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Introduction:

Family and Society

“Society is inside of man and man is
inside society (...) The fish is in the
water and the water is in the fish”

- Arthur Miller

Four plays constitute the main material for my gsial and discussion of the family in"20
century American drama: Eugene O’Neillsng Day’s Journey into NighArthur Miller’s
Death of a Salesmamand Sam ShepardBuried Childand True WestAlready in the initial
stage of choosing a topic for my MA thesis, | hatided to write on the genre of drama,
partly because drama receives less focus compatferdion both in literary studies and at the
university. More importantly, | chose drama as mpjsct for analysis because | take great
pleasure in this particular genre. Although thetiehship between the written text and the
dramatic performance on stage is an interesting onehis study | am going to focus
exclusively on the dramatic text itself. In Amemncdrama plays concerning the family are
frequent, and some of the greatest American dratea#ire recognized for plays that are
centered on family life. O’'Neill, Miller, and Shepbare no exceptions; their works express a
profound concern for the role of the family in therican society.

O’Neill, Miller, and Shepard are among the mostlipo influential, and celebrated
playwrights the United States has produced. Tlteirary works span almost over the entire
20" century; O'Neill ruled the American stage durirtet1920s and 30s, Miller had his
heyday during the 1950s and 60s, and Shepard lodargd during the 1970s and 80s.
O’Neill is widely considered “The Father of Amenc®rama”; his plays are recognized for
revolutionizing the American stage. Most criticgaed Journey(written in the early 1940s,
first performed in 1956) as O’'Neill's ultimate magiiece - the peak of his artistic talent.
O’Neill is the only American playwright who has e2eed the Pulitzer Prize for Drama four
times, the last in 1957, posthumously Journey In addition, O’Neill is the first - and so far
only - American dramatist to be honored with thebBloPrize for Literature, in 1936. Along
with O’Neill, Miller ranks as one of the finest &ts of the American theater, aBeath of a
Salesmar{1949)is by common consent regarded as an icon of Amegcdture. A number

of critics viewSalesmaras the “quintessential” American play. It won imnade success on



Broadway and was awarded the 1949 Pulitzer Priz®&fama. Similarly, Shepard belongs to
the elite of 28 century American dramatists, and a number of Hayspare already
considered classics of the American theater. Sdejgastill a productive dramatist; he has
published four plays since the new millenniuBuried Child (1978) launched Shepard’s
career as a playwright, and is the first off-Broagwplay to receive a Pulitzer Prize for
Drama. Shepard’s subsequent pladyue West(1980), is by most critics considered his
signature piece, and is also the most revived Stepay in American theaters.

It is significant to note, however, that while anmoer of parallels may be drawn
betweenJourneyand Salesmanfor instance in terms of dramatic form, the tways by
Shepard appear as more extreme and abgowdneyand Salesmanwhich constitute my
major focus and serve to generate my thesis statemmay be argued to be “traditional”
family plays leaning - at least in part - towarc tHbsenesque” tradition. A number of
Shepard’s plays such @uried Childand True Weston the other handiontain absurdist
elements and thus place Shepard within the tradafocontemporary, experimental theater.
His drama is permeated by a number of inconsistsnand thus raises more questions than
answers. Family relations in Shepard are strangmrexistent. Delving into a Shepard play
feels like stepping into unfamiliar and confusiegritory, and the urge to run away from this
surrealist atmosphere soon arises; still, thersommething intriguing about his grotesque
characters and strange plots. You become attraotedtie “Shepardian universe” without
really understanding why. In some of the aspecfamily life that | am going to examine in
this study, Buried Child and True Westemerge as the direct opposites Jufurney and
SalesmanThe intention of including the two plays by Shepe to create some dynamics of
contrast in my study, aBuried Childand True Westlluminate the thematic concerns of
JourneyandSalesmarirom quite a different perspective.

It is also noteworthy that all four plays depiot ttame family structure: mother, father
and two male siblings. This was a deliberate decisin my account; in this way, parallels
and contrasts immediately call attention to thewesel Consequently, my textual study of
these family relations will acquire more sharpnek$ocus and depth of analysidourney
SalesmanBuried Child andTrue Wesportray a wide range of families, spanning from the
early to the late ZDcentury. The Tyrones idourneyare an affluent, cultivated group, and the
play is set in 1912 New Englan8alesmartakes place in Brooklyn in the aftermath of the
Great Depression and the Second World War, andgysria traditional lower middle class
family. Buried Childand True Weston the other hand, are of a more recent dateinSbe

late 1970s and early 1980s, they tell the storiedamilies in lllinois and California



respectively. In this manner, the family tensiomsny study acquire a historical dimension;
the position of the family develops through differgeriods of the 20 century. In some
respects, this gives me the opportunity to combiaeary and sociohistorical perspectives.

In my opinion, family issues are particularly irgsting because everyone in some
way or other can relate to them. Certain aspectheffamily may be seen as universal or
archetypal, positioned outside time and place.areslShepard’s opinion that everything can
be traced back to the family: “What doesn’t havel@owith family? There isn’t anything, you
know what | mean? Even a love story has to do faithily. Crime has to do with family. We
all come out of each other - everyone is born dat mother and a father, and you go on to be
a father. It's an endless cycle” (qtd. in BigsbBpfn Injured” 21). Family issues are intensely
personal yet powerfully universal. In this respecte may argue that my four selected plays
in many ways transcend their historical settindggeylprobe deeply into the American psyche
and explore the cultural heritage of their natipet, they have a mainstream appeal to people
all over the world. We are all in some way or otekaped by the family we belong to; it
remains rooted in our experience, our identity, pensonality, as Miller argues: “We - all of
us - have a role anteceding all others: we aré $was, daughters, sisters, brothers (...) The
concepts of Father, Mother, and so on were recdiyaas unawares before the time we were
conscious of ourselves as selves” (“The Family...). #mily roles are often permanent and
inescapable, and the attempt to distance onesglf tme’s family often fails. According to
Shepard, we are “intimately, inevitably and entirebnnected to who brought [us] to the
world” (gtd. in Roudané, “Shepard on...” 68).

Considering the prominent position the family holdsAmerican drama, it came as a
surprise to me to find that criticism in this fiaklrather limited. There are very few extensive
works devoted entirely to the role of the familyAmerican drama. To me, however, this felt
like an advantage because there was no already-ttodalen path within drama studies that |
needed to trace or follow. In my search for workaaerning the family in American drama,
only two books appeared to be relevant for my thebm Scanlan’s studfamily, Drama,
and American Dreamgl978), provides a sociological and historical syref the changing
role of the family depicted by some American plaights. Scanlan centers his attention on
O’Neill, Miller, and Tennessee Williams - “our bgdaywrights” (5) - and grants one chapter
to each of them. Considering the year of its paion, it comes as no surprise that Shepard
is absent from Scanlan’s study. The second wbhke, Family in Twentieth Century American
Drama (2003) by Thaddeus Wakefield, applies a Marxistrapgph and explores ways in

which the capitalist culture of the United Statesseen to affect the family. According to



Wakefield, the American family is only valued in nagary terms and is merely a commodity
within the American culture of consumption. Despigepromising title and the pertinence of
its assertion, Wakefield's study offers no sopheted readings, but gives a brief 100-page
overview of fourteen American family plays, leaviagry little room for in-depth analysis.
Wakefield’'s study does not mention Shepard’s cbations to American family drama at all;
and in view of the year of its publication, Waké&lieannot be excused for excluding one of
the most relevant contemporary family dramatistevédtheless, the individual success of
each playwright has spawned a great deal of dritiesponse, and several collections of
essays regarding their dramatic production are éofdund. The Cambridge Companion
collections provide detailed lists of serious crgm on each playwright, and were great
starting points for my process of collecting sea@ydnaterial.

Within a sociological context, on the other handjreat deal has been written about
the American family. The position that the familgldls within society has in recent decades
become an area of considerable debate within theed)States. Opinions on the American
family are multifarious and fluid, and theoristsalgree widely. Quite widespread is the
traditional belief that the family is the backborwe, foundation, of American culture and
society, and popular culture tends to project aagenof the idealized, happy, American
family. Most sociologists, however, agree that the Amerfeamly has undergone a profound
process of change during the™and 28' centuries. Historically, the nuclear family - ante
that refers to “a unit consisting of spouses arelrtbependent childreh™ has been the
prevalent family structure in the United States.eDw the industrial and technological
revolution a major shift in the role of the famity American society may be argued to have
taken place. Contemporary sociologists often spafakhe fragmentation of the nuclear
family. One of the most recognized and influenfiaterican sociologists of the ®@entury,
Talcott Parsons, refers to the “loss of the functd the family” (7). In Parsons’ view, the
needs of the modern family are met by outside agenwhereas formerly they were met by
the family itself. It is important to note, howey#nat most of the sociological studies of the
American family that | came across appear as topirgzal and too statistically oriented to be
successfully applied to the imaginary worlds of pigywrights. Thus, except for certain
aspects of Parsons’ social theory, | am going tkenvery little use of sociological theories in
my study. The Parsonian theory, as presentedramily, Socialization and Interaction
Procesq1955), coincides with the historical settings loé two plays that are of my greatest

! cf. Oxford Concise Dictionary of Sociologgd. Marshall, p. 173.



focus:JourneyandSalesmanlt may in lesser degree be applied to the twypley Shepard;

in this respect, it will serve as a point of depeatfor discussing possible changes that have
taken place, for instance in terms of gender ral&s regarding the division of labor within
the family.

The relationship between the public and the privata major focus in O’Neill’s,
Miller's, and Shepard’s family plays. Society is mseparable part of family life, and the
family is a central constituent of society, as thiéial quote by Miller serves to illustrate:
“Society is inside of man and man is inside soc{ety The fish is in the water and the water
is in the fish” (“The Shadows...” 39). Parsons olgdct the idea of categorizing the family as
“a little society [in itself]” (19), but insists #t it should be viewed as “a differentiated
subsystem of a society” (ibid.), and thus suggtsit a person’s private role is premised on
his or her public role. My four selected plays nimey said to reflect Parsons’ theory; they
extend themselves from the private and into thdipuln this respect, they can be argued to
be individual dramas and social dramas at one bhadsame time. In Miller's view, the
greatest plays are those who lift their visionst“olithe merely particular toward the fate of
the generality of men” (“The Family...” 74). In othesords, the identity questions raised in
these plays go far beyond the personal level; paisand national alienation appear to go
hand in hand. O’Neill, Miller, and Shepard are vydecognized for their persistent critique
of American society and their desire to wake aaamnscience in their audiences. Theirs is a
society seen to be in moral free fall, and thewdckitwhat they regard as its cause, the
traditional value system upon which the United &as founded.

A discussion of the tension between the public #edprivate introduces the agenda
of my project very well. The main focus of my tless, as my title suggests, the
disintegration of the American family, as portrayadlourney SalesmanBuried Childand
True WestHarold Bloom states thdburneydepicts “the nightmare realities that can afflict
American family life (...) The helplessness of famle to sustain, let alone heal, the
wounds of marriage, of parenthood, and of sonsfip). This synopsis oflourneymay be
applied to all the four plays of my study; all diet offer a bleak view of the complicated
dynamics of American families. Shelly’s questiorBiaried Child- “What's happened to this
family anyway?” (112) - touch upon the very essewsfoey project. Like Shelly, | have status
as a spectator, an observer, of these families.d&bved into my selection of plays, | shared
Shelly’s shocked reaction, and | attempt to ansther question she raises. My thesis is
motivated by the idea that pressures from the iextevorld enter the family realm and

contribute to the disintegration of the Americamiiy. | attempt to demonstrate ways in



which industrialization, capitalism, and consunraris in short, the modernization of the
western economy - affect the role of the familyhivitthe American society. In order to
ensure the myth of the American dream, however taimable, family life is by these
dramatists seen to pay the price. The theme oflindysfunction relates to the values
embedded in society; the family is breaking up frathin by their allegiance to public
values.

