets, the story of Abe Mannon's brother David marrying that "French Canuck nurse girl" he got pregnant.
      

      
      Seth returns and then Lavinia appears. She looks strikingly like her mother, bearing the same mask-like countenance, but does
         all she can to emphasize their difference. Dressed in somber black, Lavinia moves in a wooden, square- shouldered, and militaristic
         manner. She pauses to listen to the music with vindictive satisfaction.
      

      
      Seth tells her that the war is certainly over and her father coming home. He asks where she was last night, forcing her to
         admit, as if admitting a secret understanding between them, that she was in New York. Immediately, however, Lavinia stiffens,
         claiming to not know what Seth is talking about. He concedes but wonders if he should warn her against Captain Brant.
      

      
      Before Seth can continue, however, Lavinia's guileless childhood friends, Peter and Hazel, arrive. Hazel worries if Lavinia's
         brother and her would-be sweetheart, Orin, has been wounded. Impulsively she takes off, teasingly ordering Lavinia to treat
         her brother kindly.
      

      
      Horribly embarrassed, Peter fidgets and asks if Orin truly loves Hazel. Lavinia stiffens and declares that she hates love
         and wants to know nothing of it. If Peter is proposing to her again, he must realize that she cannot marry anyone, since her
         father needs her.
      

      
      Peter insists that he will not lose hope, unless she has fallen for another. The townsfolk have been saying a mysterious and
         romantic-looking clipper captain has been courting her. Lavinia declares her hate for him. Peter muses that the captain reminds
         of someone.
      

      
      
      
      Analysis

      
      As Travis Bogard notes, O'Neill wrote Mourning as an attempt to convince modern audiences of the persistent of Fate. The sense of Fate the trilogy inspires principally
         lies in its staging the repetition of a myth that, within Western myths of origin, appears to haunt us from its inception.
         Though Mourning presents itself as a rewriting of Aeschylus's Oresteia, the primary myth rehearsed here is that of Oedipus.
      

      
      Oedipus was the Theban king who unwittingly killed his father and murdered his mother, bringing ruin to the land. Famously,
         Freud elaborated this myth into his Oedipus complex, the structure through which children are conventionally introduced into
         the social order and normative sexual relations. At the center of this complex in what Freud defined as its positive form
         is the child's incestuous desire for the parent of the opposite sex, a desire possibly surmounted in the course of the child's
         development or else subject to repression. Already take note of Lavinia's rather unnerving response to Peter's second proposal,
         that her Father needs her.
      

      
      In Mourning, Oedipus provides the foundational narrative of rivalries, jealousies, and revenges that determines the cast's destiny. What
         figures as the "Fate" is the compulsive repetition of this drama, the return of a repressed structure of desire across the
         generations. Notably O'Neill eliminates the more explicit supernatural elements of Fate the Oresteia, be they the gods or spirits. As he notes in his work diary, "[Mourning] must, before everything, remain modern psychological play-fate springing out of the family."
      

      
      This story of this fate is a repressed one. The play underscores the repression of the Mannon family history from the outset,
         such as the townspeople's gossip over the Mannon family secrets. The most important symbol of repression is certainly the
         house, the mise-en-scène of the house recurring throughout the trilogy. As we will learn in the following act, the house is
         literally built to cover over the family's disgraces. Moreover, it is constructed through a number of metaphors that make
         a symbol of its residents, its role as a marker of or monument to repression symbolizing the repressions staged by the players
         themselves.
      

      
      The house primarily comes to symbolize its residents through the trope of the mask, its façade evoking the "life-like masks"
         the Mannons wear as their faces. For O'Neill, the mask most explicitly functions as a symbol of duplicity. As the stage notes
         indicate, the house wears its most striking feature, the columned portico, like an "incongruous white mask" that hides its
         ugliness. Similarly, in the following scene, Christine describes the house as a "whited sepulcher." Certainly this metaphor
         foreshadows the house's ultimate transformation into a family crypt. Here Christine also alludes, however, to a similes Jesus
         deploys in Matthew 23:27 in condemning hypocrites exemplified by the scribes and Pharisees. In common usage, the metaphor
         refers to an evil person who hypocritically pretends to be holy or good.
      

      
      The Mannon mask is not only one of duplicity. Throughout the play, the stage notes underline the function of the mask, carefully
         describing the characters' various poses, how they assume them, their manipulation, and those poses' disintegration. As they
         make clear, these sepulchral masks do not only conceal evil but often involve a mortification—a congealing, stiffening, and
         hardening—of the flesh. Lavinia and Christine, for example, will continually start and then stiffen, regaining their scornful
         composure. Such mortification is mapped in turn onto the repression of affect and desire. As we will see, these repressions
         will culminate in the assumption of death masks or a character's entombment in their various personas. Thus the mask of "whited
         sepulcher" will become his own crypt. As Orin later remarks: "Death becomes the Mannons."
      

      
      
   
      
      "Homecoming": Act I, Scene One, Part Two

      
      
      Summary

      
      Christine appears with a large bouquet of flowers. Mother and daughter stare at each other bitterly. Christine scornfully
         complains that their "sepulcher" of a house needs brightening. Only Abe Mannon could have built such a "temple to his hatred."
      

      
      Turning toward the house, she mentions with studied casualness that she met Captain Brant in New York and invited him to dinner.
         Threateningly Lavinia observes that Father will be coming home soon and Christine withdraws.
      

      
      Lavinia sits frozen on a bench and Seth approaches. Lavinia asks him to resume his story. Seth asks if she has not noticed
         that Brant looks just like her father, Orin, and all the other male Mannons. He believes that Brant is the child of David
         Mannon and Marie Brantôme, the Canuck nurse. Abe Mannon put them out of the house and tore it down afterward to conceal their
         illicit affair. To Seth, Brant looks like David's ghost returning home. Seth advises that she find the truth.
      

      
      Suddenly the romantic-looking sea captain himself enters from the drive. Brant starts upon seeing Lavinia but immediately
         dons his most winning air. Lavinia recoils. She asks him what he thinks of her father's imminent return—he must know that
         she loves her father more than anyone.
      

      
      A wary Brant replies that though daughters and sons usually love their fathers and mothers respectively, he had thought Lavinia
         might be different. She is like her mother; her face is the "dead image" of Christine's and they share the same hair. The
         only other woman with such hair was his mother.
      

      
      Lavinia angrily protests. Uneasy, Brant resolves to establish himself on intimate footing with Lavinia again and recalls the
         night when they kissed on the beach and he told her of his clippers and voyages in the South Seas. Dryly Lavinia asks if he
         asked his mother permission to kiss her and if he spoke truly in declaring that he loved his tall, white clippers more than
         any woman. She recalls his admiration for the naked native women on his Eden-like "Blessed Islands," woman who had never known
         that love could be a sin.
      

      
      When Brant persists, Lavinia refuses his embrace. Taking advance of his confusion, she deliberately derides the memory of
         his mother. Brant explodes: no Mannon has the right to insult her. He forces the story on Lavinia. Abe Mannon loved his mother
         and jealously cheated his brother out of the business they inherited. Their money ran out, and his father took to drinking
         and beating his mother. One night, David Mannon was found hanging in a barn. Brant's mother blamed him for the suicide and,
         bent on making him a gentleman, sent him to school.
      

      
      Brant rebelled and fled to the sea, forgetting he had a mother. Years later, when he returned to New York, he found her dying
         of starvation. She had sunk so low that she had written Ezra Mannon for a loan. He denied it. Brant has sworn to revenge.
         Lavinia condemns his vile cowardice and wonders whether she is his only means of revenge. A stammering Brant professes ignorance
         and grotesquely resumes his lover's manner. Lavinia marches into the house.
      

      
      
      
      Analysis

      
      The remainder of Act I charts the mythic origin of the Mannons' fate, staging the forceful unearthing of a history tenuously
         repressed. Tellingly the backdrop for this unearthing is one of Mourning's many scenes of botched and grotesque seductions.
      

      
      As noted above, the Mannon house itself symbolizes this history's repression. As Seth relates, Abe Mannon build the house
         to cover over the founding rivalry and disgrace that sets the revenge tragedy in motion. This repressed past is the history
         of Abe and David Mannon's rivalry over the beautiful Marie Brantôme, David's ultimate victory, and the couple's expulsion
         from the house.
      

      
      Set against the epic backdrop of the Civil War, the founding conflict in the Mannon household is a fraternal one. The conflict
         splits the Mannons into two "houses"—one legitimate and the other dispossessed. Brant and Ezra inherit this sibling rivalry,
         the ghost of the outcast returns to make his claim in the figure of the former. Christine functions here as Marie's double.
         As noted earlier, the relations of desire in Mourning are variations on an Oedipal theme, the doubling between its characters representing the Oedipal structure in various constellations.
         The story of Marie elaborates Oedipus in its classical form: the desire of the sons for the mother.
      

      
      Brant makes this structure clear in his fascination with Lavinia's striking hair, the hair that, as a point of similarity,
         establishes the Mannon women as substitutes for his mother. For all the play's male lovers, the memory of this hair will consistently
         evoke the figure of the mother. This hair serves as the point around which the play's male lovers organize their fantasies.
         Tellingly Brant's mother is named Marie—that is, the virgin—and known to be a whore. As Freud famously observes, this fantasy
         of the hyper-idealized and denigrated woman characterizes the male child in the throes of Oedipus. Such a child imagines the
         mother as at once belonging to him alone. For example, a child imagines the mother as having produced him in Immaculate Conception
         and as being harlot in taking up with his rival.
      

      
      Marie's sexual excess emerges because she is seen as being exotic, and exoticism that almost makes her of a different race.
         Seth, for example, imagines her in primitive terms: wild, animal-like, and laughing. Note also how characters will continually
         identify her as the "Canuck" nurse. We should keep Marie's exoticism in mind when considering the ways in which the "exotic,"
         "primitive," and "native" figure as ciphers for sexual excess within the play's racial imaginary.
      

      
      Already does Brant gesture toward the development of these motifs of the native in his reference to the Blessed Isles. Throughout
         the play, the Blessed Isles will figure as some utopian space, as home to those who can love without law, judgment, or guilt.
         As our discussion suggests, law here refers to the law of kinship—the law instituted by the father's name that would prohibit
         incest and determine the appropriate relations of desire in the household. By fleeing to the natives, the players would elude
         the disruption of the Mother-Son love affair.
      

      
      
   
      
      "Homecoming": Act II

      
      
      Summary

      
      An anguished Lavinia appears inside her father's study. A portrait of Ezra in a judge's robe hangs above the fireplace. His
         face strikingly resembles Adam Brant's and bears the same mask-like quality of his wife and daughter's. Lavinia protectively
         lays her hand one of Ezra's.
      

      
      Christine enters affecting a scornful indignation and questions why Lavinia has summoned her. Lavinia reveals that she followed
         her to New York and discovered her kissing Brant in a rented room. Christine starts momentarily and then regains her defiant
         coolness. She tells her daughter that she has hated Ezra since the beginning of their marriage. Lavinia was born of her disgust.
         Christine tried to love her but always felt that she was of Ezra's flesh. She loves Orin precisely because he has always seemed
         hers alone. If Orin had remained with her, she would have never taken up with Brant.
      

      
      Lavinia taunts that Brant only seeks revenge and does not love her. Christine already knows Brant's secret past and asks what
         Lavinia intends to do. To her surprise, Lavinia wants to keep Christine's secret for Ezra's sake though she has written Ezra
         and Orin of Brant to arouse their suspicions. Christine must promise only to never see Brant again.
      

      
      Laughingly Christine accuses her daughter of wanting Brant herself. Lavinia has always schemed to steal her place; she has
         always tried to become the wife of her father and mother of her brother. When Christine threatens to refuse, Lavinia reminds
         her that Ezra would ruin Brant and never divorce her. As she aged, Christine would become an anchor around Brant's neck.
      