It is fruitful to open my study with an examinatiohthe tensions that characterize the
relationship between fathers and sons; out ofréiegionship comes the erosion of the entire
family. As its title suggests, this chapter lookshe father’s legacy and the son’s plight. More
specifically, it serves to demonstrate that a ss&ckiven society combined with ideas of
masculinity contaminate the relationship betwedhdis and sons. My subsequent chapter
focuses on the rivalry between male siblings, aray lbe viewed as an extension of the
father-son relationship; once again societal exgtierts cause deep tensions between male
family members. My third chapter examines the diteas and challenges of family life
through a female perspective; more specificallypuigh the figure of the wife-mother. It
serves to illustrate that patriarchal ideas confimenen to the domestic sphere; in addition,
the patriarchy represents an obstacle to womemptieg to fulfil their roles as mothers. In
these plays, women and men alike are victimizedthi®y gender roles imbedded in a
predominantly male-oriented society; more strikpginy four selected plays serve to
illustrate that gender roles are reinforced witthie family circle. In my concluding chapter |
am going to explore the existential dimension dasth playsJourney SalesmanBuried
Child, and True Westraise important questions regarding the role ofititevidual in the
modern world. Does society at large provide modeam with some sense of belonging? If

not, can the family home be viewed as a last réfuge



Patriarchal Heritage:

The Father’s Legacy and the Son’s Plight

“A man can’t go out the way he came in (...)
a man has got to add up to something”

- Willy Loman inSalesman

In the United States as elsewhere, men’s livesipetured around ideas of masculinity that
in some degree are related to patriarchal beliditsorically, man’s role has been anchored in
the public sphere, or, in Talcott Parsons’ wordis,the occupational world” (15). According
to Parsons, the status of théhZ(entury American family is determined by the leokjob the
“husband-father” holds and by the income he edt8% (Men are expected to be committed to
their public role, and preferably, a man’s professshould be a source of pride. In addition,
the 20" century male is expected to be devoted to his aife children, primarily through his
function within the family realm as the main prostidbut also through the upbringing, or the
socialization, of children. Taking into consideoatithat young boys tend to look to their
fathers in search of appropriate male behavior mag conclude that fathers are important
role models for their sons. In other words, patemfluence is particularly evident in the
construction of male identity. The American maletef 28" century is undoubtedly met with
a number of expectations and may be argued to derun“double pressure”; he is expected
to successfully manage his roles in both the pudoid the private arenas. Not surprisingly,
the public and the private role are at times inflacinwith each other; more importantly, it
appears that the private role as husband-fathgreimised on the role that man holds in the
public sphere. Moreover, in my four plays, soci@bnstructed ideas of masculinity permeate
the father-son relationships and serve to defind ahape even their most personal
interactions.

The characters dfong Day’s Journey into NighDeath of a SalesmaBuried Child
and True Wesare strongly bound to the time in which they li¥s. Brenda Murphy argues,
“every member of the Loman family is under presdorbehave in a socially predetermined
way regardless of what they personally want to ¢{I?6). Murphy’s statement may be
applied to all the plays of my study. The lives/illy Loman, James Tyrone, Dodge, and the
Old Man- the fathers of my playsare structured and controlled by definitions of cudigity

suggested by a patriarchal, capitalist society. tA# plays deal with man’s struggle to



confront society and to establish a respectabldiposn the public sphere. More strikingly,
patriarchal ideas and societal expectations thah e met with are passed on from
generation to generation: from fathers to son§heepard’s personal experience testifies to: “I
know what this thing is about because | was amidf it; it was part of my life, my old man
tried to force on me a notion of what it was todbman” (qtd. in McDonough 50). lourney
and Salesmanthe father harbors great expectations for his sdnch becomes a source of
deep conflict. In the two plays by Shepard, on abieer hand, the fathers have withdrawn
from paternal authority. In this respect, Dodge d@hel Old Man may be viewed as the
opposites of Tyrone and Willy. However, all foulaps may be argued to portray endless
circles of masculine despair; the father's pathatcchallenges and mistakes are on some
level repeated by his son. In fact, ancestry mayntexpreted as a curse; a self-destructive
male behavior repeats itself from one generatidhémext.

The conflict between male generations is a recgrtiteme in the drama of O’Neill,
Miller, and Shepard, and an issue closely relatethé playwrights’ personal experiences.
The parallels between the playwrights’ lives areirtdramatic works are striking and require
some brief commentary. For O’Neillpurneywas an attempt to capture the essence of his
family life and his own true self. The play is imegy respect a portrayal of O’Neill's family;
the structure of the Tyrone household and the eenbetween its members resemble to a
great extent those of O’Neill's own family. He pais his own parents through the
characters of Mary and James Tyrone; Jamie isithierfal recreation of O’Neill’'s older
brother; and the younger brother in the play, Edius O’Neill’'s imaginative projection of
himself. Transforming his own experience into drammeolved such an intimate, personal
exposure that O’Neill requested thiiurneyshould not be presented to the public until at
least twenty-five years after his death. Nevertbgldis wife Carlotta - to whom the play is
dedicated - decided to push forward the publicatiordl as a result, the play saw the light of
day only three years after O’Neill’s death. In Hedication, O’Neill states thdburneyis a
“play of old sorrow, written in tears and blood”) @nd reflects his desire to “face [his] dead
at last” (ibid.) and thus come to terms with suffgs buried in the past. However, O'Neill
was unable to escape his origins, as his biograploeis Sheaffer, argues: “O’Neill, clearly,
never really ‘left’ his parents. An eternal sonieficer haunted by the past, he was obsessed
with the subject of familial relations, particulathose between parent and child” (*Son and
Artist” 506). Throughout his literary career O’'Neshowed a great interest in the father-son
dyad, as expressed dourneyand other playsBeyond the Horizoi1918), which won the

Pulitzer Prize for Drama in 1920, tells the stofyadfather who disowns his son. Similarly,



Desire Under the EIm§1924) is a portrayal of the turbulent relatiopsbietween Ephraim
Cabot and his three somsh, Wilderness{1933) is O’'Neill’'s only comedy among several
tragedies and is often regarded as a depictionowf he desired to experience youth and
family. For instancethe head of the family, Nat Miller, is quite thepmsite of James Tyrone
in Journey During their years of coming to age, O’'Neill ahd brother experienced their
father's demands as a violation of their freedonmdsriduals. ThusAh, Wildernessimay be
regarded as the light-hearted equivalent of thketdourney

Similarly, the vast majority of Shepard’s plays kxp the conflict between fathers
and sons. The father remains a crucial charact&hepard’'s drama; some would probably
claim that the playwright is thematically obsessgeth the figure of the father. A recent play
by ShepardThe Late Henry Mos€000), portrays a dead father's enormous impadbisn
son, and in many ways echoes one of his early pldys Holy Ghostly1970), in which a son
attempts to escape the legacy of his late fatheep&d’'s drama draws heavily on his
personal experience and is inspired by his owndbbibd and youth. IMMotel Chronicles
(1982), which may be regarded as an autobiogralptesamony, Shepard chronicles his own
life, from childhood in lIllinois to adult life inural California. The similarities between
Shepard’s portrayal of his own grandparentsviotel Chroniclesand Dodge and Halie in
Buried Childare unmistakable: “My Grandpa sits exactly as héisys sat - in a hole of his
sofa wrapped in crocheted blankets facing the H¥'s like a skeleton now (...) [My
grandmother] has great ears” (45-46). Furthermibresads: “My father lives alone on the
desert. He says he doesn't fit with people” (5%)e Tabsent father ifirue Westis in part
based on Shepard’s father, who - emotionally wodnaiiéer working as a bombing pilot
during World War 1l - on several occasions left Wwige and children and headed for a solitary
life in the desert (cf. Schvey 14). In 1963, in thrge to create and define himself, the twenty-
year-old Samuel Shepard Rogers decided to dropakisname, which he shared with his
father. Symbolically, Shepard attempted to breath wis paternal lineage. Nonetheless, in
the collection of some of his most important woigsyen Play$§1981), the dedication reads:
“For my father, Sam.” Shepard has stated that i&flict between him and his father
continued after his death: “My relationship withrhis the same. Exactly the same. It's a
relationship of absolute unknowing. | never knemhalthough he was around all the time.
There’s no point in dwelling on it. | mean, my t&aship with him now is exactly the same
as when he was alive. It’s just as mysterious”.(qidSchvey 15). Apparently, in Shepard’s
case, the battle between a father and his sondiess) even capable of transcending death.

Also in Shepard’s dramatic works, there is a boetiveen father and son which is never to be



broken. As in the case of O’Neill, Shepard's dratmecomes an attempt to confront
problematic family issues: “I've been trying to ape myself ever since | left home (...) and |
realize now that | have to face things, | can't farever” (qtd. in Bottoms 154). Along with
O’Neill, Shepard may be referred to as an “eteswal”, unable to escape the legacy of his
family, particularly that of his father.

One of Miller's early playsThe Man Who Had All the Lu¢k944), forms the basis
for the dramatist’s numerous plays dealing with fdber-son dyad. In Miller's own words
about the play, “in the writing of the father-saglationship and of the son’s search for his
relatedness there was a fullness of feeling | rewetnfelt before; a crescendo was struck with
a force | could almost touch” (qtd. in Martin 128n Miller's first great success on
Broadway All My Song(1947), Chris Keller's admiration of his fatherasought a brutal end
when he realizes his father’'s betrayal. Tlhe Price (1968) - regarded as one of Miller's
greatest plays - the father is a crucial charasten though he only exists in the memory of
his two sons, who are brought together becausasofldath. One critic argues: “In all [of
Miller's] major plays, the prime authority and gaitte of the father is of primary
importance” (qtd. in Roudan&onversations. 44). Like O’'Neill and Shepard, Miller has
confirmed that his plays contain autobiographidahents: “The plays are my autobiography
(...) 'm in all of them” (qtd. in Bigsby, “Introdua@n”, 1). However, when it comes to
Salesmanno source indicates an immediate parallel betwedled relationship with his
father and that of Willy Loman and his sons. Millemce declared that he shared a close
relationship with his father, and that none of piisys directly reflect upon the two of them
(cf. RoudanéConversations. 89). Miller points to the contrast between Willpman and
his own father: “The reason why | was able to wabmut the [father-son] relationship, was
because it had a mythical quality to me. If | hagrethought that | was writing about my
father, | suppose | never could have done it. Migdais, literally, a much more realistic guy
than Willy Loman, and much more successful as aquality” (ibid. 90). However, it is
reasonable to assume that there is some familigatween Miller’s life and the thematic
concerns ofSalesmanWhen his father’s business collapsed in the Gegiression of the
1930s, the family was forced to move into a smallde in Brooklyn, which is believed to be
the model for the Loman residenceSalesmanThe impact of the Depression on the Miller
family appears to have caused some tension betfagieer and son. Miller'swuutobiography,
TimebendsA Life (1987) hints at his negative feelings toward htbda “I had two fathers,

the real one and the metaphoric, and the lattesdnted because he did not know how to win
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out over the general collapse” (112). Apparentlg,father’s failure to cope with the financial

crisis prompted Miller to see him in more ambivalemms.