      
      After a sinister pause, Christine agrees to Lavinia's terms. A suspicious Lavinia threatens that she will be watching her.
         She leaves to get the latest news on Ezra's return. Brant awaits Christine outside. Alone, Christine pauses in tense, sinister
         calculation, decisively takes a slip of paper on the table, and writes two words on it. "You can thank Vinnie, Ezra!" she
         cries at the portrait.
      

      
      Brant enters and bristles tensely at Ezra's portrait and then unconsciously assumes its position at the desk. Asking if Orin
         resembles his father, he notes that it would be "damned queer" if Christine fell in love with him because he recalls Ezra.
         He remembers hating her for being Ezra's when they first met and pledging to take her from him in revenge.
      

      
      Brant intends to confront Ezra upon his return. Christine warns that Ezra will only have him arrested and keep her out of
         spite. If Ezra were only dead, they could take their share of the estate, buy Brant's ship, the "Flying Trades," and travel
         the world. Christine proposes that they poison him and attribute his death to his heart trouble. She asks Brant to pick up
         the poison, culled from her father's medical books, in Boston. Brant dislikes such a cowardly plot but succumbs to Christine's
         goading and departs. "You'll never dare leave me now, Adam—for your ships or your sea or your naked Island girls—when I grow
         old and ugly!" Christine cries to his retreating figure.
      

      
      
      
      Analysis

      
      Act II introduces Ezra's study, a space characterized by symbols of the law. Note, for example, Ezra's law books, the portraits
         of the founding fathers, and the portrait of Ezra in judge's robes. Law here does not refer only to state authority but, more
         importantly, to the law of kinship, the law prohibiting incest and determining the appropriate relations of desire in the
         household through the institution of the family name.
      

      
      Ezra's symbolic form, much more than Ezra's himself, especially symbolizes this law in this capacity. Ezra appears in symbolic
         form throughout the trilogy: as a portrait, voice, and name. As Orin notes later, Ezra is the "statue of an eminent dead man,"
         cutting the living dead for the impropriety of their living. Throughout Mourning, the characters will address his symbolic form, defying, bringing others, or delivering themselves up to their judgment. Tellingly,
         the players compulsively return to the study when justice must be done. It also makes sense that Christine and Orin kill themselves
         here.
      

      
      Ezra's portrait in particular also functions as his double, a double against his other alter egos, namely, Brant and Orin,
         who in turn face off. Recalling the original rivalry between Abe and David Mannon, these alter egos appear above all as rivals
         for the mother's desire. The resemblance between them underscores the repetition of an original sexual drama. As Brant tells
         Christine uneasily, it would be "damned queer" if she loved him for their resemblance.
      

      
      Brant makes their rivalry especially clear in his reaction upon encountering Ezra's image. Brant instinctively bristles before
         the man who would have claim to his love object. Unconsciously then does Brant adopt Ezra's pose, making himself the portrait's
         mirror and installing himself in the husband's place. Note also Brant's proposal that he and Ezra's duel—that is, engage in
         a face-off.
      

      
      Ezra, as one of the nation and town's great fathers, has recourse to the law; he locates himself above these sibling rivalries.
         As Christine shrewdly notes, Ezra would not duel with Brant but simply arrest him, as he can appeal to the law to authorize
         his claim to Christine. Ezra's authority forces his rival and Christine into underhanded dealings, and as a result, they will
         secretly poison him.
      

      
      Their scheme situates them on the underside of the social order, figuring as the legacy of the illegitimate Mannon line. Thus,
         in poisoning Ezra, Brant fears that he has inherited the cowardice of his father. Note also how Christine retrieves the name
         of the poison from her own father's medical textbooks. Her treachery, turning medicine into poison, involves the abuse and
         appropriation of paternal authority.
      

      
      As Christine triumphantly proclaims, the father's murder seals their illicit union. Thus Christine's displays her violently
         incestuous desire to eliminate the father from the Oedipal triangle and be alone with her son. Brant is mistaken in fearing
         Christine loves him as another Ezra. As she ingenuously assures him, she loves him because he reminds her of Orin. Within
         the Oedipal drama, Christine figures as the mother who prizes her son as that which makes good on her castration. Thus Lavinia's
         taunt that soon Christine will be too old for her boyish lover devastates her.
      

      
      On her part, Lavinia takes her mother as rival. As Christine sneers, Lavinia has always schemed to take her place, to become
         her father's wife and son's mother. The extent of her identification with Christine, one founded in the hate-filled belief
         that Christine stands in the place that is properly hers, will become chillingly clear in the subsequent plays.
      

      
      As her closing exclamation makes clear, Christine would ensure her union against the threat of the Island girls. For her,
         the native functions as a cipher of sexual pleasure and excess. Her exclamation that closes the scene brims with envy. Christine
         is tormented by the fantasy of the pleasures that would be accessible only to the foreign other.
      

      
      
   
      
      "Homecoming": Act III

      
      
      Summary

      
      One week later, Lavinia stands stiffly at the top of the front stairs like an Egyptian statue. A drunken Seth enters singing
         "Shenandoah." Lavinia chastises him for his drunkenness. Seth jokes that it is his patriotic duty to drown his sorrows upon
         the president's assassination. When he asks if Lavinia confronted Brant, she insists sharply that he was mistaken.
      

      
      Lavinia asks Seth to describe Marie Brantôme. Seth remembers her as frisky and animal-like with hair like hers and Christine's.
         Everyone loved her, including the young Ezra. Ezra hated her more than anyone upon the revelation of her disgrace. Lavinia
         shudders, checks herself, and orders Seth into the house.
      

      
      Seth makes a superstitious signal as the front door opens and Christine emerges in a green velvet gown. Lavinia catches sight
         of someone. Ezra enters and stops stiffly before his house.
      

      
      Lavinia rushes forward and embraces him. Suppressing an undercurrent of feeling, Mannon chastises his daughter and greets
         his wife. Despite Lavinia's solicitations, he sits on the step at his wife's invitation. When Christine asks after Orin, Mannon
         somewhat jealously divulges he has been wounded in an act of heroism on the battlefield. He is recuperating in the hospital
         and for a time he kept hallucinating conversations with "Mother."
      

      
      Christine suggests that Ezra retire. A jealous Lavinia insists that he stay up, since she has much to tell him about Captain
         Brant. When Ezra jealously turns to his wife, Christine smilingly informs him that he is Lavinia's latest beau. In any case,
         she would prefer to discuss the matter alone with Ezra. Under his wife's scornful gaze, Ezra orders Lavinia into the house.
      

      
      Once they are alone, Christine insists with disarming simplicity that Ezra has nothing to suspect with regards to Brant. Moved,
         Ezra impulsively kisses his hand. Christine recoils with hatred. She closes her eyes with affected weariness.
      

      
      Mannon turns away guiltily. Wanting to talk to her, he implores her to keep her eyes shut as he cannot discuss his feelings
         under her stare. The war has made him realize they must overcome the wall between them. He knows Christine had hoped for his
         death in the Mexican War and has spent his life becoming able to keep from thinking of the loss of her love. Something "queer"
         keeps him from speaking his feelings, making him nub like the "statue of a dead man in a town square."
      

      
      Ezra is bent on making Christine love him again. Perhaps they could find some island to be alone. Christine silences him,
         and Ezra stiffens bitterly. Calculatingly she assures him that she loves him and all is well and they kiss.
      

      
      Suddenly Lavinia interrupts them. The irritated couple retires. Staring at their bedroom window, Lavinia curses her mother
         for stealing her father's love. She decides to expose her and calls to Ezra. He exasperatedly orders her to bed. She submits,
         desperately staring at the window.
      

      
      
      
      Analysis

      
      With Ezra's return, the play continues its elaboration of the Mannon's incest drama. Note here how each character jealously
         manipulates the other's passionate attachments to their advantage. What is so particularly jarring about Mourning is that Oedipal rivalries are rendered explicit within the Mannon household. Thus Christine jeers, for example, that perhaps
         Lavinia awaits her father as if he were a lover in the moonlight, Lavinia childishly insinuates herself between husband and
         wife, and Orin, traumatized by a head injury, hallucinates his return to "Mother."
      

      
      As for Ezra himself, Seth hints that Ezra in an analogous position in the central Oedipal relation of the play: that between
         mother and son. As Seth reveals, the young Ezra loved Marie, Christine's double, and felt betrayed by her affair with David.
         Similarly, note Ezra's echo of Brant's dreams of the Blessed Islands. As we will see in more detail, the Blessed Island represents
         the Eden-like, incestuous embrace mother and son that would exist prior to the institution of paternal law. Ezra's echo is
         less an instance of dramatic irony, as it is conventionally conceived. The spectator knows something that the players do not,
         producing the sense that Fate's machinations are afoot.
      

      
      Within his own family, Ezra acts the figure of the father, husband to a wife who, as Christine reveals to Lavinia in the act
         previous, narcissistically loves her son because she imagines him to be hers alone. An object of his wife's disgust, Ezra
         has been forced into a stony and bitter state of self-restraint. As we learn, Ezra's stony "self-mortification" comes from
         the wall that divides him from Christine. In becoming "able" to forget the loss of his wife's love, the accomplished Ezra
         has become the "statue of a dead man in a town square." Later Orin will suggest that this petrifaction is part of Ezra's lot
         as figure of the unyielding law. Here, however, hardened mask symbolizes the denial of affect and work of repression that
         followed upon the loss of Christine's love.
      

      
      Christine and Ezra's reunion involves a drama of looks. Ezra stares at his wife with guilty desire, a desire from which Christine
         recoils: "Why do you look at me like that?" she exclaims. In contrast, Christine looks with scorn, hate, derision, or with
         eyes "full of silence." Her look refuses him, and Ezra can only speak when her eyes are shut. Christine's closed eyes, shut
         in affected weariness, are of course part of the mask she has donned to conceal her murderous intentions. Christine withdraws
         into herself under the onslaught of Ezra's tragically ironic confessions.
      

      
      Though Ezra hints that he had some hand in fostering his daughter's affection for him, Lavinia appears all but excluded from
         her parents' relationship. Here she decidedly appears as her father's daughter here and not his lover. Thus Lavinia curses
         her rival mother for stealing her father's love from her. Her interruption of Ezra's seduction and near-revelation of her
         mother's disgrace obviously functions as a moment of dramatic irony, the last moment at which Lavinia could have saved her
         father's life.
      

      
      
   
      
      "Homecoming": Act IV

      
      
      Summary

      
      It is toward daybreak in Ezra's bedroom. Christine's ghostly form slips out stealthily from the bed. Mannon's dull and bitter
         voice remarks that Christine cannot bear lying close to her husband. Declaring that he wants to talk with her, Mannon lights
         the candle on the nightstand. Christine sits with her face turned three-quarters away from him in dread.
      

      
      Mannon rebukes her for not wanting to remember that she ever loved him. Changing the subject, Christine asks if he heard Lavinia
         pacing like a sentry until two. When she asks about his heart, Mannon accuses her of wishing his death. Uneasy, he feels like
         he is waiting for something to happen. He knows the house is not his and that Christine is not his wife, that she awaits his
         death to be free.
      

      
      Christine protests angrily that he just used her as his wife, however, as his property. Mannon retorts that, with the war,
         bodies have come to mean nothing to him. She had lied to him again with her declarations of love, letting him take her as
         if she were a "nigger slave." She has always made him appear the "lustful beast" in his own eyes.
      

      
      Christine rebels and becomes deliberately taunting even as Mannon fearfully attempts to quiet her. She has never been his—she
         is Brant's mistress. Mannon rises in fury, calling her a whore and threatening her murder. Suddenly he falls back in intense
         pain and begs for his medicine. Christine retrieves a small box from her room and gives him his poison. Mannon realizes her
         treachery in horror, calls to Lavinia for help, and then falls into a coma.
      

      
      Hearing noise from the hall, Christine hides the box behind her back. Lavinia enters and rushes to her father. With his dying
         effort, Ezra raises himself to a sitting position and points at his wife: "She's guilty—not medicine!" he gasps and then dies.
      

      
      A stammering Christine confesses that she told Mannon of Brant but insists she did not do so to kill him. Her strength gone,
         Christine collapses in a faint. Lavinia discovers the small box. Horrified, she flings her arms around Ezra and beseeches
         him to stay with her, to tell her what to do.
      

      
      
      
      Analysis

      
      As with all of Mourning, the scene of Mannon's death makes use of oppressive foreshadowing. Mannon knows already that he house is not his, his wife
         not his own, and that she awaits his death for her freedom. In some sense, Mannon's death, and Christine's as well, have already
         happened. Already, Christine appears at the beginning of the scene as the "ghostly form" who will haunt and Ezra is a voice
         from the darkness of the grave that, in the following play, will possess his daughter.
      

      
      The action moves quickly here, the scene tensely propelling us through the confession of Christine's treachery, Ezra's poisoning,
         and Lavinia's discovery of her mother's murder. Assuming the role of Aeschylus's Clytemnestra, an archetype of female treachery,
         Christine takes her husband to bed to kill him, making the marital bed the deathbed. As the townsfolk will remark in the following
         act, loving will have killed Ezra Mannon.
      

      
      For Ezra and Lavinia, Christine is a mother turned lethal whore, Ezra's insults making manifest the degradation of the love
         object typical of the Oedipus complex. Note here also the racial fantasy at the heart of this degradation. In giving Ezra
         her body, Christine makes him a property-owner. This relationship makes their marriage racially charged: Christine becomes
         the "nigger slave" to the "lustful beast" of her husband. For the guilty Ezra, he would even find "cleaner" sex in a brothel.
         Christine degrades their marriage by acting as if she were his black whore. Ezra, the great northern general, would of course
         imagine himself as the polar opposite of the Southern slave owner.
      

      
      As Christine has planned, the couple's argument precipitates Ezra's heart attack. Responding to her father's cries, Lavinia
         arrives at the last moment to bear witness to her mother's treachery. Ezra rises, in a sense from beyond the grave, to accuse
         Christine of murder, his momentary second coming prefiguring his role he assumes as the accusing and judging dead in the following
         two plays.
      

      
      As Christine anxiously observes, Lavinia appears on the scene here as the house's sentry. Her role as sentry refers not only
         to her anxious watch over her father's safety, but her duty as a functionary of the Mannon ancestors. Thus Lavinia will again
         stand as sentry when presiding over her mother's suicide, crying that she has meted out the ancestors' justice. She also plays
         in sentry in serving as the guardian of the Mannon crypt, initially bent on preserving the familial secrets and repressing
         the past and then ultimately, as the last surviving Mannon, living out the family curse.
      

      
      Lavinia's role as sentry puts her in close dialogue with the dead. As we have seen, all the Mannons speak with their dead,
         whether through the medium of Ezra's corpse or, more frequently, by addressing the ancestral portraits watching over the house.
         Lavinia in particular appears in conversation with these spirits. Recall, for example, her touching the painted Ezra's hand
         in Act II, her embrace of and desperate plea to the corpse here, her numerous commands that her father speak from beyond the
         grave, and, most chillingly, her ventriloquism of that voice itself that comes in the subsequent play.
      

      
      
   
      
      "The Hunted":Act I

      
      
      Summary

      
      Two days after Ezra's death, a group of townspeople appear on the front steps bidding Christine goodnight. A funeral wreath
         hangs on the door. Lavinia has gone to meet Orin at the train station, accompanied, at her mother's insistence, by Peter.
      

      
      Mrs. Borden, the wife of the manager of the Mannon shipping company, remarks that, strangely, Christine appears utterly grief-stricken
         at Ezra's death while and Lavinia calm as an icicle. Mrs. Hills then tactlessly ruminates that, as her husband the local minister
         once said, that fate brought Ezra down. The others chastise her. Dr. Blake smugly remarks that, from the symptoms he supposedly
         described to Christine, he knew his heart would give out. As the group disperses, he smirks to Mr. Borden that lovemaking
         probably killed him.
      

      
      Christine emerges from the house. Alone for a moment, she relaxes her mask, letting her eyes and mouth twitch in terror. Hazel
         joins her on the porch and offers her sympathy and Christine stiffens. When Hazel looks forward to Orin's arrival, Christine
         declares that she wants Hazel to become Orin's wife, she invites Hazel to become her "secret conspirator" and keep him from
         Lavinia's crazy fantasies. Lavinia has been following her since Ezra's death, refusing to speak a word. Christine invites
         an embarrassed Hazel back into the house. At times Orin resembles his father so much that she could not bear to him come up
         the drive.
      

      
      As soon they shut the door, Peter, Lavinia, and Orin arrive, all of whom startlingly resemble both Ezra and Brant. Orin is
         wearing a head-bandage. Peter leaves them alone to catch up. Orin disappointedly complains of Christine's absence. He is awed
         by the house's tomb-like appearance. When Lavinia reproaches him for his insensitivity, Orin hurriedly and somewhat resentfully
         replies that he cannot believe Ezra is dead, as he was sure he would outlive him. The war, moreover, has long inured him to
         death. To him, Ezra was the war, the war that would not end until Orin died.
      

      
      Abruptly changing the subject, he jealously asks Lavinia about what she wrote him regarding Brant and Christine. Lavinia replies
         that they have no time to speak now but warns him against believing Christine and letting her baby him again. Suddenly Christine
         hurries out, reproaching Peter for leaving Orin alone.
      

      
      Mother and son embrace jubilantly. Noting that his mother has changed, Peter thrusts Christine back and asks what has happened
         to her. Lavinia warns Orin anew. Christine leads Orin into the house and then suddenly reappears, winningly asking Lavinia
         to stop tormenting her. She asks if she happened to find her pillbox. When Lavinia does not respond, Christine becomes desperate,
         insisting that she tell her what she plans to do. Lavinia stalks off. Orin calls Christine from inside, and she tensely re-enters.
      

      
      
      
      Analysis

      
      As O'Neill repeatedly indicates in the stage notes, the townsfolk function in Mourning as a chorus of sorts, serving as human backdrop to the major players.
      

      
      Unlike O'Neill's other choruses, Mourning's are not, as Bogard notes, "diagrammatically conceived" as a "symbolic unit." A good example of what Bogard considers O'Neill's
         "diagrammatically conceived" choruses are the bar patrons in The Iceman Cometh, all of whom are driven by the major thematic conflict over the "pipe dream."
      

      
      Here, the chorus largely only sets the scene for the events that follow. Mourning's gossipy choruses, filled with what Travis Bogard describes as "small town civic type" like carpenters, sailors, clerks,
         doctors, gossips, visiting cousins, business men, ministers, are peripherally aware of what transpires in the Mannon household.
         From the chorus, for example, we learn of Lavinia and Christine's response to Ezra's death, Orin's imminent arrival, and that
         fate is driving this tragedy forward.
      

      
      Two major scenes follow the exchange between the townspeople, one involving a private conversation between Christine and Hazel
         and another involving Orin's return. Here the frantic Christine invites Hazel to become her co-conspirator against the Lavinia,
         a Lavinia who persecutes her with her constant, silent, and sentry-like surveillance. Christine imagines the somewhat one-dimensionally
         virtuous Hazel as that which she once was: young, innocent, loving, and trusting.
      

      
      As noted above, the aging Christine is obsessed with the fantasy of a time prior to the father intervention into the mother-son
         dyad. In this act, Ezra's call to war stands in for this paternal intervention, tearing Orin from Christine's embrace. Christine
         projects this innocence of the pre-war past onto Hazel and entrusts her with Orin. Certainly, as Orin will observe in the
         following act, this stratagem is calculated to free herself of her son. More importantly, Christine can brook giving Orin
         to Hazel as she narcissistically imagines Hazel as a version of herself.
      

      
      Orin, however, returns from the war in hopes of establishing paradise with his mother anew. Thus Orin pouts with disappointment
         when Christine is not there to meet him. His resentment for his father is clear and jealously over Brant is readily clear.
         As we will see, the recreation of Orin and Christine's "secret world" will quickly prove impossible. Orin returns from his
         father's war a changed man: he is no longer his mother's little boy. The war tears him from the universe of peace, life, and
         security he shares with Christine, plunging him into a struggle to the death with his fellow men. As discussed above, this
         struggle, a struggle that makes Orin capable of murder, allegorizes the rivalries the male players stage over the beloved
         Mother.
      

      
      Act I ends with a scene that closes two more acts in "The Hunted," in which the desperate Christine prostrates herself before
         the daughter who hunts her. Whereas Christine has apparently no longer been able to maintain her mask-like composure since
         her fainting spell, Lavinia is more inflexible than ever, assuming her father's ominous rigidity. As Christine knows all too
         well, Lavinia's stony silence—reminiscent of her father's judging portrait and accusing corpse—spells her doom.
      

      
      
   
      
      "The Hunted": Act II

      
      
      Summary

      
      Hazel and Peter appear in the Mannon sitting room. Orin is heard in the hall calling his mother. A number of ancestral portraits
         bedeck the walls, including one of a minister of the witch-burning era and one of Abe Mannon. Orin and Christine enter, the
         former questioning his mother suspiciously. A lie about a fainting spell immediately mollifies him.
      

      
      Orin boyishly revels in being coddled by Hazel and Christine. He then jealously recalls how Lavinia is always coddling Father,
         causing his mother shudder in horror. He is speaking as if Ezra is still alive. Orin remarks strangely that Ezra remains:
         "He's the same and always will be—here—the same!" Orin somewhat bitterly notes that Christine has changed a great deal; she
         is more beautiful than ever and younger somehow. Lavinia silently appears in the doorway.
      

      
      Recalling how long ago Hazel saw him off to the war, Orin harshly declares that they ought to send the women out to the battlefield
         so they would stop gabbing about their heroes. He apologizes and recalls how the memory of her singing, dreams of Mother,
         and memory of Lavinia's bossing him around reminded him of life while he was in battle.
      

      
      Lavinia orders Orin to come see Ezra in their father's brusque, commanding tone. Orin mechanically stands and salutes, and
         then shamefacedly starts in confusion. Christine protests and implores Orin to stay. He immediately relents, and Lavinia stalks
         off. An uncomfortable Hazel and Peter excuse themselves. Christine urges Hazel to come back soon.
      

      
      Suspiciously Orin asks why Christine has suddenly taken to Hazel. He only made a show of liking her long ago to make her jealous,
         but now Christine is a widow. He wonders why she is trying to rid herself of him and why she has only written him twice in
         six months.
      

      
      Orin asks Christine about Captain Brant. Prepared, Christine explains that Lavinia has gone mad and begun to accuse her of
         the impossible. Only Orin is her "flesh and blood," while Lavinia is Father's. Christine recalls the secret world she shared
         with Orin in his childhood with their unforgivable password, "No Mannons allowed," and reveals that Ezra always hated Orin
         jealously.
      

      
      Christine explains that Lavinia believes she has taken up with the illegitimate son of Marie Brantôme and murdered Ezra. When
         she mentions Brantôme's son, Orin frightening becomes like his father for a moment and threatens his murder. "Except for that
         other," Orin dedicates himself to his mother wholeheartedly, even if she has done wrong.
      

      
      Orin sits at Christine's feet and takes her hand. He recounts his wonderful dreams about her, dreams inspired by Melville's
         tales of the South Sea Islands. The Islands represented all the war was not: peace, warmth, and security, or simply Christine
         herself. Orin fondly caresses his mother's hair, recalling how, to his father's displeasure, he would brush it as a child.
         Christine shudders.
      

      
      Lavinia reappears and coldly calls Orin anew. Annoyed, Orin exits. Maniacally triumphant, Christine announces that she has
         won Orin to her side. She then collapses and implores Lavinia to leave Orin alone: he has become hard and cruel and would
         certainly kill Brant. Lavinia marches out silently. Christine resolves to warn Brant.
      