The Father’s Struggle:
Patriarchal Ideas of Masculinity

In order to analyze the relationship between fadrat son in these four plays, one must pay
close attention to the prevailing ideas of masdmylim the 2¢" century United States. The
term “masculinity” refers to certain qualities, taits, associated with the male $ekor
instance, “power”, “strength”, and “dominance” atearacteristics frequently connected with
masculinity, and men are expected to live up tsaéhsandards. According to HalieBuaried
Child, a “whole man” (124) should be “herolic]”, “brave“strong”, and “very intelligent”
(73). Clearly, preconceptions of masculinity areplg internalized in the American psyche.

According to Carla J. McDonough’s stud$taging Masculinity Male ldentity in
Contemporary American Dram@997), there exist two conflicting ideals of mdsuty in
American society: “the ideal of masculine succemstd the “frontier ideal of masculinity”
(47). While the former represents men who hold eesble jobs and remain active
participants of public life, the latter may be ursdleod in relation to men who seek the
adventurous life of cowboys and pioneers. Simildvyrphy argues:

Twentieth-century American society appears to pitenaovariety of roles toward
which males might wish to aspire. While on the dwa&d society applauds the
man who marries, has children, and provides therh \&i good home and
everything they might desire, on the other handgietp also displays a
tremendous respect toward figures who represeng pnbithese reliable qualities
(142).

It seems that the J0century male is caught between two contradictdeals of masculinity;

on the one hand, the adventurer living in the Aogariwilderness; on the other hand, the
urbanized businessman. In both settings, howevan, ismexpected to achieve success and to
be in control of his environment. These conflictintages of masculinity may be argued to
stem from a major socioeconomic change in the driiates. By the end of the™ entury,

as the American economy became organized alonggtinal, capitalist lines and the United
States saw the emergence of urbanization, the Aarefrontier eventually vanished. As a
result, “the pioneer image of the father who wotike to fame and fortune through self-
determination was giving way to the image of thmmpany man” (Rosefeldt 39).

2 Cf. The Concise Oxford Dictionary of Sociologyl. Marshall, p. 312.
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The vanishing of the American frontier prompted @on shift in men’s sense of their
gendered identity, as McDonough argues: “Americamimood faced a crisis as the frontier
gave way to urban sprawl” (36). Nonetheless, a mdimiaing of the great Wild West -
representing rugged individualism, freedom and milase pride - still remains rooted in
American culture. A nostalgia toward the Americaontier characterizes for instance a
number of Shepard’s male protagonists; in factascihation with the cowboy is echoed
throughout Shepard’s oeuvre: “Cowboys are realtgresting to me - these guys, most of
them really young, about 16 or 17, who decided tiiep’'t want to have anything to do with
the East Coast, with that way of life, and tooktleis immense country, and didn’t have any
real rules” (qtd. in McDonough 37). Even thoughwitle is revealed about the Old Man in
True Westt is implied that heat one point in his life was part of civilized setyi; however,
unable to succeed or find fulfillment in the newezging ideal of masculinity projected upon
him by a capitalist society, he eventually chosketwe the chaotic city life behind, even if it
involved deserting his familyHis rebellion against modern civilization may beguwed to
stem from a longing toward the legendary heroeshefold West and the freedom they
represent. Nonetheless, by thd"2@ntury, the “frontiersman” had become a merelidga
escaping into a time and a place that no longestexihe Wild West) the Old Man becomes
an outcast of American society, as John M. Clunuesgn “The Classic Western and Sam
Shepard’s Family Drama”: “In contemporary socighgre is no place for a man outside the
economic system” (177). Similarly, Buried Child the father has chosen a “back-to-the-land
location” (Bottoms 156). This appears to be a @slibe decision on Dodge’s account: “it
wasn’t gonna’ be the city!” (111). Nonetheless,timei Dodge nor the Old Man manages to
achieve masculine success and prosperity in tla eavironment of the United States.

In SalesmanWilly is caught between two extremes; his innermost tangf living in
harmony with nature is undermined by the busindsslogy of post-World War Il United
States to which he belongs. McDonough argues: “Agnthre plays of modern American
drama, perhaps no other captures the instability dilemma of traditional American
masculinity better than does Arthur Mille3eath of a Salesmar§27). Willy yearns for the
adventurous life of the frontiersman, but is trapfm his role as company man. Clearly,
Willy believes that the contemporary business wasfdthe United States is filled with
opportunity, arguing: “the man who makes an appearan the business world, the man who
creates personal interest, is the man who getsdah&8). After meeting the successful
salesman, Dave Singleman, Willy is convinced tlsalling [is] the greatest career a man

could want” (81). Nonetheless, Willy also sees bhisn father as the embodiment of
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masculine success, though representing a veryreliffadeology than Singleman. Whereas
Singleman epitomizes the urbanized businessmany'$Vilather is an adventurer of the
wilderness, and thus a hero of a lost American:gastonce the untamed man and the
westward-bound pioneer, the artisan, the greatnitove and the successful entrepreneur”
(Hadomi 53). Willy’s life-long idolization of botlnis father and Singleman leaves him torn
between two different ideologies. As McDonough sées“Willy is trapped between
competing versions of manhood, and his unwillingnge see the two versions as
incompatible leads to his failure and death” (27).

According to Tom Scanlan’s studysamily, Drama, and American Dream$no
models of the family have emerged: “the family etwsrity” and “the family of freedom”
(27). The former is characterized by “the urge taimhe safety of mutuality” while the latter
by “the contrary urge for independence and selfefiqdid.). To some extent, Scanlan’s
classifications of the American family mirror McDaungh's differentiation between
conflicting ideals of masculinity. 18alesmanWilly gives voice to the confinement of family
life when he expresses one of his greatest redi#fisy didn’t | go to Alaska with my brother
Ben that time! (...) What a mistake! (...) If I'd gometh him to Alaska that time, everything
would’ve been totally different” (41, 45). The resgibility Willy has toward the welfare of
his family prevents him from pursuing his needgersonal freedom. At the same time, Willy
is very much dependent on the sense of securityfainaily life represents. The struggle to
combine conflicting yearnings is presentJourneyas well. As in the case of Willy, Tyrone
longs for the companionship of a woman and therggoaf home life, but he also yearns for
individualism. The two men’s itinerant professiongsge as a touring actor and the other as a
traveling salesman, may be seen as attempts toadzdheir conflicting needs for freedom
on the one hand and security on the other (cf. WWediscussion of Willy 61). Indeed, the
mobility of their professions resembles the freeddrthe traditional American adventurer.

The perhaps most prevalent strain of masculinitcognected to the idea of the
patriarchy. The term “patriarchy” indicates the iabauthority - or rule - of men, both within
the family realm and the public sphér&Vithin the patriarchal system of the ™@entury
United States, Tyrone, Willy, Dodge, and the OldnMae expected to be leaders, both within
and outside the family sphere. They are expectduketeuccessful in occupational terms; in
addition, they are expected to be the breadwinmers,the guiding heads, of their respective
households, exerting authority over wife and cleifddourney, Salesman, Buried Chéad

3 Cf. The Concise Oxford Dictionary of Sociologyl. Marshall, p. 383.
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True Westportray the strategies of men dealing with bothirsgt: home and society. In
SalesmanWilly lays claim to his role as head of the hdudd and is the only breadwinner of
the family. His quest to exercise absolute domesiitiority over his wife and sons is made
evident throughout the play. Nevertheless, Willyeslonot appear as the traditional,
authoritarian patriarch. For instance, he has asbagme, probably short for William. Only
on rare occasions is he addressed as “Mr. Lomay. (@ fact, Biff refers to him, rather
ironically, as “the boss” (123), and in the couo$¢he play both of his sons call him “scout”
(105, 129). His employer, Howard Wagner - who ietfss much younger than Willy -
patronizes him by calling him “kid” (84). In additi, the surname “Loman” is reminiscent of
“‘Low Man”, denoting inferiority and insecurity. Mdr's initial presentation of Willy,
carrying two large sample cases, immediately suggbs burden: His exhaustion is
apparent (12). Willy’'s fatigue stems from his lack of pesdsional career achievements and
his inability to attain prominence in terms of weahnd money. Willy knows that for a man
to achieve acceptance in modern society, he muatriétious, hard-working and preferably,
in his own words, “accomplish something” (15). Heere Willy can barely make ends meet,
which means that he falls short in the private splas well. Thaddeus Wakefield argues that
“the main twentieth century American capitalist eg@tion of masculinity is for one to
provide for one’s family” (28), and failing to metkiis expectation, Willy fails as patriarch.

In Journey on the other handlames Tyrone is obviously the patriarchal headef t
family, and the principal bearer of the family nantée isthe Tyrone, emphasizing his
authoritarian role within the family. O’Neill’s itial description of Tyrone may be sharply
contrasted with Miller's portrayal of Willy. Tyrones presented as the stereotypical male;
strong, proud, and confidentAbout five feet eight, broad-shouldered and deegstdd, he
seems taller and slenderer because of his beavitgzh has a soldierly quality of head up,
chest out, stomach in, shoulders squar€tl). In many respects, Tyrone resembles the
character of Big Daddy in Tennessee Williaf@gt on a Hot Tin RodfL955), who appears as
the patriarch incarnate. The men’s superior physiqurrors their domineering behavior
toward their wives and sons. Thus, power and tleel te be in charge seem to characterize
both Tyrone and Big Daddy. Like Big Daddy’s nam&yrone” denotes power and strength;
the name is believed to derive from the Greek watgrannos”, referring to “sovereign” or

“king.”* In addition, in the course of the play, Tyronecsmpared to a leopard (31) and a

* http://wiki.name.com/en/Tyrone
05.02.09.
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hawk (102) - independent, powerful and predatoiynats. Considering that both Big Daddy

and Tyrone represent financial prosperity, they @mesidered successful in the eyes of the
capitalist culture of the United States. While thamer is a plantation millionaire, the latter

owns “property valued at a quarter of a million4{), and both are able to provide for their
families, at least materially. For instance, Tyrasma position to equip his residence with two

servants and a personal driver. In this respeet,ctintrast between Tyrone and Willy is

striking, although there are, as my subsequentysaisalill reveal, many similarities between

them.