      
      
      
      Analysis

      
      As the Chantyman will remark in the subsequent scene, the trilogy unfolds in a moment when all the fathers have died, the
         family and the nation's alike. At the same time, their deaths hardly diminish their authority. Indeed, it is quite the opposite.
         The effect of Ezra's portrait on the guilty household indicates how the father imposes his law all the more forcefully from
         the grave. For Orin, Father will never die: "He's the same and always will be—here—the same!" As noted above, Lavinia in particular
         assumes the mantle of paternal authority, adopting Ezra's rigid posture and martial bark.
      

      
      Lavinia embodies her father to intervene into the incestuous relationship Orin attempts to resume with Christine. As their
         conversation makes clear, Orin is ready to eliminate his father, a father that always envied him, from their affair. Indeed,
         he is even willing to forgive his mother's act of patricide. Now that Christine is a widow, they can finally be together.
         His would-be fiancé Hazel has but served as a ploy in his attempts to seduce her.
      

      
      Orin and Christine's relationship is created through pre-Oedipal terms, the imagined mother-child realm that pre-exists the
         institution of Oedipal desire. Thus Christine and her only "flesh and blood" child share a "secret world" with a telling password:
         "No Mannons allowed." Their password would bar the paternal name that, in ordering the appropriate relations of desire in
         the household, imposes the prohibition on incest.
      

      
      Orin re-imagines the secret world he once shared with his mother in his fantasy of the South Sea island. Orin's incestuous
         reverie is the central elaboration of the motif of the Blessed Island. Orin's island, imagined as Christine incarnate, is
         nothing short of a womb, a life-giving space of peace, warmth, and security away from the father's war. Here can mother and
         son finally be alone. His constant appeals to this "lost island" act out the play's central labors of mourning, the mourning
         of the advent of sexual desire and loss of pre-Oedipal plentitude. This mourning is obsessively reiterated in the recurring
         lyrics from "Shenandoah": "Oh, Shenandoah, I can't get near you/ Way-ay, I'm bound away."
      

      
      Orin's island can of course also only recall Brant's, echoing the incestuous, mother-son relation that structures his love
         affair with Christine. Orin's reveries thus bear witness to the workings of "Fate," their echoing of Brant's and Ezra's marking
         the repetition of a forbidden structure of desire over and against the "individuality" of its players. Note in particular
         Orin's fondling of Christine's hair, Christine shuddering at the uncanny repetition of this echo among her lovers.
      

      
      Christine especially has cause for fear at this echo as, like Ezra and Brant, her third suitor considers his doubles with
         the same murderous rage. As his outbursts indicate, Orin will not accept the disruption of this plentitude, responding with
         a murderously infantile jealousy. Though forbidden from killing his father, he would most certainly kill Brant.
      

      
      Finally, we should also note how the motif of the Blessed Island implicates the play's racial fantasies with its sexual ones.
         The fantasy of the time before Oedipus is intertwined with the fantasy of the innocent native who can love without the institution
         of law and judgment, sin and shame.
      

      
      
   
      
      "The Hunted": Act III

      
      
      Summary

      
      A few moments before the end of the previous act, Orin appears before his father's body in the study. Ezra's face in death
         is another startling reproduction of the face in the portrait, resembling the "carven face of a statue." Orin's face in the
         candlelight resembles these in turn. As Orin addresses his father, Lavinia appears silently in the doorway.
      

      
      "Death becomes the Mannons," exclaims Orin. For him, Ezra was always the "statue of an eminent dead man," cutting the living
         dead for the impropriety of their living. Lavinia locks the door and rebukes her brother: to think that Ezra boasted so highly
         of Orin's bravery. Orin grins bitterly. At the front, he would only volunteer for extra danger in fear of anyone discovering
         that he was afraid. He recalls killing a Reb face-to-face in the fog one night and then another just like him. The war meant
         murdering the same man again and again until he had killed himself. In his dreams, the faces of his victims change, becoming
         his, Ezra's, and others.
      

      
      Orin continues and says that he got his wound at Peterburg when he walked out to enemy lines with his hand extended, deciding
         it would be a great joke on the generals if the soldiers suddenly reconciled. Once wounded, he went mad. His comrades joined
         him, and they captured a new part of the Rebel line. Lavinia urges him to forget and assures him she thinks him brave.
      

      
      Frustrated, Orin changes the subject and tells Lavinia that Christine has already warned him of her madness. Lavinia implores
         him to listen, presenting Christine's pillbox and calling upon her father to make Orin believe. Orin dismisses her delusions
         saying that she has always been her father's daughter. He takes the box and puts it into his pocket.
      

      
      Calculatingly Lavinia teases that Orin certainly would not let their mother's paramour escape. Orin flies into a rage, forcing
         his sister to his knees and commanding her to retract her lies. Lavinia calmly insists that she tells the truth, proposing
         that they watch Christine until she goes to meet Brant herself. Orin agrees to her plan.
      

      
      Suddenly Christine knocks at the door fearfully. Lavinia commands Orin to feign that he has done as his mother wishes. As
         a test, she snatches back the pillbox and places it over Ezra's heart. Orin opens the door to a desperate Christine, who shrieks
         upon seeing the box. Orin laughs with savage irony, recalling how he believed he had returned to his island of peace. Christine
         is his "lost island." He stumbles out.
      

      
      Stealthily Lavinia snatches up the box and marches out coldly. Christine implores her husband to not let her children hurt
         Brant. Reading an answer in the corpse's face, she rushes out in terror.
      

      
      
      
      Analysis

      
      Act III provides Orin's account of the war, a war above all, as he tells Lavinia, symbolized by his father. Earlier we noted
         how the Civil War functions as a backdrop for the sibling rivalry that founds the Mannons' tragic fate. Here the war similarly
         appears as an allegory for the sexual drama afoot in the household. As Christine laments, war tears Orin from the "secret
         world" he shares with his mother and assumes his proper place within the Mannon line. Ezra and Lavinia imposes the service
         on him as his familial duty. His conscription is the assumption of the father's name and accession from the pre-Oedipal realm.
         Note Orin's fear of Ezra's wrath. This fear is greater that his fear of his demise at the hands of the rebels.
      

      
      As noted above, this war is above all imagined here as a war between brothers, a war defined by sibling rivalry. Mourning's male players are all engaged such a rivalry, the son-lovers Orin, Brant, and Ezra vying for the desire of the mother. Their
         rivalries are murderously infantile, operating according to the logic of "either you go or I go." The result of Orin's delirious
         attempt to make peace with the enemy makes this inflexibility of this logic clear. For Orin, his service in his father's war
         means his destruction in one of these rivalries. As Orin tells Lavinia, he remained fearfully convinced that Ezra would outlive
         him and that the war would not end until his death.
      

      
      As we have seen, because in these rivalries the other appears as that which stands in the self's rightful place, the men in
         battle here necessarily appear as each other's doubles. This doubling structures Orin's nightmare of his murders in the fog,
         where he repeatedly kills the same man, himself, and his father. This compulsive series of murders allegorizes the impossibility
         of the lover ever acceding to his "rightful place" within the Oedipal triangle, Mother will always want another, and producing
         yet another rival. The multiplication of death among these doubles also appears in the correspondences drawn between father
         and son in the stage notes. Ezra's mask-like face in death reproduces the portrait; this face resembles the "carven face of
         a statue"; Orin's candlelight face reproduces these in turn.
      

      
      Despite Orin's misery, Lavinia, ever true to her father's name, refuses to hear his lament. Instead she insists that he must
         forget the war and that he can be assured of her pride in him. Though she would repress her brother's story, however, she
         knows to use his jealous rivalries against Christine. Despite Orin's eager readiness to believe his mother—note here his near-
         confiscation of the incriminating box—Lavinia knows she can goad him into revenging himself for his mother's "betrayal."
      

      
      Notably the first demonstration of her mother's treachery involves a certain animation of the father's corpse. Not only does
         Lavinia enjoin the corpse to speak, but in placing Christine's box atop its heart, makes it her mother's accuser. Thus Christine
         enters into silent dialogue with the corpse at the close of the scene, reading an answer in the accuser's face.
      

      
      
   
      
      "The Hunted": Act IV

      
      
      Summary

      
      The night after Ezra's funeral, a Chantyman lies sprawled in the shadow of a dock warehouse in East Boston. A clipper ship
         is moored along the wharf, and the refrain of "Shenandoah" can be heard from the ship coming into harbor. The Chantyman listens
         critically and belts out his own version in a surprisingly good, albeit drunken, tenor. The companionway door on the clipper
         ship's poop deck opens, and Brant emerges cautiously. The Chantyman accidentally lurches forward, and Brant threateningly
         turns his revolver on him.
      

      
      Brant realizes his error, and the bawdy Chantyman asks him if he might need him for his next voyage. When Brant turns him
         down, the Chantyman laments that "Everything is dyin'" these days, noting the deaths of Abe Lincoln and the great Ezra Mannon.
         Brant changes the subject and gives the Chantyman a dollar to go drinking. To Brant's dismay, the Chantyman begins to sing
         "Hanging Johnny" and teeters off.
      

      
      Christine, dressed in black, emerges from the darkness. The lovers meet on the poop deck. Christine begins to tell Adam what
         has transpired; she has come because her children are out visiting friends. The two retire to the cabin to speak in private.
         Lavinia and an enraged Orin appear on the deck.
      

      
      The scene fades to black. When the lights return, a section of the ship has been removed to reveal the interior of the cabin.
         A haggard Christine finishes her story while her children listen on the deck above. Brant laments his cowardice. The two decide
         to flee to China on a passenger ship and seek out their Blessed Islands. Fearing the hour, Christine turns to go, and the
         lovers painfully bid each other farewell.
      

      
      The children enter the cabin. Orin moves to follow them, but Lavinia restrains him. They must do all according to plan. If
         they are caught, no justice would be done. Orin slips out. When Brant returns, he re-enters and shoots him with his pistol
         almost at Brant's body. Lavinia stares at Brant's face, and then orders Orin to make it seem that Brant has been robbed. She
         forces herself to wish the corpse peace.
      

      
      Orin returns and strangely notes Brant's resemblance to his father. The scene is like his dream: he has killed him before,
         over and over. Perhaps he has even committed suicide. If he had been Brant, he would have done as he did—loved Mother and
         killed Father. "It's queer!" Orin exclaims. "It's a rotten dirty joke on someone!" Lavinia rushes him out.
      

      
      
      
      Analysis

      
      As Travis Bogard notes, O'Neill considered Act IV of "The Hunted" the "center of the whole work." This act moves the audience
         from its primary locale at the Mannon manor to the East Boston harbor of the drunken Chantyman. Lest the Chantyman appear
         merely colorful or as a means of providing one of Mourning's few moments of comic relief, Bogard implicitly suggests that we should consider the scene's significance within the context
         of O'Neill's oeuvre.
      

      
      For Bogard, Act IV returns to the mood and manner of O'Neill's early sea plays with the same exacting detail in setting, costume,
         and set design, but in a more melancholic or nostalgic mode. The drunken Chantyman appears as a figure of his erstwhile poet-heroes,
         the troubadours-of-the sea. Here, O'Neill's former protagonist appears old, useless, and marginal to the tragedy. The Chantyman
         sings a chorus of "Shenandoah," drunkenly relates the theft of his cash, and brags of his ability to bring a crew into working
         order with his singing. He laments the coming of steam to ships and the death of the old days. As Bogard notes, the "exit
         of the chantyman is the last glimpse O'Neill was to give his audiences of the protected children of the sea."
      

      
      The Chantyman is also a prophetic figure, speaking portentously of Lincoln and Mannon's deaths and lugubriously disappearing
         into the night with the dirge "Hanging Johnny" on his lips. Its lyrics oppressively foreshadow the deaths to come: "They says
         I hangs for money/ Oh, hang, boys, hang They say I hanged my mother/ Oh hang, boys, hang!" Christine will then remark once
         more on the fate the drives the players to their ruin: "I'd planned it so carefully," she says, "but something made things
         happen!"
      

      
      The scene of the Chantyman gives way to frantic, melodramatic plotting between the two paramours. The dramatic irony of their
         scheming, in which they desperately rehearse their dreams of the Blessed Isle and Brant decides to relinquish his ship, is
         that the children are watching, poised to exact their vengeance. For the second time, Lavinia, this time with her brother
         in tow, catches their mother in the sexual act. This scene of watching rehearses a familiar infantile fantasy of the mother's
         betrayal, by which the child sees the mother with her rival beau. The set design emphasizes the voyeuristic nature of this
         scene by cutting away a section of Brant's ship, giving the audience a view upon their intimate exchange.
      

      
      Upon witnessing his mother's betrayal, in which she chillingly echoes the reveries from their own love affair, Orin flies
         into a jealous rage and kills Brant soon thereafter. Note the physical proximity involved in the deathblow: Orin stands almost
         at Brant's body, emphasizing their relation as doubles. Brant's murder realizes Orin's queer nightmare: once again, he has
         killed the same man, father, and perhaps even himself. As he murmurs, the rival Brant is also his double. If he had been Brant,
         he would have only done the same—that is, loved Mother and killed Father.
      

      
      
   
      
      "The Hunted": Act V

      
      
      Summary

      
      The following night Christine paces the drive before the portico of the Mannon house. Hazel arrives, having come at her request.
         Christine frantically confesses that she is unfit company for a young girl. She is old, ugly, and haunted by death. Hazel
         attempts to comfort her, promising to stay up with her all night if necessary. She leaves to tell her mother of her plans.
      

      
      Alone, Christine sees Hazel meet someone at the gate. Orin and Lavinia appear. Orin reveals that they followed Christine to
         Boston, discovered her with Brant, and killed him. He shows her the few lines that announced his death in the newspaper. Christine
         sinks to the lowest step and begins to moan.
      

      
      Pacing resentfully, Orin asks his mother to stop crying. He questions her: How could she have warned Brant against him? How
         could she have told him about their Island? Orin kneels beside her pleadingly, promising that he will help her forget and
         make her happy, that they can leave Lavinia at home and take that trip abroad together. In her father's commanding tone, Lavinia
         orders the crybaby Orin into the house. He salutes and obeys, remarking strangely that they should open the shutters and let
         the moonlight into the house. Father has gone.
      

      
      Christine stares blankly ahead, her face a "tragic death mask." Lavinia declares that justice has been done. Christine glares
         at her daughter with savage hatred, rises, and marches toward the house. Lavinia asks what she is doing and how she can still
         live. Christine cackles shrilly, makes a motion to blot her daughter from sight forever, and rushed inside. Lavinia moves
         to follow but then determinedly turns her back on the house, standing like a sentinel.
      

      
      From the street, Seth can be heard singing "Shenandoah" as he returns from the tavern. A shot is heard from Ezra's study.
         Lavinia stammers: "It is justice!" Orin's horrified cry rings out from the study. He rushes outside, blaming himself for her
         death. He decides that he must get her to forgive him. Lavinia silences him. She will help him to forget.
      

      
      Singing, Seth comes from the drive. Lavinia orders him to tell Dr. Blake that her mother has killed herself in a fit of insane
         grief. Dumbfounded, Seth assents. Lavinia stiffly turns and follows Orin into the house.
      

      
      
      
      Analysis

      
      The principal action of Act V is Christine's suicide. Her exchange with Hazel, in which Christine implores her to keep her
         company for the night and bitterly reminiscences anew about once being as innocent as she, build the tension of the scene
         through oppressive foreshadowing and dramatic irony. Christine's pleas only forestall her coming doom.
      

      
      Orin and Lavinia's arrival quickly bring her fate to its conclusion. Orin confronts his mother and flaunts Brant's death before
         her. Christine collapses in grief, her face becoming a "tragic death mask." Almost immediately Orin attempts to make reparation.
         He cannot believe his mother's grief, cannot understand that Christine could have truly loved Brant. Indeed, Orin is certain
         he can take Brant's place. They can leave Lavinia and the house behind them and flee to the Blessed Island themselves.
      

      
      As Christine has repeatedly remarked, however, Orin is no longer her beloved. His abandonment of her under Ezra and Lavinia's
         orders made him no longer hers alone—Brant was his replacement. Lavinia, moreover, will not allow mother and son their "secret
         world" either, the pre-Oedipal Eden constituted in defiance of the Mannon line. Embodying her father's voice anew, she orders
         Orin to break his incestuous embrace and enter the house. Orin complies automatically, almost wistfully protesting that father
         has gone away.
      

      
      Christine kills herself soon thereafter. O'Neill makes use of a device in his oeuvre, one that appears in The Iceman Cometh and elsewhere: the period of terrible suspense between a major player's decision to suicide and the final act itself. Lavinia
         refuses to intervene, planting herself like a sentry before the house. As if to push all doubts from her mind, Lavinia forcefully
         declares Christine's death, like Brant's, as an exercise in "justice."
      

      
      Importantly, Lavinia does not seek the justice of state or juridical law. Though Christine's box provides her with the necessary
         evidence, recourse to this law would bring disgrace to the household. Instead, Lavinia demands the justice repeatedly exacted
         by the many Mannons before her: the justice of revenge. Unlike legal justice, this justice-by-revenge perpetuates itself cyclically
         across the generations as the wronged and revenged come to make their own demands for retribution. The demand for revenge
         returns in the following act with the guilty Orin, who will appear bent on atoning for his mother's "murder."
      

      
      Though by now the inexorability of fate should be clear, Lavinia, standing as the house's grim, black-clad sentinel, the functionary
         of its ancestral residents, and guardian of its secrets, quickly arranges the repression all that has just ensued. Insisting
         that her brother be quiet, she promises to help the guilty Orin forget their crime. Immediately she moves to conceal the history
         of her mother's death. As she tells Seth, Christine has killed herself in a fit of grief over Ezra. Brant is reduced to a
         footnote in a newspaper—their affair has been erased from recorded memory. The Mannons' longtime servant knowingly colludes
         in this exercise in repression.
      

      
      
   
      
      "The Haunted": Act I, Scene One

      
      
      Summary

      
      A year later, it is a clear summer day in front of the Mannon house. The shutters are closed and the front door boarded up.
         Lavinia and Orin are abroad in China. Seth, Amos, and three old townsmen—Abner, Silva, and Mackel—are carousing about. They
         appear grotesquely as if they are boys out on a forbidden prank.
      

      
      Seth bets Small ten dollars and a gallon of liquor that he cannot stay alone in the Mannon house until moonlight. Rumors say
         that the house is haunted. Seth guides Small inside. Mackel notes that if the town were not at the Mannons' feet, "queer doin's"
         would have come out regarding the recent deaths.
      

      
      Hazel and Peter arrive, announcing Lavinia and Orin's imminent return. Suddenly Small bursts out of the house, screaming that
         he saw Ezra's ghost in judge's robes coming out of the wall. The men roar with laughter and walk off. Peter and Hazel rebuke
         Seth for his prank. Seth replies that he only staged it to dispel the rumors circulating in town about the house being haunted.
         He himself, however, feels there is something rotten in the house's walls. He urges them to not let Lavinia and Orin take
         up residence there again. They begin to ready the house for the Mannons' return.
      

      
      A strikingly different Lavinia appears on the drive. Her body has filled out and lost its military stiffness; she resembles
         her mother perfectly, even wearing the same green dress. Lavinia turns and coaxingly calls Orin as if he were a child. Orin
         has grown dreadfully thin and bears the statue-like attitude and mask-like face of his father. He has grown a beard that accentuates
         this resemblance.
      

      
      In a mothering voice, Lavinia urges Orin to be brave before this test and face the house. There are no ghosts. As she leads
         him up the steps, Orin stammering points out the last place he saw Christine alive. Lavinia declares all that finished: the
         dead have forgotten them, and they the dead. They go inside.
      

      
      
      
      Analysis

      
      "The Haunted" begins once again before the Mannon house with another chorus of townsfolk serving as backdrop to the major
         players. Here the chorus, a group of drunken, grotesquely boyish old men, prepares the way for the dead's second "homecoming."
         Though this scene about ghosts is played for comic relief, Seth quickly admits that there may be something rotten in the house's
         walls. As the title of the third installment suggests, the Mannon house, with its shutters boarded up and its furniture covered,
         has decidedly become a haunted one, the ancestors waiting to exact their vengeance.
      

      
      Notably, the ghost Small supposedly sees is that of Ezra in his judge's robes—the implication being of course that he simply
         came upon the portrait in the study. This apparition once again introduces the tropes of judgment, accusation, and punishment
         that recur throughout the trilogy. As in the previous plays, the father continues to make himself felt in his symbolic form,
         such as statues and portraits. Here, however, the dead also come home to the Mannon manor in the form of the living. Chillingly,
         brother and sister arrive from their trip East as the reincarnations of their mother and father. Lavinia has acceded to femininity
         in taking her mother's place. She has become beautiful and seductive in identification with Christine, an identification involving
         the murder and incorporation of the maternal other. Similarly the haggard Orin appears the spitting image of his father, bearing
         his military gait and statue-like stiffness. Mother and Husband/Son have returned anew, ready to rehearse the fate of those
         who precede them.
      

      
      In their new incarnations, Orin and Lavinia are substitutes for the Mother-Son pairs that appear throughout the trilogy. Their
         status as substitutes partially explains why O'Neill continuously describes them through series of correspondences to aesthetic
         objects—masks, portraits, statues, and automata—objects that substitute for the human form. Substitution is the necessary
         effect of Lavinia and Orin occupying the Mother and Son's places in an Oedipal drama that precedes and determines them.
      

      
      As substitutes for the lovers who precede them, they will similarly take substitute love objects to complete the narrative
         they are doomed to repeating. Thus, as O'Neill begins to intimate here, Peter will come to figure as Lavinia's Brant and Hazel
         as another of Orin's maternal "lost islands." What O'Neill describes in his work diary as Peter and Hazel's "characterlessness"
         likely facilitates the Mannon children's projective fantasies.
      

      
      Lavinia leads her brother to the house under the guise of confronting the ghosts that await them. This confrontation, however,
         involving an almost mantra-like recitation to ward off evil, is more an exorcism than an effort at remembrance or mourning.
         Lavinia brusquely insists that there are no ghosts and demands that Orin put his memories in the past. Orin, on the other
         hand, transfixed by the memory of his mother's last moments, has returned to repay the debt to the dead and fulfill the Mannon
         destiny.
      

      
      
   
      
      "The Haunted": Act I, Scene Two

      
      
      Summary

      
      Lavinia stands at the doorway of the Mannon sitting room, her hair, dress, and movements identical to Christine's. The room
         has long been shut up and its furniture covered. She pauses beneath the portraits and addresses them resentfully: wondering
         why they stare at her.
      

      
      A dazed Orin appears. He expected to find Mother in the study, but she is nowhere. Now she will never forgive him. In any
         case, he is no longer her son; he is a Mannon now and the house will welcome him. Lavinia harshly orders him to stop his rambling
         and then moves to sooth him. They must get back to normalcy and begin a new life with Peter and Hazel. They have every right
         to their love.
      

      
      To Lavinia's shy delight, Orin grimly remarks on her new resemblance to Mother. Since they sailed East, she has been stealing
         Christine's soul. Death has set her free to become her. Lavinia rebukes her brother; he promised at the Islands that if he
         came home to face his ghosts, he would rid himself of his morbid spells and guilt over the past. Orin replies maliciously
         that it was his brotherly duty to get her from the Islands. Lavinia forces Orin to repeat after her: mother killed father,
         and they only did what was just. They set themselves to cleaning the house.
      