Dodge inBuried Childcomes to represent the very anti-thesis of theitivad! 20"
century patriarch: “I'm an invisible man!” (68). €Hailed patriarch of this play, whose death
goes unnoticed, may be sharply contrasted witllyiney patriarch in WilliamsCat on a Hot
Tin Roof who is surrounded by worried family members. Dogeonfined to the couch and
is the only character @uried Childthat never leaves the stage, which emphasizeadkof
a public role. Even his name suggests that he haangd both his public and private
responsibilities as patriarch. He is characteraea frail man: Very thin and sickly lookirig
(63). According to Dodge himself he is “dependenttioe whims of others” (96) and “can’t
be left alone for a minute!” (79). Family secretach as incest and infanticide, have ruined
Dodge’s sense of masculinity. He insists that amily at one point was “well-established”
(123); in addition, the farm is portrayed as prasps: “producing enough milk to fill Lake
Michigan twice over” (ibid.). Then, “outa’ the mildda nowhere” (ibid.), his wife Halie
becomes pregnant and gives birth to a baby boyated to be a result of incest between
mother and son. The child marks a turning pointtfa fate of the family, and prompts a
major shift in Dodge’s sense of manhood by challemdpis position of authority within the
family: “It made everything we’'d accomplish lookkdi it was nothin’. Everything was
cancelled out by this one mistake. This one weakn@24). Dodge resolves to kill the baby
boy who threatens his patriarchal power. Howevier aealizing his inability to control the
action of his oldest son, Tilden, and even the alityuof his own wife, Dodge realizes that he
is utterly disempowered and he decides to imprigorself within his own house. As a result,
he evades his role as authority figure within thblig sphere and the farming is brought to an
end: “There hasn’'t been corn out there since abmgteen thirty-five! That's the last time |
planted corn out there!” (69). The barren fieldsreunding the family farm reflect the
symbolic emasculation of Dodge as a patria@hite ironically, he argues: “Persistence,
fortitude and determination. Those are the threwies. You stick with those three and you

can’t go wrong” (98). In Dodge’s twisted perceptioireality, he has managed to transform
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his vices into virtues; his only determination asescape from his problematic situation. He
attempts to compensate for his lack of power bysingshis wife and sons around. None of
them, however, show any sign of obeying the defe@edge. Undoubtedly, Dodge has
utterly failed in his role as family patriarch.

In True WestShepard portrays another failed patriarch, one hds actually walked
out on his family. According to McDonough, “Sheparg@lays of the 1970s and 1980s, in
particular, abound with images of men who aban@omwish to) their responsibilities toward
jobs and families in favor of a self-absorbed l#fl®ne in a desertic region (usually the
Mojave) or in the bottom of a liquor bottle” (38 Buried Child Dodge has escaped into his
bottle of whiskey, and although he is always presanstage, he has somehow left his family
behind. The Old Man ofrue Westhowever, has abandoned his family in a moredliteense
than Dodge. It is important to note that the OldnMs never present on stage; nevertheless,
he is a crucial character and somehow drives theracf the play. Even though he indirectly
exerts some kind of power over his two sons aralgseat force in their lives, he is certainly
not portrayed as the traditional, patriarchal fathieghe Old Man corresponds to Henry |I.
Schvey’s description of Shepard’s fictional fathass‘weak” and “distant” (13). According to
Megan Williams, Shepard’s drama portrays “a seaesiowhere-men who have willingly
abandoned a sense of time, place, and history (.ithdit the ability to ground himself in
space and time, man becomes deprived of a senss pfivate and public selves” (57-58).
Williams’ statement is undoubtedly applicable te thld Man inTrue WestThe fact that he
remains nameless throughout the play reinforces stédus as a “nowhere-man” and
emphasizes his lack of authority. The barren dedbat he inhabits suggests a kind of
“sterilized” manhood. Powerless both within the lpmlnd private arenas, the Old Man falls
far short of patriarchal ideals.

As a result of sharp gender role restrictions, mgrdWVilly, Dodge, and the Old Man
are trapped by the established ideas of masculliaiityout for them already at birth. While
Dodge and the Old Man have acknowledged their lityabo be figures of authority in neither
the public nor the private spheres, and walked afk@y the responsibilities imposed on
them by society, Tyrone and Willy are making vattempts to sustain the roles they are

expected to fill.
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The Culture of Masculine Success and Performance

Unlike Dodge and the Old Man, the fatherslotirneyand Salesmarare deeply entangled in
the culture of masculine success and performaneglglembedded in #0century American
culture. The United States is in many ways foundpdn the belief in hard work, and the
desire to “strive and succeed” is inherent in tmefican psyche, as Willy’s statement serves
to illustrate: “A man can’'t go out the way he came(...) a man has got to add up to
something” (125). Quite ironically, Dodge iBuried Child also appears to cling to a
stereotypical view of masculinity: “There’s nothiagman can’t do. You dream it up and he
can do it. Anything” (110). In the United Statescsess is synonymous with respect and
prestige; more importantly, it represents the idéasocial mobility. BothJourney and
Salesmarare characterized by a hunger for financial succelss fathers in these plays are
determined to conform to social norms and livel®y ¢ode of a capitalist, patriarchal society.
Both Tyrone and Willy embody the idea that “cap#iad influences a man’s ideologies in
defining his masculinity” (Wakefield 23).

Tyrone and Willy have a strong work ethic and tgkeat pride in their professions; in
fact, they are defined in relation to their profesal careers. With these words, Miller
introduces his male protagonistrom the right, Willy Loman, the Salesmamters (12,

emphasis added). Similarly, O’'Neill's portrayalofrone reads: The stamp of his profession
is unmistakably on him(...) the actor shows in all his unconscious habits otesp,
movement and gestur€l3). It seems that Tyrone and Willy identify theelves first and
foremost in terms of their roles in society, noteénms of their private roles as husbands and
fathers. They are ambitious men who dedicate thimesd¢o the public sphere, and the peak
of their lives is related to their professionalemns. Tyrone clings to the praise given him by
the famous 19 century actor, Edwin Booth: “As | look back onniow, that night was the
high spot in my career (...) | made the manager putrdhis exact words in writing. | kept it
in my wallet for years” (153, 155). Similarlgalesmarabounds with references to a time
when Willy's achievements allegedly were great: 1828 | had a big year. | averaged a
hundred and seventy dollars a week in commissi(8%.

Above all, Tyrone and Willy consider themselves arpnt businessmen actively
participating in the capitalist system of the Uditgtates. They adopt the American culture’s
obsession with material wealth, as seen in Tyromebby of investing in property and
Willy's preoccupation with material possessionseyfthoose to adapt to a society in which

men first and foremost are valued in terms of tipeiolic achievements and the size of their
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bank accounts. Tyrone’s fear of poverty and histacratic affectations may be compared to
Willy's striving for financial prosperity and hisr@occupation with the men of success.
Eventually, Tyrone and Willy become unable to ne&getbetween their public and private
roles, which prompts them into neglecting their il&en. In the case of these men, the quest
for material success proves irreconcilable with éxpectation that they be successful as
husbands and fathers. In their fervent pursuit @ilth and status - the American definition of
success - their families always come second. Ircéise of Tyrone and Willy, the public role
overpowers the private role, as Wakefield putsAinerica’s twentieth century capitalistic
society thwarts American fathers attempting toillutfaditional paternalistic roles” (24).
Indeed, Willy and Tyrone project their public raleto the home arena as well.

Willy's profession requires him to constantly plthe role of the talented, confident
salesman. In order to succeed in occupational téwilky relies on his ability to perform and
win other people’s conviction. His sense of selfvodepends solely on the approval of
others, and as a result, he becomes preoccupiédhigitreputation within the public world.
Willy's behavior echoes the Dale Carnegimisiness philosophy: the idea of conquering the
world through one’s charm and personality. Willyliéees success can be achieved through
“personal attractiveness” and on the basis of bémgll-liked” and argues: “personality
always wins the day” (65) and “[b]e liked and youl wever want” (33). Clearly, according
to Willy being popular is synonymous with being esessful. The outward mask of
confidence which he resorts to in the public wolldijly also brings home with him. He
constantly applies his business philosophy on dumsilfy and raises his sons in terms of the
ideology of salesmanship. In front of Biff and HgpWilly always plays the part of the
thriving and venerated businessman, telling theAmérica is full of beautiful towns and
fine, upstanding people. And they know me, boysytknow me up and down New England
(...) I can park my car in any street in New Englaadg the cops protect it like their own”
(31). Undoubtedly, the salesman has become anaragp part of Willy’s identity. It is also
significant to note that in the course $&lesmarit is never revealed what kind of product
Willy sells. In some sense, one may argue that W\idl selling himself. Thus, he allows
himself to become a mere commodity in the capttalystem. Willy is also preoccupied with
Biff’'s worth within the business world; in fact, Wi's treatment of his son suggests a desire

to “sell” him on the capitalist market. In doing, 3&/illy commodifies Biff in terms of the

® Dale Carnegie (1888-1955) was a famous Americetater on self-improvement and salesmanship,

recognized for his best-selling bobllow to Win Friends and Influence Peofi®36).
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culture of consumption upon which the United Statbthe 28" century is founded, and he
seems unable to look beyond Biff's market valuec@kding to Steven R. Centola, Willy “has
deceived himself into thinking that the values loé ttamily he cherishes are inextricably
linked with the values of the business world in e¥hhe works” (27). One may argue that
Willy plays the role of the businessman to the \amg; he sells his life for a profit.

The role of performance is central alsoJourney As a professional actor, Tyrone
knows when to step out of himself and into an aeglirole, and he is repeatedly seen
performing to himself as well as to othedsurneyis permeated with literary allusions; on a
number of occasions Tyrone and his sons quote kmelvn philosophers and authors.
Tyrone’s life has always evolved around the theated it has clearly left its mark on him.
For instance, he is seeputting on a fake heartines&8) in front of Edmund, and later he
“forc[es] his face into a pleasantly paternal exmies’ before approaching his soifwj]ith
an actor’s heartiness(91). As in the case of Willy, Tyrone allows higcupational role to
pervade his private role as father and husbands&¥eral occasions, Mary points to her
husband’s tendency of bringing his profession hamta him: “He isn’'t a great actor for
nothing, is he? (...) | can tell when you're acting29, 124). She also claims that he always
“make][s] such a show of himself” (44). In additi@s, a real-estate spectator, Tyrone relies on
his acting skills in order to ensure a profitab&dain, and like Willy, he puts on a mask of
masculine confidence. In some degree, Tyrone’s @gyerforming for profit resembles the
Carnegie ideology that Willy attempts to take adage of. According to Jamie, “[Tyrone]
puts on an act for every damned fool that comesgdl(b7). Like Willy, Tyrone appears first
and foremost to value his sons in capitalist tenvigch is made evident when he argues that
Jamie is not worthy of his salary (32). Jamie drattention to his father’'s way of valuing
everything - even his sons - in monetary terms:Et#fmund was a lousy acre of land you
wanted, the sky would be the limit!” (31). Wakefledrgues: “In twentieth century American
society, family members do not value each othesutjn intrinsic standards but rather are
objectified and commodified by economic standaf@3. This statement is applicable to both
JourneyandSalesman

The performative nature of masculinity serves tarahterize family relations in
Buried Childas well, portrayed through the characters of Daatyk Bradley. It is significant
to note, however, that these men’s masks of pedoom differ greatly from those of Tyrone
and Willy, who put on masks of masculine successlllfour plays, nevertheless, the masks
stem from a feeling of masculine inadequacy, ang beviewed as attempts to gain male

dominance. The father and son Bidiried Childare fully aware of the American culture’s
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obsession with the “importance in a man” (105)Baadley puts it. Unable to meet societal
expectations in terms of success, they appearstrtréeo an aggressive behavior in order to
prove their masculinity. According to Shepard, igte’s some hidden, deeply rooted thing in
the Anglo-male American that has to do with infatig that has to do with not being a man,
and always, continually having to act out some idéananhood that is violent” (qtd. in
McDonough 35). For instance, the language of bailge and Bradley may be characterized
as extremely aggressive. From an early point, dkfeef threatens to kill his son (67), and it is
striking to witness that the vast majority of hitesances end with exclamation points, which
serve to emphasize Dodge’s aggressive behaviodldralso attempts to compensate for his
lack of masculine power through a violent attitudljch is demonstrated by his entrance into
the play: “Sonuvabitch! Sonuvagoddamnbitch!” (81)s imposing, physical appearance may
be seen as an attempt to prove his masculine dagenand compensate for his amputated
leg: “His arms and shoulders are extremely powerful andaulai’ (82). Towards the end of
Act Il, Bradley brutally puts his fingers into Shet mouth - a symbolic rape - in a
demonstration of his masculine superiority. Howewes Ann C. Hall argues, Bradley’'s
“patriarchal power is questioned at the very monenis trying to prove his potency” (99).

In JourneyandSalesmanTyrone and Willy appear to exist first and foremitsbugh
their public performances. The performative facadesgect the men’s need for masculine
pride and success, within both the public and ttreape spheres. It appears that the men’s
role in the public world completely overshadowsittipeivate role as fathers. However, it is
even more striking to witness that the expectationmsed on Tyrone and Willy they pass on
to their own sons; they express a desire for theedbpt the mask of the successful male as

well. In this manner, masculine ideologies are ptrated.
The First-Born Son and the Father's Quest for Authaoity

Within a patriarchal society, authority, lineagedatescent are first and foremost situated in
men?® In addition, the first-born son has historicallgldh a privileged position within the

patriarchal lineage. According to legislation, thist-born male was the appointed heir of his
father’s inheritance. Upon the death of the farpéyriarch, property and titles were passed to
the oldest son. Undoubtedly, the patriarchal fathgrected his first-born son to be worthy of
his inheritance, and as a result, he tended tavassuspecial responsibility and commitment

toward him. Usually the father had an underlyingdthat the son would become a source of

® Cf. The Concise Oxford Dictionary of Sociologyl. Marshall, p. 383.
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pride and follow in his footsteps, for instancet@énms of occupation. This doctrine certainly
applies to the fathers afourneyand Salesmanin both playsthe desire to exert paternal
authority is particularly noticeable in the relatship between the father and the first-born
son. InBuried Childand True Weston the other hand, the father-son relationshipsitiesly
estranged and the patriarchal authority of Dodgd #re Old Man may be questioned.
Fatherhood, it seems, is a role none of them know to play; consequently, they appear to
have no expectations or ambitions for their sons.

The father’s patriarchal favoritism of the firstrbcson is a marked feature Journey
and SalesmanA common tradition within a patriarchal culturetss name the first-born son
after his father, as seendourney Tyrone has given his own name - James - to kissblson;

a gesture that involves certain demands. In O’Naiflitial stage directions, Jamie appears as
a reflection of his father:He has his father’s broad-shouldered, deep-cheghgsique(19).

It appears that Tyrone identifies with Jamie’s rsgte and physique rather than with
Edmund’s fragile health. On some level, he seentBsttance himself from his youngest son.
He tells Jamie: “You're a healthy hulk like me (.bgt [Edmund has] always been a bundle
of nerves like his mother” (34). As in the caseTgfone, Willy identifies with and dotes on
the son who expresses what he considers cherigegtuline qualities: his first-born son,
Biff. Willy worships the ground Biff walks on; hedmires his athletic skills, his good looks,
and his popularity among friends. In fact, Willfavoritism of Biff resembles Big Daddy’s
obvious preference for Brick over Gooper in WilliginCat on a Hot Tin RoofWilly
compares Biff to heroes of Greek Mythology: Adoarsd Hercules (33, 68). According to
Willy, Biff is “[l]ike a young god” and a magnificg star that “can never really fade away”
(68). In Anne Stavney’s opinion, Willy ascribes Biff godlike qualities: “In Willy’s eyes
Biff is superhuman, sanctified, haloed, divine” \5@ne may assume that Willy favors Biff
because he embodies all the qualities that he Hitmag craved his entire life. In the eyes of
their fathers, Jamie and Biff represent the prospetsuccess; as a result, Tyrone and Willy
place very high expectations on them. Even in Stttp8uried Child Halie gives voice to
the idea that the first-born son holds a specialtpm: “Tilden is the oldest. | always though
he’d be the one to take responsibility” (72).

The most central conflict idourneyand Salesmans clearly the one between the
father and the first-born son. Tyrone and Willy egptheir sons to willingly play the same
public roles as them. Both fathers attempt to inepibeir own ideals and ambitions on their
sons, and express a desire for them to follow @ir thootsteps in terms of occupation. While

Tyrone wants Jamie to succeed as an actor, WillptsvaBiff to pursue a career in
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salesmanship, and both fathers expect that theg gain recognition and achieve commercial
success. In other words, the fathers’ ideals ofmmmence and dreams of grandeur are
transferred to their sons. In fact, by forcing thaivn life philosophy on to Jamie and Biff,
Tyrone and Willy express a desire for their sonadopt the identities of their fathers, and
throughout the plays, they struggle in order tatelamie and Biff in their own image. They
harbor great hopes not only for themselves, bub &s their sons’ future prospects.
Nonetheless, in botldourney and Salesmanthe father's quest for paternal authority is
incompatible with the son’s craving for selfhoodhN& Tyrone and Willy struggle in order to
control the life choices of their sons, Jamie aiiffl \g2arn to embrace their own individuality
and freedom of mind. Both question the father'sharity, but still struggle in order to free
themselves from paternal domination. When they awmnto fall short of their fathers’ ideals,
they become a source of disappointment, which esedgep tensions within the family realm.
In both plays, the father’s frustration with hisnsgoes hand in hand with his great
ambition for him to succeed, and he expresses treeat at his son’s lack of
accomplishments. In fact, the turbulence betweémefaand son idourneyand Salesmans
hinted at even before the two of them meet on stageh Tyrone and Willy complain about
their sons to their wives, clearly disappointedt ttiney are not settled yet. Willy insists to
Linda that “[n]ot finding yourself at the age ofrtly-four is a disgrace!” (16). Similarly, when
Mary tells her husband that Jamie eventually withtout all right, Tyrone repliesHe’'d
better start soon then. He’s nearly thirty-four8Y1Clearly, Jamie fails to live up to the name
he shares with his father, and thus becomes Tysanain target of verbal attack. His father
refers to him as “a lazy lunk” (32) who has no amhi in life except for “loaffing] in
barrooms” (ibid.). Similarly, Willy criticizes BifthroughoutSalesmanand states: “Biff is a
lazy bum!” (16). He desperately questions him: “Doyou want to be anything?” (112).
Tyrone and Willy know that unless their sons holespectable position in the occupational
world, they fall far short of 20 century ideals of masculine success. Quite irdiyican
Buried Child the stereotypical preconception of masculinityc@mmunicated through a
female character, Halie. She is appalled by thle ¢d@ccomplishments that characterizes her
husband and sons: “What’s happened to the mensofaimily! Where are the men!” (124).
Despite the sons’ refusal to live up to their fathelemands regarding man’s role in
the public world, both Jamie and Biff experiencactcess in early boyhood and were
predicted wonderful futures. Jamie was “a brillistiadent” who received “glowing reports”
(112) from the boarding school he attended: “Eveeytiked him. All his teachers told us

what a fine brain he had, and how easily he leafmmsdlesson” (ibid). Tyrone becomes
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infuriated by Jamie’s inability to achieve professml and financial success as an adult
member of society: “After all the money | wastedymur education, and all you did was get
fired in disgrace from every college you went t@32). Biff was also a shooting star in his
younger days, and the Ebbets Field Game is cleartyoment of glory. Willy realizes that
even though three great universities offered Baificdarships, “from the age of seventeen
nothing good ever happened to him” (92). Similafyilden in Buried Childwas an “All-
American” football player, but like Jamie and Bifffie has “turned out to be so much trouble”
(72). Horrified by her husband’s and sons’ detachmeninftbe public arena, Halie is in
desperate need to commemorate the only member ddindy who meets her expectation of
masculine success: her late son, Ansel. She wanmitt up a statue that symbolizes the
stereotypical, heroic male: “A big, tall statue hvd basketball in the one hand and a rifle in
the other” (73). However, it is likely that Ansebgature as a successful male is only a product
of Halie’s imagination. Firstly, the death he suéi@ in a motel room was far from heroic;
secondly, Bradley even claims that Ansel nevergddyasketball (116). Yet, Halie insists that
Ansel “could’ve earned lots of money. Lots and lots of money (..ns& could’ve been a
great man. One of the greatest” (73, emphasis adéeadAnsel is never present on stage,
only existing vividly in his mother’s mind, it seanfikely that Halie overstates his masculine
strength. As David DeRose notes: “Halie’s talesAokel seem almost a fantasy she has
formulated and that she trots out from time to tiasea substitute for the disappointment of
her real sons” (106). Halie’s illusionary attitudesvard Ansel may be paralleled with
Tyrone’s and Willy's refusal to acknowledge theims’ disinterest in success. Both fathers
cling to the hope that their sons eventually wiltseed. Tyrone tells Jamie: “You're young
yet. Youcouldstill make your mark. You had the talent to becanfene actor! You have it
still. You’re my son - !” (33, emphasis added). 8arly, Willy attempts to reassure himself:
“Certain men just don't get started till later ifel Like Thomas Edison, | think. Or B. F.
Goodrich. One of them was deaf (...) I'll put my mgron Biff” (18).

The father-son conflict ibalesmamay be argued to stem from the conflicting ideas
of masculinity that also Biff becomes entanglediirappears that Biff inherits his father’s
confusion. Biff is a dreamer, an adventurer, arskemebles his own grandfather to a great
extent. Nevertheless, his preference for his gathdf’'s way of life is in conflict with the
expectations he is faced with as a member of aanirbd society; as a result, he becomes -
like his father - torn between two extremes. Hedats: “I don’t know what | am supposed to
want” (22). Biff's statement perfectly captures ttisintegrating relationship between the

society and the individual, in which outside foradash with the individual's quest for
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autonomy. Even though Biff repeats his father'sspeal struggle, Willy does not seem to
show any consideration for his son’s bewildermeétg.expects Biff to follow convention and
achieve professional success, or at least to aansdrfacade of masculine performance. To
his father's great disappointment, Biff declares:dbn’t fit in business” (60). He prefers
manual labor and desires to be outside “with [Bisft off” (22). Willy, however, regards
such work as second-rate and tells his son: “Eveuar ygrandfather was better than a
carpenter” (61). Biff is aware that he fails livingp to his father’s ideals, and he somehow
feels obligated to make his future in the busingedd of his father. Thus, Biff's belief in
himself is undermined by his father’s desire fanho succeed: “I've always made a point of
not wasting my life, and everytime | come back hHetaow that all I've done is to waste my
life” (22-23). In this manner, Willy constantly remas Biff of his failure.

In Journey the relationship between the father and the-fish son may be
characterized by a constant struggle for dominamgeone continuously reacts to Jamie’s
mind-set and attacks him verbally on a number cbeons. In fact, he is capable of entering
a discussion with Jamie even when he is not pres&itathfully. The padlock is all
scratched. That drunken loafer has tried to piekltdtk with a piece of wire, the way he’s

done beforeWith satisfaction, as if this was a perpetual l&atf wits with his elder soBut

I've fooled him this time” (124, emphasis added)eTincompatible life philosophies of father
and son are indicated by the contrasting bookdasesiuced in the initial stage description.
While the bookcase representative of Tyrone costaliassical, historical works, Jamie’s (and
Edmund’s) bookcase contains literature of revohjolv serves to reflect the sons’ need to
rebel toward their father. Tyrone disapproves d@ifrtitaste in literature and condemns it as
second-rate and morbid. A picture of Shakespedrgone’s idol - is prominently displayed
over his sons’ bookcase, indicating the father'ssfjdior authority over his sons.