      
      Peter enters from the rear and gasps, thinking he has seen Christine's ghost. Lavinia approaches him with eager possessiveness.
         Peter is especially stunned to see Lavinia out of black; Lavinia replies that she was dead back then. Orin mocks his sister,
         accusing her of stealing Mother's colors and becoming a true romantic while under the influence of the Islands. Indeed, the
         Islands and their men in particular turned her into a regular pagan. Another month more and Lavinia would have joined the
         natives naked under the palm trees.
      

      
      An angry Lavinia forces a smile. She straightens Orin's clothing and sends him off to Hazel. When she criticizes his rigid
         posture, Orin cunningly retorts that she'd rather he play the clipper captain than Father. Orin departs.
      

      
      Lavinia declares her love for Peter and warns him against falling for of Orin's morbid spells. She did not flirt with any
         of the native men. The Islands did finish setting her free, but her time among natives and ignorant of sin enabled her to
         forget death and come to love and beauty. Now she and Peter will marry, leave the region, and make an island for themselves
         in the country. They embrace. Suddenly Hazel and Orin appear in the doorway. Orin starts in a jealous rage but Lavinia commands
         him to be still. She stares at her brother in dread.
      

      
      
      
      Analysis

      
      As we have noted throughout, though mourning may become Electra, her double Lavinia refuses mourn. The sentry-like heroine
         is an agent of repression, ensuring that the family secrets never come to light. Lavinia cannot mourn because she would attempt
         at all costs to forget. She defies the judgment of the ancestors, the ghosts that torment her brother relentlessly. For Lavinia,
         Orin must forget what has transpired and look toward a new life with Peter and Hazel. Stubbornly will she refuses Orin's pleas,
         dismissively attributing them to his morbidity, and force him to recite mantras that assure them of the justice of their actions.
         Though clearly haunted, Lavinia would still have no debt to the dead.
      

      
      An increasingly psychotic Orin seeks for the ghost of his mother, wandering the house to beg for her forgiveness. In his strange
         state, he quickly comes to decipher the course of the Mannon tragedy. Here he confronts the dauntless Lavinia with her desire
         to take her mother's place. Christine's death has freed Lavinia to become her, to steal her colors and soul. Lavinia's disturbingly
         shy eagerness at what she first understands as Orin's compliments only betrays her further.
      

      
      By becoming her mother, Lavinia accedes to femininity and sexual desire. This transformation rehearses a familiar Oedipal
         trajectory. Within the classical Oedipal schema, the daughter's perception of the mother's castration precipitates her Oedipal
         complex. Her experience of her own castration may result in an identification with the father in the famous "masculinity complex."
         Lavinia's identifications with Ezra are clear. Identification with the castrated mother and her femininity become tenable
         once the daughter can locate herself within a structure of desire that would make good on her lack. Here Lavinia would play
         mother and wife at once, Orin figuring as the child that compensates for her castration.
      

      
      As we learn in more detail in their final confrontation, Lavinia completes her metamorphosis on Brant's Blessed Island. Both
         Orin and Lavinia cast the Islands as the setting of Lavinia's metamorphosis though imagine this metamorphosis in almost diametrically
         opposite ways. Both involve fantasies of the native. For the fiendish Orin, the Islands intertwine Lavinia's sexual and racial
         degradation. As he tells Peter, a month longer on the Islands and Lavinia would have become a veritable pagan, dancing nude
         with their beautiful men under the palm trees. Orin quivers with jealousy at the specter of the native's sexual prowess. He
         rescues his sister in fear that they can provide her with what he cannot.
      

      
      In contrast, Lavinia emphasizes the Islands' innocence. There, among their simple, docile people, she came to love and beauty
         anew, forgetting all the death behind her. Indeed, Lavinia's natives appear almost free of sexuality altogether—note, for
         example, her account of the chaste kiss in Act IV.
      

      
      These projective fantasies are decidedly narcissistic, splitting of the native into its hyper-idealized and degraded, "good"
         and "bad" forms. Mourning maps these fantasies onto those of gender, the image of the pure or lascivious native fitting easily with that of the woman
         cast as either virgin or whore.
      

      
      
   
      
      "The Haunted": Act II

      
      
      Summary

      
      One month later, Peter works intently at a manuscript at his father's desk. He now looks almost as old as Ezra.

      
      Peter sardonically addresses his father's portrait, jeering that the whole truth and nothing but the truth will come out.
         Lavinia knocks sharply at the locked door; Peter locks his manuscript in the desk and lets her in. With forced casualness,
         she asks Orin what he is doing. Mockingly he replies that he is reading Father's law books.
      

      
      Lavinia urges him to get some fresh air. For Orin, however, the two of them have forever renounced the "accusing eye" of daylight.
         He finds the lamplight more appropriate, as it is a symbol of man's life burning out in a world of shadows. Forcing a smile,
         Lavinia relents and she only worries about his health. Orin snaps that though she hopes for his demise, he feels quite well.
      

      
      Lavinia replies that the walk with Hazel did him good then. Orin assents dully and then complains that, now that they are
         engaged, Lavinia never leaves them alone. She fears he may let something slip. Though he feels drawn to Hazel's purity, Lavinia
         cannot pass him off onto her. Hazel is another "lost island." When he sees her love for him, he feels an urge to confess his
         guilt as if it were "poisonous vomit." Lavinia and he cannot escape retribution. They must confess and atone for mother's
         death.
      

      
      Lavinia cannot believe that Orin still loves a woman who would have left him. Orin retorts that Lavinia would do the same
         with Peter. He will stop her, however, with his manuscript. As the last male Mannon, he has written a history of the family
         crimes, from Abe's onward. He has tried to trace the evil destiny behind their lives.
      

      
      Lavinia is the most interesting criminal of all. Orin recalls how she shed her mourning clothes in San Francisco and donned
         Mother's colors upon meeting the ship's first mate, a man who undoubtedly reminded her of Brant. She finally became pretty,
         like Mother, on Brant's Islands, with the natives staring at her with desire. Lavinia watched Avahanni stare at her body,
         "stripping her naked." Lavinia insists with quiet dignity that she only kissed him in gratitude for making love so "sweet
         and natural" for her.
      

      
      When Orin presses Lavinia further, she assumes Christine's taunting voice. She states that she is not Orin's property. Reacting
         as Ezra did, Orin grasps his sister's throat in fury, threatening her murder. Shaken, Lavinia assures her brother that she
         was lying—an "evil spirit" made her speak against her will. They must forget all.
      

      
      Orin insists quietly that he has taken Father's place and she Mother's. Perhaps she should murder him—he will even help. Lavinia's
         horror becomes a violent rage, and she repeats her mother's threat: "Take care, Orin! You'll be responsible if—!" She collapses
         in tears. "The damned don't cry" murmurs Orin. He commands her out of the room and resumes his work.
      

      
      
      
      Analysis

      
      Act II stages the return of the barely repressed history that haunts the Mannon children. Orin forces this return in his movement
         toward atonement and expiation—though, as we will learn later, for not the noble reasons he claims.
      

      
      As Orin's taunts against Ezra's portrait make clear, atonement requires bringing the Mannons to judgment over and against
         the authority of his forefathers. Judgment demands the writing of the history the house and its residents would bury in the
         crypt. As the audience has been party to this history through snatches of gossip and conversation, Orin's forbidden record
         can only suggest that far more has been left unsaid.
      

      
      As Orin fiendishly remarks, the most interesting criminal in this history is Lavinia herself. Orin goes on to detail Lavinia's
         transformation into Christine, a metamorphosis that begins when she steps into her mother's place—shedding her mourning and
         leaving her lover—for a first mate who stands in for the murdered Brant.
      

      
      What completes this metamorphosis is their trip to "Brant's Blessed Islands. Lavinia becoming pretty like Mother under the
         desiring looks of the isles' native inhabitants. Again, the natives appear as almost symmetrical inverses of each other in
         the siblings' respective projective fantasies. For the jealous Orin, the natives are rapist-voyeurs, stripping his sister
         nude with their eyes. For Christine, they are absolute innocents, lovely freely and without sin. In the natives, a deluded
         Lavinia finds an illusory Eden whereas Orin finds an adversary vying for Mother's love, an adversary imagined to be equipped
         with frightening sexual prowess. Orin's native is a lascivious rival; Lavinia's is innocence incarnate. For Orin, this history
         he has written foretells their fate, and he and Lavinia have assumed Father and Mother's place respectively. The innumerable
         parallels between "The Hunted" and scenes from the trilogy's earlier installments underscore this substitution. Lavinia's
         frantic knock at the study door, for example, recalls Christine's desperate attempt to break into Lavinia and Orin's private
         exchange in "The Hunted." Like Christine, Lavinia is trying to pass Orin off onto Hazel and yearns for his death so she can
         flee to the Islands with her lover. Ultimately the dead come to possess her voice, Lavinia defying Orin to treat her as his
         property and then repeating her mother's infamous threat. As she protests in horror, an "evil spirit" compels the two of them
         to live out the love stories that precede them.
      

      
      Though Orin would apparently turn to Hazel to escape the Mannon fate, the dead, as Lavinia will later remark, intervene between
         them. In extolling Hazel's magnetic purity, Orin casts her as yet another figure for the Mother. Like Christine, Hazel appears
         as another "lost island," a symbol of the prelapsarian love that the damned can never hope to attain. Orin yearns to deliver
         himself up to this mother-double and confess his crime. Chillingly his fantasy of this confession rehearses the memory of
         his father's murder. The poison Christine gives to Ezra becomes the "poisonous vomit" that Orin would cough up in guilt. Orin's
         submission to judgment is a submission to death as well. As we will see, atonement for Orin means death at Mother's hands.
      

      
      
   
      
      "The Haunted": Act III

      
      
      Summary

      
      Lavinia enters the sitting room. To her horror, she finds herself wishing for Orin's suicide. She implores the portraits to
         show her Orin's salvation.
      

      
      Seth appears in the doorway, complaining that the maid is complaining of ghosts against. Lavinia leaves to talk to her. The
         doorbell rings and Seth lets Hazel and Peter in and exits anew. Uneasy, Hazel complains that Lavinia cannot continue keeping
         Orin shut up since she is a bad influence. Orin must stay with them for a time.
      

      
      Orin appears, glancing about to check for his sister. He insists on seeing Hazel alone. He goes to the study and returns with
         a large sealed envelope, enjoining her to keep it safe. She should only open it if something happens to him or if Lavinia
         tries to marry Peter. Lavinia can have no happiness and she must be punished.
      

      
      Hazel implores Orin to confide in and come away with her. Orin furtively suggests that he sneak out. Hazel indignantly refuses
         to engage in such deceptions. Lavinia is heard from the hall, and Orin hastily sits on the couch.
      

      
      Lavinia starts at seeing the pair alone. Forcing a joking tone, she notes that Hazel is hiding something. Orin comes to Hazel's
         rescue by informing her sister that he will be moving in with her for a time. Lavinia refuses and Hazel springs up in rage.
         She loves Orin better than her and he must move. She prepares to leave, trying to keep Orin's envelope hidden behind her back.
         Lavinia blocks the door, demanding that she relinquish the manuscript. Rushing to Orin, she beseeches him to make her surrender
         it—she will do anything. Orin complies and instructs Hazel to forget his "rotting ghost." Hazel hurries out.
      

      
      Orin makes sure his sister understands she can never see Peter again. A "distorted look of desire" comes into his face. Lavinia
         does not understand how much she had meant to him since they killed Christine. Perhaps he loves her too much. Caressing her
         hair, he remarks that she seems neither his sister nor mother but some stranger with the same hair—Marie Brantôme perhaps?
         Lavinia stares at him in horror, saying, "For God's sake—! No! You're insane! You can't mean—!" Orin replies that otherwise
         he cannot be sure she would not leave. Without "certainty," he would go mad and confess.
      

      
      With the word "confess," Orin's tone instantly changes. He urges his sister to confess with him anew. Lavinia refuses. Orin
         calls upon their ancestors to haunt and hound her for a lifetime. Lavinia wishes for his death. Orin realizes that his death
         would be another act of justice and that Mother is speaking through Lavinia. He will find Mother again on the island of peace
         that is Death. He will kneel before her and beg for forgiveness and Orin convulses as if vomiting poison. He pushes Lavinia
         away with brotherly irritation; Mother is waiting.
      