Jamie has developed certain strategies of resestanorder to avoid entering into a
discussion with his father. He ignores his fathesmments by shrugging his shoulders,
remaining silent and not initiating further discess On several occasions, Jamie is seen
exercising this power technique. Witnessing hisspassivity and lack of interest to stand up

for himself, Tyrone becomes enraged:

JAMIE
Boredly
What's all the fuss about? Let’s forget it.

TYRONE
Contemptuously
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Yes, forget! Forget everything and face nothin¢gd # convenient philosophy if
you’ve no ambition in life except to - (21).

Shortly afterwards, Jamie repeats his pattern sistance: Jamie is about to make some
sneering remark to his father, but he shrugs hsutders (26). Over the years, Jamie has
probably realized the futility of entering into aagrel with his father. The only subject the
two men seem to agree on is their disagreementieJarmaws that there is nothing he can say
or do to reverse his father’s resentment of hind, @@Hs him: “I'm a fool to argue. You can’t
change the leopard’s spots” (31). Jamie’s accomtimggjaalmost indifferent behavior is
nonetheless just an act: “All right, Papa. I'm arbiAnything you like, so long as it stops the
argument” (33). By resorting to passivity, he notyoavoids a discussion with his father, but
he is also left with the upper hand. In some sehseajses above his father’'s bitterness and
reverses the traditional power dynamics betwedmefaaind son. One may argue that Jamie
shifts the power by not confronting it.

In comparison, the relationship between Dodge Bmadley in Buried Child is
characterized by an explicit struggle for dominarinethis play, however, the father and son
obtain power through extreme means. They yearmeakibeach other down, and both are seen
performing acts of emasculation on each other. IByadrutally cuts the hair of his sleeping
father, leaving him exposed and vulnerable, blegfiom numerous cuts (82). Symbolically,
the cutting of hair may be seen as an invasiorrigapy. On a later occasion, Bradley leaves
Dodge helpless on the floor, and covers his heatht &i coat (107). This act may be
interpreted as an imaginary “burial” of Dodge; atf, Bradley’s actions introduce the idea of
patricide. He suggests: “We could shoot [Dodge] (W¢ could drown him! What about
drowning him?” (106). Dodge also yearns for poweeroBradley, as his advice to Shelly
serves to illustrate: “All ya’ gotta do is take Iég) and throw it out the back door. Helpless.
Totally helpless” (110). By removing the artificitdg - which Shelly eventually does -

Bradley is left literally crippled, immobilized, drpowerless.

The Myth of Masculine Success:

Moments of Revelation and Confrontation

The male members @uried Childrepresent modes of behavior tlsgem to question the
socially constructed definition of masculinity, redugh Dodge, Tilden, and Bradley
themselves never acknowledge their inability t@ liyp to societal expectations. A sense of
masculine inadequacy also lurks under the surfddbeoidentities of Tyrone and Willy in

Journey and Salesman Even though they frantically cling to the illusicof their own
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professional success and always play the roleeo$tbreotyped, thriving male, themasks of
success are gradually shattered, as the men inmggBagive expression to a sense of
insecurity and a feeling of failure.

In his private conversations with Linda, Willy psuput his lack of confidence about
his job: “Other men - | don’t know - they do it @s | don’t know why - | can’t stop myself -
| talk too much (...) I'm fat. I'm very - foolish ttook at (...) they do laugh at me. | know
that” (37). Loosing his job becomes the ultimateniiiation for Willy, leaving his sense of
manhood symbolically slain. Similarly, his mascelipride stands in the way of accepting a
job offer from Charley. He feels literally insultéy the idea of needing a helping hand from
anyone and insists: “I'm not a cripple!” (84). Pafilly, not being successful in the business
world and consequently not being able to providgperly for his family is synonymous with
hitting rock bottom. According to Wakefield, Willthas crumbled under the weight of a
capitalistic social system that destroys an indigits manhood” (29). Willy expresses
awareness that, in capitalist terms, he is worghldsunny, y'’know? After all the highways,
and the trains, and the appointments, and the ,ygawsend up more worth dead than alive”
(98). It is significant to note, however, that Willy onlgxperiences glimpses of self-
examination, and takes the illusion of his sucee#is him to his grave: “that funeral will be
massive! They’ll come from Maine, Massachusettsmé@nt, New Hampshire! All the old-
timers with the strange licence plates (...) | aminbRhode Island, New York, New Jersey
- | am known!” (126). His suicide also becomes tiarapt to prove his success to Biff: “that
boy will be thunderstruck (...) I am known (...) andlhsee it with his eyes once and for all.
He'll see what | am (...) He’s in for a shock, thatyy (ibid.). Linda’s confusion by her
husband’s grave, however, reflects a differentigeatWhy didn’t anybody come? (...)
where are all the people he knew?” (137). One nngyeathat despite Willy’s lack of success,
he experiences a great fall, as Irving Jacobseaueard the fall from a height only imagined is
nevertheless a fall” (247).

Perhaps O’Neill, through the character of Tyron&yre successfully depicts the
“Aristotelian” fall from prosperity to misery. Towad the end ofJourney Tyrone’s
professional - and moral - shortcomings are distlosle confides in Edmund, revealing that
he feels his entire career to have been a faildeesadmits that his fear of poverty and quest
for financial success prompted him to sell his sfmsl money. Instead of becoming the
classical actor he wanted to be, he headed towasteeer as a matinee idol, and as a result,
his reputation within the acting circle was ruinefpparently, the golden days he so

frequently has referred to, were not so golderr afte
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I've never admitted this to anyone before, lad,tbatght I'm so heartsick | feel at
the end of everything, and what's the use of falkdepand pretense. That God-
damned play | bought for a song and made such guegess in - a great money
success - it ruined me with its promise of an dastyune. | didn't want to do
anything else, and by the time | woke up to the flaat I'd become a slave to the
damned thing and did try other plays, it was tde.l@hey had identified me with
that one part, and didn’t want me in anything eldeey were right, too. I'd lost
the great talent | once had through years of reépetinever learning a new part,
never really working hard (...) | could have beenreat Shakespearean actor, if
I'd kept on. | know that! (152-153).

In the final act ofJourney O’Neill describes Tyrone as“sad, defeated old man, possessed
by hopeless resignatidg127). Clearly, this description of Tyrone may highly contrasted
with O’Neill's portrayal of him in the initial stagdirections. Thus, as in the case of Willy,
Tyrone’'s sense of professional pride and successnaesely a matter of masculine
performance. In this respect, one may argue th#t bwen’'s ambitions overshadow their
actual accomplishments. While Tyrone grieves hi& laf artistic success, Willy laments his
failure to achieve material wealth. Both men yefamgreater recognition in the public arena
and to be appreciated as worthy members of the eldée Thus, maintaining a mask of
masculine success becomes a life-long struggledtir Tyrone and Willy.

According to Brenda Murphy, “[s]ociological studieE American families speak of a
common expectation among parents that their ciildrid ‘do better’ than they have” (125).
Indeed, one may argue that Tyrone and Willy hahmgres for their first-born sons to carry on
the line more successfully than the generationgulieg them. Incapable of succeeding on
their own, the fathers hope to find some consafatio their sons’ successes. As Stavney
argues, “the higher Willy elevates Biff, the better can feel about himself as a parent” (56).
Stavney, however, fails to comment upon what isarstriking: if Biff succeeds, Willy can
feel better about himself in occupational termsvall. The prospect of their sons’ success
becomes the fathers’ final chance to confirm thatthave at least succeeded in providing
their sons with the right male values. A commonrabteristic for both plays is that the son’s
inability to conform to the norms of society reménthe father of his own professional
shortcomings. As a result of his son’s failure, tfegher is forced to recognize a
disappointment in himself as well. Neverthelesgrethough Tyrone and Willy are aware of
their own professional failures, they constantlgrimand their sons for falling short of social
ideals of masculine success. This is a classic pbapnf psychological projection, a defense
mechanism in which one transfers one’s own flawd amaknesses to others. On some
subconscious level, Tyrone and Willy criticize thsatves through their sons. For instance,

Willy reproaches Biff for defects that in fact ateeply embedded in his own character. The
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immaturity he perceives in Biff - “You never greyw’u(93) - is representative of Willy as
well. A psychological projection is closely relatem self-delusion: instead of accepting the
reality of their own failure, Tyrone and Willy adoe their own negative attributes to their
sons.

In an essay entitled “Love and Liberty: The Conterapy American Family”,
Professor of Education at Columbia University, HeXtarenne, emphasizes the importance of
allowing a child to develop according to his owrsides. He insists that “these desires are not
those of the parents, who must search for the slmptsreveal the child’s personality, and be
careful not to mistake their wishes for his” (42%jnce a child’s distinct individuality is
formed already at birth, Varenne argues that “tker@se of parental authority is always
suspect. A child must make himself’ (425). As avter of moral rectitude and advice, the
father should be an authority figure in his childgelives, but also recognize his child’s
individuality as separate from his own. Neither dng nor Willy is able to recognize the
prerogatives of their adult sons. For instancelaarney Jamie accuses his father of forcing
his ambition upon him: “I never wanted to be amac¥ou forced me on the stage” (32).
Unable to acknowledge their sons as independenthuiings - but rather as extensions or
weak versions of themselves - Tyrone and Willy thegr sons’ failure as insults to their own
identity and pride.

By the end of Act Il, an intense confrontation be&w Willy and Biff takes place, as
Salesmarreaches its climax. Biff confronts his father witie lies and hypocrisy that have
characterized their family, and he exposes thedsléptions upon which their relationship is
built: “Let’s hold on to the facts tonight, Pop”0@). Then he demands his father to let go of
the idea that he eventually will rise to fame aadune: “I am not bringing home any prizes
any more, and you're going to stop waiting for raebting them home!” (132Biff breaks
down the myth of masculine success by insistingpisofather that they are not prominent
members of society: “I'm a dime a dozen, and soyatg (...) I'm not a leader of men, Willy,
and neither are you. You were never anything thard-working drummer who landed in the
ash can like all the rest of them!” (132). Biff @leeveals that he holds his father responsible
for his inability to hold down a job: “I never gahywhere because you blew me so full of hot
air | could never stand taking orders from anybbdd¥B1). Willy’s worship of his son may
thus be argued to have been highly destructivdaAas Biff is concerned, he has given up on
connecting with his father: “Dad, you're never gpito see what | am, so what's the use of
arguing? (...) Pop, I'm nothing! I'm nothing, Pop. riClayou understand that? (...) I'm just

what | am, that's all” (132-133). He announcesdeparture and breaks with his father once
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and for all. At his father’s grave, he says: “thamdidn’t know who he was (...) | know who
| am” (138). By the end ofalesmanBiff appears to have broken free from his father
ideology and created his own system of values.

Similarly, in a climatic scene toward the endJourney the conflict between Tyrone
and Jamie reaches a peak. In the final act, Tyapenly declares his disappointment in
Jamie: “My first-born, who | hoped would bear mym&in honor and dignity, who showed
such brilliant promise! (...) A waste! A wreck, a dken hulk, done with and finished!”
(171). Jamie confirms his father’s accusations diyrisally reciting Dante Gabriel Rossetti:
“Look in my face. My name is Might-Have-Been; | aamso called No More, Too Late,
Farewell” (171). As in the case of Biff, Jamie expressesramess of his own lack of
accomplishments as well as his father’'s false pri@aat's where | got - nowhere. Where
everyone lands in the end, even if most of the estsckvon’t admit it” (164). One may thus
argue that Biff and Jamie are able to see throbghhtpocrisy of 20 century facades of
masculine success and accomplishments, and comioatieeir fathers they appear to reach a
higher level of self-knowledge. While Tyrone ackieslges a sense of masculine inadequacy
rather late in life, Willy refuses to admit that,he fact, is a failure in professional and
masculine terms.

Even though the father-son dyadsJoiurneyand Salesmarare characterized by a
mutual disillusionment - any positive feeling beéme father and son appears to be
overshadowed by a desire to accuse and criticiza ether - moments of closeness also
occur. During the peak of their confrontation, Bsfiddenly bursts out in tear@lilly is
overwhelmed when he witnesses Biff's show of emoti@stonished What're you doing?
What're you doing?To Linda Why is he crying?” (133)Even though they do not reach a
higher level of communication, they somehow expthsg affections for one another. Willy
becomes convinced that Biff loves him: “Isn’t thasn’t that - remarkable? Biff - he likes me
(...) Oh Biff! (...) He cried! Cried to me!” (ibid.). Bassured of Biff's love for him, Willy
commits suicide to enable Biff to create a succgdsfisiness of the insurance money - a
success Biff has insisted that he does not ward. sthicide may therefore be interpreted as
Willy's final attempt to control the future of hgon. Thus, by the end 8alesmanWilly and
Biff have not been able to reconcile, aftite father-son conflict remains unresolved.
Similarly, Jamie’s show of emotion towards the eidlourneytouches Tyrone:Jamie’s
sobbing breaks his anger, and he turns and shaikeshioulders, pleadinglamie, for the love

" The excerpt is from Rossetti's poem “A Superstitim The House of LifeA Sonnet-Sequence
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of God, stop it!” (174). Nevertheless, it seemsyvenlikely that the antagonisms between
father and son ever can be reconciled.

In comparison, there are a few moments of closebetsgeen father and son Buried
Child as well. Unlike Bradley, Tilden shows no sign ofstility toward his father; on the
contrary, he appears as very helpful and caring:

TILDEN: You all right now?

(...)
TILDEN: Why don’t you lay down for a while? Just resitt.
(TILDEN helpsDODGE lay down on the sof&€overs him with a blankét

(..)

(TILDEN tucks blanket aroundoODGE) (79-80).

Tilden expresses a desire for paternal love: “Yeuwot worried about me, are you? (...) You
shoulda worried about me (...) Because | was lon@l{). Similarly, the following utterance
made by Dodge suggests a trace of paternal contmyou in some kind of trouble? (...)
You can tell me if you are. I'm still your fathe{70). Tilden expresses his love for his father
by covering his body with corn huskd4e stands holding the husks owerDGE and looking
down at him he gently spreads the corn husks tneewhole length addODGE's body(...) He
gathers more husks and repeats the procedure thwilfloor is clean of corn husks and
DODGE is completely covered in them except for his hg&d). Critics seem to agree that
Tilden performs a symbolic burial of his father [i8ey 24; Steinke 79). In my opinion,
however, this may at the same time be seen astarged love and care. Tilden might want
to prevent his father from being cold; more impotiyg he covers Dodge’s fragile body with
the fresh corn, representing life and growth. Nthedess, Dodge and Tilden are, like the
fathers and sons idourney and Salesman ultimately unable to communicate, at least
verbally, their love for one another. Dodge eveniele that he feels any kind of love or
concern for his sons, telling Shelly: “You thinksjubecause people propagate they have to
love their offsprings?” (111-112).

In Journeyand Salesmarthe relationship between the individual and sgcegipears
to fray and disrupt the bonds of love and kinshegpateen family members. A person is not
expected to live in accordance with his own immedidesires, but in accordance with the
needs of the society in which he lives. Societakpures invade the personal sense of self and
lead to the deterioration of the individual's fegfiof autonomy. Most tragically, all plays in
this study dramatize how these public pressuredransferred from one male generation to
the next. Ultimately, the #Dcentury ideology of masculine success servestélytcorrode

the relationship between father and son.
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Lost Patrimony and the Curse of Ancestry

In order to gain a sufficient understanding of dintegrating relationship between the father
and the first-born son idourneyandSalesmanone must pay attention to the male generation
preceding Tyrone and Willy. In early boyhood, bofithem were abandoned by their fathers
and hence deprived of a crucial male role modebdth plays, the father's absence has a
profound, negative effect for the son who spendsehtire life lamenting his desertion. The
absent father idJourneyand Salesmarundoubtedly exercises a tremendous impact on his
abandoned son. It is important to note, howevet, Tlyrone and Willy do not hold the same
view of their fathers. While Tyrone resents hishé&ts desertion and spends his entire life
struggling in order to distance himself from himjllIwworships his adventurous father and
attempts to emulate him. In both cases, neverthelbe preoccupation with the absent father
leads Tyrone and Willy into neglecting their owmsoThus, one may argue that the sins of
the absent father are revisited on his son. Baligotonvey a sense of doom; the son repeats
the father’'s mistakes in a cycle of self-destruttio

Since the absent father 8alesmarieft when Willy was only a few years old, his
memories of him are vague: “All | remember is a maith a big beard, and | was in
Mamma’s lap, sitting around a fire, and some kihtligh music” (48). The melody which is
heard occasionally iBalesmarnis telling of “grass and trees and the horiZaiil), echoing
his father’s location in the American country-sidie.addition, the melody is played upon a
flute, an instrument associated with Willy's fathsfiller notes that Willy hears but is not
aware of it (12), indicating that the father has become aceunbcious part of Willy's
identity. In many respects, Willy’s father resensbthe absent father in William$he Glass
Menagerie (1944), who “fell in love with long distances” (285The latter’s portrait,
prominently displayed in the living room of the Wfreld apartment (236), is - like the flute
music in Salesman- a constant reminder of the father’'s desertionliyWungers for
information about his male predecessor, and beg®lder brother Ben: “Please tell about
Dad” (48). The absent father comes to representotoynd sense of loss: “I never had a
chance to talk to him and | still feel - kind ofrtporary about myself” (51). Willy may be
sharply contrasted with Dodge Buried Child who rejects his paternal forefathers: “Who
gives a damn about bones in the ground?” (112)ik&mdodge, Willy yearns to reunite with
his male predecessor, and eventudh, quest for paternal ancestry completely oversivad
Willy's sense of individualism - any formation ofshown self. InThe Absent Father in

Modern Drama(1996), Paul Rosefeldt argues: “Lost and alienatied,sons of the absent
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father are confused, perplexed, and unsure of ithentity. They feel compelled to bring back
the father or to follow in his path” (39). In ordeer know himself, Willy must search for his
father, but unable to find him, he instead seeKsloable” him: “Willy tries to recapture the
wilderness life of his absent father by creatingvitderness in his backyard, a suburban
frontier where he can hunt snakes and rabbits” éRddt 45). However, Willy's quest to
reunite with his father is never carried throudte barren soil of urban civilization thwarts his
desperate attempts to duplicate the world of hisefa

While Willy spends his entire life attempting tovdi up to his father’s success,
Tyrone’s yearning to rise above his father’s falloecomes a life-long struggle. His father
abandoned his family by returning to Ireland styoafter immigrating to the United States, as
Tyrone recollects: “When | was ten my father desgbrhy mother and went back to Ireland to
die. Which he did soon enough, and deserved to| &woge he’s roasting in hell” (150). As
the first-born son, Tyrone was forced to take respumlity: “I was the man of the family. At
ten years old!” (151). Being a provider of his famas well as a substitute father figure for
his five younger siblings, was a role Tyrone clgalid not qualify for at such an early age.
His childhood is portrayed as a battle for survived worked in a machine shop and never
had any schooling after the age of ten. He andrtuther worked for poor wages and could
barely make ends meet: “It was at home | firstledrthe value of a dollar and the fear of the
poorhouse” (149). Tyrone grows up bearing a deedgg against his father, and spends his
adult life attempting to compensate for his failuteappears that Tyrone’s quest for financial
and professional success is partly fuelled by &ilkdr’s inability to provide for his family. In
addition, the absence of a male authority figurlighchildhood compels Tyrone into playing
the part of the family patriarch to the fullest. Bghieving material wealth, Tyrone proves his
masculine adequacy and thus triumphs over hisrfatfieancial shortcomings.

In Salesmaras well, there is a hidden rivalry between the aod his father. On the
one hand, Willy sees his father as an idol; ondtiner hand, his father’s success reinforces
Willy's own feelings of masculine inadequacy. Tlostlfather is described as “a very great
and a very wild-hearted man” (49), and thus cormegpresent qualities Willy himself lacks.
As a result, he serves as Willy's hero as well @& dpponent. The ambivalence that
characterizes the relationship between Willy argifaiher is reminiscent of the relationship
between Willy and Biff as well. As the title of AanStavney’s essay suggests, Willy’s
sentiments toward Biff are a mixture of “reverenegid “repugnance.” Stavney argues that
their relationship is ambivalent because Willy fumes both as Biff's disciple and as his

rival. Moreover, she claims that Willy’'s admiratidor Biff is tainted with jealousy, and to
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some extent accounts for his low self-esteem: “Bifboth a model of accomplishments and
an obstacle on Willy’s path to success” (57). Fstance, on the same day that Biff asks BIll
Oliver for a loan in order to start his own busgé#/illy becomes determined to improve his
own working condition: “I'm gonna knock Howard farloop, kid. I'll get an advance, and
I'll come home with a New York job. Goddammit, nokm gonna do it!” (74). Willy
obviously rivals with the male generations both ceatng and succeeding him. The
relationship between Willy and Biff becomes “cursad Willy transfers the rivalry between
himself and his father unto himself and his son.atidition, Willy’s preoccupation with
following in his father’s successful path prompis linto neglecting his own sons. He suffers
from his father’'s absence, yet he repeats histgrghmosing a profession that forces him to
spend a great deal of time away from his sons, Wties [him] every minute” (30). Willy
also fails to provide his children with moral intiéég, in much the same way as his own father
did. Most importantly, he imposes his own succeeams on his oldest son - and thus also
the sense of masculine inadequacy they serve eneleg. One may argue that Willy in some
degree is bound to repeat the wrongs inflictedionlbdy his father.

Similarly, there is a connectedness between fahdrson inJourneythat the son is
unable to escape. O’Neill believed in a herediteuyse; the fact that certain family traits
repeat themselves down the generations. Even thoygime condemns his father’s betrayal,
he follows in his footsteps and somehow adoptsrosal corruption. Due to his poor origins
- partly caused by his father’s desertion - Tyran&ightened by the idea of poverty and is
very reluctant to spend money on his family. Herleahe value of a real home after being
brought up in a “miserable hovel” (150) which themily was repeatedly evicted from.
However, instead of learning from his own expereerand create a decent home for his
family, Tyrone follows the example of his fathelishheed for wealth, which he was denied in
his childhood, prompts Tyrone to invest his moreyand, which he considers “safe” (15).
As a result, his wife and children must pay thecqriThus, quite ironically, his miserly
behavior toward his sons becomes part of Tyrom#ientance from his father. In addition, as
his father’s longing for Ireland caused the sepamabetween father and son, Tyrone allows
his Irish heritage to become a source of confliar-an element of separation - in the
relationship between himself and his two sons, a&te both born and raised in the United
States, and therefore not in position to share fla¢her’'s national pride. Tyrone is in many
ways unable to escape the past created for himisynhle predecessor. Even though he
strongly rejects his father’s life choices, he iany respects appears to repeat his father’s

mistakes.