      
      Peter appears in the doorway. Unnaturally casual, Orin remarks that he was about to go clean his pistol in the study and exits.
         Lavinia stops herself from following and throws herself into Peter's arms. A muffled shot is heard.
      

      
      
      
      Analysis

      
      Act III features Orin and Lavinia's final confrontation. Orin will speak the desire that binds them and their ancestors together.
         The pair's confrontation is preceded by Orin's last opportunity to escape the Mannon household, an escape made available to
         him by Hazel.
      

      
      In this brief exchange, Orin entrusts Hazel with his precious manuscript. Interestingly, the manuscript appears here as not
         so much that which would bring the Mannon line to judgment as keep Lavinia in the Mannon home. As Orin tells Hazel, she is
         to read it if he dies or show it to Peter on the eve of their wedding if his sister successfully schemes to marry him. As
         we will see, these stipulations will enable Orin to keep his hold on Lavinia from beyond the grave.
      

      
      Orin relinquishes the manuscript upon Lavinia's promise to do anything for him. Not content with the promise that she leave
         Peter, Orin confronts Lavinia, albeit through innuendo, with the incestuous desire that binds them. Orin proposes that they
         consummate their assumption of Father and Mother's places. For Orin, the consummation of their unholy union binds them together
         forever. Incestuous, cross-generational desire is displaced onto a sibling relation who members play Mother/Son, Husband/Wife,
         and Brother/Sister all at once. The conjured specter of Marie Brantôme—the wild, "animal-like" Canuck who wreaks havoc in
         the Mannon kinship structure—only lamely triangulates this incestuous pair. Though Orin considers Lavinia more a stranger
         than his sister and mother, his attraction to her, which reproduces the relationship between mother and son, runs in the family.
      

      
      Lavinia recoils, perhaps as Christine did, at Orin's proposal. Then, at the word "confess," a break of sorts appears in Orin's
         speech, and he resumes his calls for atonement. Lavinia then wishes for his death, a wish Orin receives as if sent from Mother.
         Crucially this moment reveals that Orin's atonement is but another scheme to join the mother in the "secret world" of an illicit
         love affair. Orin clearly yearns for death at Mother's hands, convulsing symptomatically as if vomiting the poison that Christine
         put in his father's mouth. The punishment Orin so violently insists upon would allow him to go to Mother on Death's "island
         of peace." His death is not only the penalty for his crime but a means by which to be with Mother for eternity.
      

      
      Lavinia, on the other hand, desperately clings to the past's repression, a repression now contingent on her raving brother's
         death. O'Neill makes use of another suspenseful pause between the suicide victim's epiphany and act of suicide. Clinging to
         Peter, Lavinia attempts to fill his terrible pause with her desperate ravings about their future happiness. With the gunshot,
         she defies the ancestral portraits to judge her. She has only kept their secrets. Lavinia exits the scene ever the defiant
         sentry, burying the past behind her crypt-like mask. Orin has left this sentry with a telling curse, calling upon the ancestors
         she would silence to haunt and hound her for a lifetime. This curse prefigures Lavinia's ultimate fate.
      

      
      
   
      
      "The Haunted": Act IV

      
      
      Summary

      
      Three days later, Seth wanders up the front drive singing "Shenandoah" in his wraith of a baritone. The house looks as it
         did in the first act of "Homecoming." Seth peers at the flower garden and notes that Lavinia is picking flowers again like
         Christine would. She has already filled the house with them.
      

      
      Lavinia appears dressed in deep mourning, sleepless and haggard anew. She gives Seth a bunch of flowers and emptily orders
         him to keep them to the maid, since the house must be cheerful for Peter. Seth coaxingly offers to haul out a sofa so she
         can sleep. Lavinia declines and then pauses; Seth knows that there can be no rest in that house. Seth urges her to go away.
         Lavinia resolves anew to flee with Peter and let the house rot. He moves off and greets a resolute Hazel, also dressed in
         mourning.
      

      
      Hazel insists that she knows Orin killed himself and his blood is somehow on Lavinia's hands. Whatever the case, she has come
         to discuss Peter. Lavinia cannot marry him. The Mannon secrets will come between them and prevent their unhappiness. Moreover,
         she has caused strife within their family. When his mother approached him about his marriage, he left home and vowed to never
         speak to her to Hazel again. Lavinia commands her to leave her alone or else die by Orin's pistol. Hazel moves to go. She
         asks that Lavinia let Peter read what was in Orin's envelope, since she has told Peter of it already. Closing her eyes, Lavinia
         wonders why the dead cannot die.
      

      
      Peter arrives, and Lavinia immediately tries to appear cheerful. She keeps her eyes closed in fear. They pledge their love
         anew. Lavinia is startled, however, by the bitterness in his voice. She makes him promise that he does not suspect her and
         suggests that they marry immediately. Peter suspiciously refuses, sating that they cannot marry on the day of Orin's funeral.
      

      
      Lavinia flings herself into his arms, begging for a moment of joy, imploring Peter to want her. In the throes of her passion,
         she cries: "Take me, Adam!" Horrified Lavinia realizes that the dead will always intervene between them. She orders Peter
         to go home, feigning that she was indeed that native man's "fancy woman." Peter recoils in repulsion.
      

      
      As Lavinia, square-shouldered, watches Peter go, Seth returns singing "Shenandoah" under his breath. Lavinia cackles that
         she is bound to the Mannon dead. Since there is no one left to punish her, she must punish herself. She will nail the shutters
         and live in the house with the dead until the curse is paid out. She orders Seth to close the shutters and have the maid dispose
         of the flowers. Lavinia ascends the portico and stares into the sunlight. Seth leans out of and closes the right window, and
         she marches woodenly into the house, closing the door behind her.
      

      
      
      
      Analysis

      
      Returning us to the mise-en-scene that opens the trilogy, Act V moves from the prospect of Lavinia's escape from her the Mannon
         fate to her ultimate consignment to the family crypt.
      

      
      The possibility of Lavinia's flight lies in her marriage with Peter. Lavinia cannot escape the Mannon home because, as she
         tells Seth, echoing the operative word in his "Shenandoah" chanty, she remains bound to its dead. The Mannon dead make their
         last intervention into the lives of the living in preventing Lavinia's flight with Peter. Hazel insists that Orin's memory
         and testimony will forever divide them, the Mannons' secret weighing heavily on their marriage. Already it has brought Peter
         grief, causing conflict within his family. As Lavinia remarks bitterly, the dead will simply not die.
      

      
      The dead assert themselves with even more force in Lavinia's slip of the tongue. Hysterically declaring her love for a lover
         she is about to lose, Lavinia reveals the extent of her crimes, speaking in her mother's frantic voice. Inadvertently she
         cries out the name of her erstwhile beau, Adam. No longer can Lavinia deny the truth of her desire, the desire to take the
         Mother's place, and her implication in a tragedy that compulsively repeats itself across time. Note also in this respect how
         Orin's death strips Lavinia of her mother's image, returning her to her deep mourning. This transformation betrays how her
         accession to her mother's place is contingent on the reproduction of the mother- son dyad she realized with her brother.
      

      
      Thus Lavinia relinquishes Peter, confessing to be the natives' "fancy woman" after all. Her lie is particularly tenable as
         it involves the mere reversal of the fantasies of love that dominate the play. As the native "fancy woman," Lavinia moves
         in Peter's eyes from the woman who learned innocence on the isles to she who lost it there forever, from the virgin to the
         whore. Appropriately, with Lavinia's degradation comes the recuperation of Peter's mother and sister. As he bitterly exclaims,
         Mother and Hazel were right about Lavinia after all.
      

      
      Having given up her lover, Lavinia is left with her dead. The flowers she picked as her mother once did have now prepared
         her bower. Lavinia's retirement into the house is the consummation of the role of stiff-shouldered sentry she dons throughout
         the play. Lavinia entombs herself with the ancestors, masochistically taking the family's debts—the disgraces she keeps secret—upon
         herself. Rather than bring the family history to public judgment, her self- imprisonment enacts the revenge of the dead from
         within the family crypt. Lavinia turns defiantly from what Orin describes earlier as the "judging eye" of the sun to live
         out her days in darkness. Thus she fulfils Orin's curse, offering herself up to the ghosts that will hound and haunt her forever.
         Seth colludes in this repression of history to the end, quietly noting that he has not heard a word Lavinia has been saying.
      

      
      
   
      
      Important Quotations Explained

      
      
         
         
            
            You're so like your mother in some ways. Your face is the dead image of hers. And look at your hair. You won't meet hair like
               yours and hers again in a month of Sundays. I only know of one other woman who had it. You'll think it strange when I tell
               you. It was my mother.
            

            
         

         
         
         Brant makes this strange compliment, or rather confession, to Lavinia in Act I of "Homecoming." It situates him square in
            the Oedipal drama that structures the trilogy. Brant loves those who substitute for his mother, the defiant Marie Brantôme.
            The point of fixation of his fantasies is the Mannon women's lustrous hair. This fixation becomes a recurrent motif the Mannon
            men, similarly locating them in the incestuous Mother-Son relation.
         

         
         
      

      
      
         
         
            
            Each time I come back after being away it appears more like a sepulcher! The "whited" one of the Bible—pagan temple front
               stuck like a mask on Puritan gray ugliness! It was just like old Abe Mannon to build such a monstrosity—as a temple for his
               hatred.
            

            
         

         
         
         Christine complains of the sepulchral nature of the Mannon house in Act I of "Homecoming." The house is of course the tragedy's
            primary mise-en-scène. It functions as crypt to the family's secrets. Christine refers to this secret history in cursing Abe
            Mannon, who built the house to cover over the disgrace that sets this revenge cycle in motion. Thus the temple to Abe's hatred
            is also a monument of repression.
         

         
         As Christine laments, its distinguishing feature is its portico, what the stage notes describe as the "incongruous white mask"
            hiding its ugliness. This mask makes doubles out of its residents, evoking the "life-like masks" the Mannons wear as their
            faces. Thus Christine personifies the house when she describes it as a "whited sepulcher." Here Christine alludes to a simile
            Jesus uses in Matthew 23:27 in condemning hypocrites exemplified by the scribes and Pharisees. In common usage, the metaphor
            refers to an evil person who hypocritically pretends to be holy or good.
         

         
         
      

      
      
         
         
            
            It was like murdering the same man twice. I had a queer feeling that war meant murdering the same man over and over, and that
               in the end I would discover the man was myself! Their faces keep coming back in dreams—and they change to Father's face—or
               to mine
            

            
         

         
         
         Orin relates his Civil War nightmare to Lavinia in Act III of "The Hunted." It allegorizes the lethal rivalries afoot between
            the play's male doubles. Mourning's male players are all at war in an Oedipal drama, vying for the desire of Mother. The Civil War, generally remembered as
            a war between brothers, comes to symbolize this struggle. The men's rivalries are murderously infantile, operating according
            to a jealous logic of "either you go or I go." Because in these rivalries the other appears as that which stands in the self's
            rightful place within the Oedipal triangle, the rivals appear as doubles of each other as well. Orin's nightmare of his murders
            in the fog allegorizes this rivalry. Here Orin repeatedly kills the same man, himself, and his father. This compulsive series
            of murders demonstrates the impossibility of the lover ever acceding to his rightful place within the Oedipal triangle—Mother
            will always want another, and producing yet another rival.
         

         
         
      

      
      
         
         
            
            those Islands came to mean everything that wasn't war, everything that was peace and warmth and security There was no one
               there but you and me. And yet I never saw you, that's the funny part. I only felt you all around me. The breaking of the waves
               was your voice. The sky was the same color as your eyes. The warm sand was like your skin. The whole island was you.
            

            
         

         
         
         Orin relates this fantasy of the Blessed Island to Christine in Act II of "The Hunted." A sanctuary from the war, the Island
            is a warm, peaceful, and secure paradise composed of the mother's body. Thus Orin can imagine himself with Christine without
            her being there. In terms of the trilogy's sexual drama, the Blessed Island is the realm of the pre-Oedipal, the time of plentitude
            and imperfect differentiation between mother and child. The war rips Orin from this maternal embrace at his father's behest.
            Orin goes to war to do his duty as a Mannon.
         

         
         As with the motif of the mother's hair, the fantasy of the Blessed Island will recur amongst all the major players. Each yearns
            mournfully for the "lost island" removed from the Oedipal tragedy in which they are enmeshed.
         

         
         
      

      
      
         
         
            
            There was no hereafter. There was only this world—the warm earth in the moonlight—the trade wind in the coco palms—the surf
               on the reef—the fires at night and the drum throbbing in my heart—the natives dancing naked and innocent—without knowledge
               of sin!
            

            
         

         
         
         Lavinia relates this memory of the Blessed Island to Peter in Act I of "The Haunted." She has just returned with Orin from
            their trip to the South Sea. Here the Island figures again as a paradise apart from the Oedipal tragedy that drives the Mannons
            to their doom, but here it is in terms of race relations. As with Brant, the islands have come to figure as home of the innocent
            natives who dance naked on the beach and love without sin. The natives appear as timeless children, living in the simplicities
            of the present. Lavinia's reverie is one pole of the trilogy's fantasies of the native. The other, sustained by Orin and others,
            imagines them as figures of bestial sexual prowess.
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      Study Questions and Essay Topics

      
      
         
         
            
            
               Discuss the role of the Chantyman in Act IV of "The Hunted."
               
            

            
            
            O'Neill considered Act IV of "The Hunted" as the "center of the whole work." This act moves the audience from its principal
               locale of the Mannon house to an East Boston harbor of the Chantyman. Lest the Chantyman appear merely "colorful" or a means
               of providing one of Mourning's few moments of comic relief, we should consider the scene within the context of O'Neill's oeuvre.
            

            
            Act IV returns to the mood and manner of O'Neill's early sea plays, with the same exacting detail in setting, costume, and
               set design, but in a more melancholic or nostalgic mode. The drunken Chantyman appears as a figure of his erstwhile poet-heroes,
               the troubadour-of-the sea. Here, however, O'Neill's former protagonist appears old, useless, and marginal to the tragedy.
               The Chantyman sings a chorus of "Shenandoah," drunkenly laments the theft of his cash, and brags of his ability to bring a
               crew into working order with his singing. He laments the coming of steam to ships and the death of the old days. As Bogard
               notes, the "exit of the chantyman is the last glimpse O'Neill was to give his audiences of the protected children of the sea."
            

            
            The Chantyman is also a prophetic figure, speaking portentously of Lincoln and Mannon's deaths and lugubriously disappearing
               into the night with the dirge "Hanging Johnny" on his lips. Its lyrics oppressively foreshadow the death to come: "They says
               I hangs for money/ Oh, hang, boys, hang They say I hanged my mother/ Oh hang, boys, hang!"
            

            
            
         

         
         
            
            
               Compare and contrast Orin and Lavinia's fantasies of the native. What is their relation to the play's fantasies of gender?
               
            

            
            
            Living out the last hopes of Brant and Christine, Orin and Lavinia flee East upon the former pair's death. While in transit,
               they stop for a month at Brant's legendary South Sea Islands, the land the lovers imagined as their Eden-like haven.
            

            
            Both Orin and Lavinia cast the Blessed Islands as the setting of Lavinia's metamorphosis into the Mother though imagine this
               metamorphosis in almost diametrically opposite ways. Both their fantasies revolve around the figure of the native. For the
               fiendish Orin, consorting with the native means Lavinia's sexual and racial degradation. As he tells Peter, a month longer
               on the Islands and Lavinia would have become a veritable pagan, dancing nude with their beautiful men under the palm trees.
               Orin quivers with jealousy at the specter of the native's sexual prowess. He rescues his sister in fear that they can provide
               her with what he cannot.
            

            
            In contrast, Lavinia emphasizes the Islands' innocence. There, among their simple, docile people, she came to love and beauty
               anew, forgetting all the death behind her. Indeed, Lavinia's natives appear almost free of sexuality altogether. For example,
               note her account of the chaste kiss with Avahanni in Act IV.
            

            
            These projective fantasies are decidedly narcissistic, splitting of the native into its hyper-idealized and degraded, good
               and bad forms. Notably Mourning maps these fantasies onto those of gender, the image of the pure or lascivious native fitting easily with that of the woman
               as virgin or whore.
            

            
            
         

         
         
            
            
               Consider the ways Ezra Mannon makes his presence felt in the absence of his person. How does he do so? What does he demand
               of those under his influence?
               
            

            
            
            We first encounter Mannon in the figure of the ominous portrait hanging in his study. Here, as throughout the trilogy, Ezra,
               dressed in his judge's robes, appears as a symbol of the law. Ezra calls the living to judgment for their crimes. These crimes
               include the players' illicit, incestuous loves, their betrayals, and the acts of murder incurred in bitter and violent rivalries.
            

            
            Ezra's is far more the figure for the law in his symbolic form than in his person—the person of a broken, bitter, ruined husband.
               Before and after his death, Ezra will appear most authoritatively in his symbolic capacity. The portrait is the clearest example.
               To a great extent, Ezra assumes this symbolic capacity in life and perhaps at the expense of his person. His mannerisms suggest
               the unyielding statue-like poses of military heroes. To Christine, he imagines himself as a statue of a great man standing
               in a square, a man who, as a result has become numb to his own heart.
            

            
            Ultimately Ezra will come to exert his influence most powerfully in the total absence of his person. Upon his death, his various
               images will relentlessly haunt and condemn his family from beyond the grave. Thus, for example, Lavinia will constantly invoke
               his name and voice and with it the weight of his authority, Christine will hear herself condemned by his corpse, and onward.
            

            
            
         

         
      

      
      
         
         Suggested Essay Topics

         
         
            Discuss the role of the Mannon house. Make sure to consider its primary metaphors—for example, the "whited sepulcher," and
            the incongruous mask.
            
         

         
         
            What is the significance of the Blessed Islands? Compare and contrast the ways in which at least two different characters
            imagine them.
            
         

         
         
            Discuss O'Neill's use of the double. How does O'Neill produce relationships of doubling. Consider, for example, costume, recurring
            motifs in dialogue, and correspondence between persons and things. What is the relationship between doubling and rivalry?
            
         

         
         
            What is the significance of Seth's recurring sea chanty, "Shenandoah." Consider not only its lyrics, but also the logic of
            its apparition in the play.
            
         

         
         
            Discuss O'Neill's use of the Civil War as backdrop for the trilogy. How does the war figure within the Mannon family drama?
            
         

         
         
            What is the function of gossip in the trilogy? Discuss in particular the function of the various choruses of townsfolk.
            
         

         
         
            Discuss the role of Fate in the trilogy. When does Fate appear to make itself felt? Why?
            
         

         
      

      
   
      
      
         
         Quiz

         
         
            1.	What is the name of Brant's ship?

            
               A.	Atlantis
B.	The Blessed Isles
C.	The Flying Trades
D.	The Argo
               

            

         

         
         
            2.	What is the name of the Mannons' maid?

            
               A.	Hazel
B.	Hannah
C.	Mrs. Hills
D.	Mrs. Borden
               

            

         

         
         
            3.	What is Christine's color?

            
               A.	Copper
B.	Gold
C.	Black
D.	Green
               

            

         

         
         
            4.	From where does Christine get the name of the poison that kills Ezra?

            
               A.	Ezra's books
B.	Brant's advice
C.	Her father's books
D.	The local veterinarian
               

            

         

         
         
            5.	Where do Lavinia and Orin travel?

            
               A.	India
B.	South America
C.	Japan
D.	China
               

            

         

         
         
            6.	What was Marie Brantôme's occupation?

            
               A.	She was a teacher
B.	She was a maid
C.	She was a cook
D.	She was a nurse
               

            

         

         
         
            7.	Who is Ezra Mannon's counterpart in The Oresteia?
            

            
               A.	Orestes
B.	Agamemnon
C.	Aeschylus
D.	Priam
               

            

         

         
         
            8.	Whose portrait does not hang in the Mannon household?

            
               A.	Abe Lincoln's
B.	Abe Mannon's
C.	George Washington's
D.	Ezra Mannon's
               

            

         

         
         
            9.	In killing Brant, Orin fantasizes that he has killed whom?

            
               A.	Himself
B.	Ezra
C.	Both himself and his father
D.	Neither himself nor his father
               

            

         

         
         
            10.	In her last declarations of love to Peter, whose name does Lavinia cry?

            
               A.	Ezra's
B.	Orin's
C.	Christine's
D.	Adam's
               

            

         

         
         
            11.	Where does Orin kill himself?

            
               A.	In the sitting room
B.	In the hallway
C.	In Ezra's bedroom
D.	In the study
               

            

         

         
         
            12.	Where does Christine kill herself?

            
               A.	In the sitting room
B.	In the hallway
C.	In Ezra's bedroom
D.	In the study
               

            

         

         
         
            13.	Who finds Orin's dead body?

            
               A.	Hazel
B.	Lavinia
C.	Seth
D.	Peter
               

            

         

         
         
            14.	How is Brant related to Ezra?

            
               A.	He is his brother
B.	He is his uncle
C.	He is his stepbrother
D.	He is his cousin
               

            

         

         
         
            15.	What is the second song the Chantyman sings to Brant?

            
               A.	Shenandoah
B.	Hanging Johnny
C.	A Sailor Likes His Bottle
D.	Pirate Jenny
               

            

         

         
         
            16.	Which of the following do not figure as "islands" in the play?

            
               A.	Christine
B.	Death
C.	Hazel
D.	Lavinia
               

            

         

         
         
            17.	Who is Orin's counterpart in The Oresteia?

            
               A.	Priam
B.	Agamemnon
C.	Orestes
D.	Aeschylus
               

            

         

         
         
            18.	How does Lavinia make Peter leave her?

            
               A.	She tells him she was a native's "fancy woman"
B.	She tells him she was Brant's "fancy woman"
C.	She tells him she was her father's "fancy woman"
D.	She tells him she was her brother's "fancy woman"
               

            

         

         
         
            19.	Where does Lavinia follow her mother to spy on her?

            
               A.	New York
B.	Boston
C.	Both New York and Boston
D.	Neither New York nor Boston
               

            

         

         
         
            20.	Who does not address Ezra's portrait at some point in the play?

            
               A.	Lavinia
B.	Christine
C.	Brant
D.	Orin
               

            

         

         
         
            21.	Who does not wear a mask-like face?

            
               A.	Seth
B.	Brant
C.	Ames
D.	Orin
               

            

         

         
         
            22.	Where does Lavinia put her mother's pillbox?

            
               A.	In Orin's pocket
B.	On Ezra's desk
C.	On Ezra's corpse
D.	In Orin's pants
               

            

         

         
         
            23.	O'Neill was the first American to win what prize?

            
               A.	The Silver Bear
B.	The Medal of the Legion d'Honneur
C.	The Palme d'Or
D.	The Nobel
               

            

         

         
         
            24.	Who is Christine's counterpart in The Oresteia?
            

            
               A.	Electra
B.	Clytemnestra
C.	Iphigenia
D.	Nemesis
               

            

         

         
         
            25.	What is Lavinia's nickname?

            
               A.	Electra
B.	Vinnie
C.	Laverne
D.	Vin
               

            

         

         
         
            Answer Key:

            1: C; 2: B; 3: D; 4: C; 5: D; 6: D; 7: B; 8: A; 9: C; 10: D; 11: D; 12: D; 13: D; 14: D; 15: B; 16: D; 17: C; 18: A; 19: C; 20: C; 21: C; 22: C; 23: D; 24: B; 25: B
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