33



As in the case oWilly who rivals with both his father and his sdhe battle between
Tyrone and his father is soon transferred to the& generation. Forever marked by childhood
poverty, Tyrone appears to be jealous of what s as the privileged upbringing of his sons:
“You said you realized what I'd been up againsad®y. The hell you do! How could you?
You've had everything - nurses, schools, college {fou've had food, clothing” (149). It
seems that a part of Tyrone resents the fact thairhself had to work his way from poverty,
while his sons are brought up into wealth withoe&lly taking notice of it. Witnessing
Jamie’s passivity and lack of achievements in thidip sphere, Tyrone seems to be reminded
of his father's masculine inadequacy. In Tyrongygs Jamie’s shortcomings resemble the
failure of his own father, and he cannot allow $u® to become a version of his grandfather.
In addition, certain qualities of Edmund’s charaappear to remind Tyrone of his father’s
masculine and patriarchal failures. According toou, his father committed suicide after
returning to Ireland, but Tyrone denies it: “He taek rat poison for flour, or sugar, or
something. There was gossip in my family it wasiytmistake buthat’s a lie No one in my
family ever- “ (150, emphasis added). Similarly, when Edmunthe very same scene tells
his father of his attempted suicide, Tyrone seamdehny the biological connection between
himself and his son:No son of mine would ever* (ibid., emphasis added). Tyrone is
terrified by the thought of discovering his fatlgegualities in his own sons; however, he fails
to realize that his father is first and foremosttpz his own psyche. Mary points to the
relatedness between Tyrone and his father: “[Tyfr@a peculiar man (...) [His father] must
have been a peculiar man, too” (64, 120).

The curse of ancestry is at the core of Shepandimd as well. In a number of his
plays, the son is seen to take on the burdenseofeheration preceding him. In an interview,
Shepard argues that there is no escape from thayfaitm interested in the family’s
biological connections and how those patterns dfaber are passed on. In a way it's
endless” (in Roudané, “Shepard on...” 68). Centrdiigafamily plays such aBuried Child
and True Wests the character of the negligent father. EverugiioDodge has withdrawn
from his responsibilities as a father, and despigefact that the Old Man dfrue Wests
physically absent, both exert an inexorable power their male descendants. In both plays,
as in the case afourneyand Salesmanlost patrimony goes hand in hand with a heregitar
curse. Shepard, along with O’'Neill and Miller, segts that certain character traits are
inevitably passed on from fathers to sons; the neembf the youngest generation is to some
extent doomed to replicate the mistakes of the rg¢ioa that precedes them. The title of

Henry I. Schvey’'s essay, based on a statement matt@racter in Shepardidawk Moon
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(1973),suggests that the father in Shepard’s drama emdiiges worm in the wood” in his
son, an assertion thBuried ChildandTrue Wesperfectly serve to illustrate.

True Wesportrays the ties between father and son, and stgytieat the legacy of the
ancestor predetermines the life of the succesdwrelis an obvious bond between the Old
Man and the first-born son, Lee, who - like Wilty$alesman attempts to emulate his father.
A number of parallels can be drawn between Leehasidlestitute father ofrue WestBoth
men have broken with their family, retreated fromilization, and are leading solitary lives
in the desert. By doubling his father, Lee expresaedesire to reunite with - or feel a
connection with - the Old Man. He shows understagdor and patience toward his father,
and articulates hope for the latter’s situation:e\ébuld get the old man outa’ the hock then
(...) Maybe if we could work on this together we abddring him back out here. Get him
settled down some place” (25, 39). In fact, one mgue that the father-son relationship in
True Wests the reverse of those dburneyand SalesmanWhile Tyrone and Willy attempt
to lead their wanton sons back on the right tréele attempts to gain authority over the life
of the Old Man rather than the other way aroundstéw on the other hand, is utterly
disillusioned with his destitute father and rejelis way of life, which resembles Tyrone’s
attitude to his father idourney Austin resents his father’s inability to confomm social
standards of masculine success and seems to mégesohave given up on him: “He’s not
gonna’ change (...) I gave him money! | already gaive money. You know that. He drank it
all up! (...) I've had it with him!” (25, 33, 39). lppears that Austin has spent his entire life
attempting to distance himself from the Old Marereplified by his Ivy League Diploma and
his professional and financial success.

However, asTrue Westprogresses Austin’s behavior gradually becomes naoigk
more reminiscent of that of the Old Man. The suddemkenness and lack of responsibility
toward his public role suggest that Austin harbmigreat deal of his father's psyche within
himself. As Shepard argues, “Sometimes in someaestire you can notice how a parent is
somehow inhabiting that person without there baing awareness of that. How often are you
aware that a gesture is coming from the old mag®]. (in Robinson 151). Indeed, the Old
Man of True Westlwells in both of his sons, as Lauri B. Steinkeuaig “at all times, one of
the brothers emulates the father” (75). Responthingustin’s drunken, perplexed statements
Lee tells him: “You sound just like the old man rid®9). Austin replies: “Yeah, well we all
sound alike when we’re sloshed. We just sorta esdah other” (ibid.). Moreover, Austin’s

growing fascination for the desert implies thatelxperiences a profound yearning to connect
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with the lost father. In other words, the quest paternal ancestry is made evident in the
character of Austin as well.

Both brothers offrue Westre deeply mired in the muddle of the Old Man, arel
unable to escape his impact. Even though Austindeaperately attempted to create his own
identity, he seems unable to fight the legacy af father. Steinke argues that even though
Austin resents his father's desertion, hereditynevaly claims his personality (75). His
desire for the desert eventually becomes overwimgim&imilarly, Lee realizes that he is
unable to “civilize” either himself or his fatheand seems fated to return to the desert. The
pull toward their father’s territory represents thethers’ mutual desire to return to an
awaiting father in the wilderness of America, muikke Willy in SalesmanThey both yearn
to be like their father, or to share his identiyhen Mom returns, she acknowledges the
inevitability of her sons’ flight. She is convincdbat they eventually will follow in the
footsteps of their father:

MOM: You gonna go live with your father?
AUSTIN: No. We're going to a different desert Mom.
MOM: | see. Well, you'll probably wind up on the sadesert sooner or later (53).

By the end of the play, both brothers are trappethé world of the father: “[T]he figures of
the brothers now appear to be caught in a vasttddszlandscape” (59). Shepard’s view of
the endless cycle of biological connectedness s tbonfirmed by his father-and-son
portrayals inTrue West

In Buried Child however, Shepard even more successfully managesvey a sense
of cyclic return, or, in McDonough’s words: “theeeatal patriarchal return” (35). Dodge’s
grandson (Tilden’s son), Vince, returns to his fatleers’ home in search for his paternal
heritage. To Vince’s great astonishment, neither father nor his grandfather seems to
recognize him. Dodge confuses him with Tilden, véltdirst shows no sign of recognition,
but later admits: “I thought | recognized him. btlght | recognized something about him
(...) I thought | saw a face inside his face” (10®Pgrplexed and disappointed, Vince decides
to escape his ancestral home: “I was gonna rurkaeg right on running” (130). However, in
an intense moment of epiphany, Vince realizes tiatis intricately bound to his male
predecessors, as DeRose argues: “Vince finds therfehis family, and his personal heritage
within himself” (107):

| could see myself in the windshield. My face. Myes. | studied my face.
Studied everything about it. As though | was logkat another man. As though |
could see his whole race behind him. Like a mumnigt®. | saw him dead and
alive at the same time. In the same breath. Inwilmelshield, | watched him
breathe as though he was frozen in time. And elbezgth marked him. Marked
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him forever without him knowing. And then his fackanged. His face became
his father's face. Same bones. Same eyes. Same &ase breath. And his
father's face changed to his Grandfather’'s faced An went on like that.
Changing. Clear on back to faces I'd never seenrbdfut still recognized. Still
recognized the bones underneath. The eyes. Théhbidse mouth (...) Then it
all dissolved. Everything dissolved (130).

Vince’s sudden sense of connectedness to his thestaresembles Shepard€sirse of the
Starving Clasg1979), in which the son, Weston, becomes awarehisablood is infected
with his father’s poison (167). Buried Child Vince eventually returns to his ancestral home
and claims his inheritance: “Maybe | should comehiare and usurp your territory!” (126).
He disowns his father and grandfather in just Bmaesway as they disowned him: “Who are
you people?” (126). Dodge soon declares Vince as tiéhe house goes to my Grandson,
Vincent” (129). When Dodge dies, Vince asserts:i§Tis my house now, ya' know? All
mine. Everything” (131). The play comes full cirds Vince transforms into Dodge: “I've
gotta carry on the line” (130). He lies down on Hufa and positions himself like Dodge, as
the stage directions read$iis body is in the same relationshipdoODGES” (131).

Vince - along with James Tyrone, Willy Loman, am@ trothers offrue West is
trapped in an endless cycle of masculine despawngly marked by the legacy of his
paternal forefathers, seemingly unable to escapie mhistakes, and more or less doomed to
replicate them.
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Entrepreneurs, Gunfighters, and Frankensteins:

Rivalry between Male Siblings

"Never wanted you to succeed and
make me look even worse in comparison.
Wanted you to fail. Always jealous of you.”

- Jamie Tyrone to his brotherdourney

In my discussion and analysis of the disintegrabbmhe American family, the relationship
between male siblings is of great importance anls dar close examination. Quite
surprisingly, no extensive works and very few dschave been written on brothers in
American drama. In my view,ong Day'’s Journey into NighDeath of a SalesmaandTrue
Westpresent the relationship between brothers as iakgm@snbivalent. It comes to represent
friendship and affection on the one hand, and myvahd jealousy on the other. The brothers
apparently function as each other's confidants &l aws each other’s opponents. The
cutthroat competitiveness inherent in the capttaisale-dominant culture of the United
States enters the family realm once again, thig tffiecting the relationship between male
siblings. In much the same way as fathers and dizagjree when it comes to man’s role in
the public sphere, so do the brothers. In all plape finds examples of pairs of brothers who
represent conflicting ideals of manhood. In fabg struggle between two brothers can be
seen as an extension of the disintegrating fatbemrslationship. To some extent, the brothers
repeat the pattern of tension that characterizesdlationship between father and son. Thus,
the relationship between male siblings should pdyd explored in light of the father; his
powerful legacy undoubtedly affects the way thethecs view each other. It is important to
note, however, that Shepardsiried Childdoes not call immediate attention to itself asafar
relationship between brothers is concerned. Inlay, the brothers are portrayed as utterly
estranged; there is barely any interaction or comoation between them. Therefore, | have
chosen to excludBuried Childfrom my analysis of brother pairs.

There are a number of similarities between O’NgilMiller's, and Shepard’s ways of
distinguishing between the brothersJourney Salesmanand True West The playwrights
share the tendency of presenting two brothers tir@harp and clear contrasts. The brother
pairs of all three plays are biased toward eackradihnd portrayed as complete opposites, in

terms of both appearance and outlook. The juxtépasof the brothers serves to demonstrate
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their incompatibility, and thus immediately hint$ #he deep tensions that are seen to
characterize their relationship. In addition, onetler is usually bound to - or resembles - the
father, while the other seems more connected withh resembles - the mother. Miller’s
autobiography,TimebendsA Life portrays the playwright’'s personal experienceafent-
child connections: “Kermit, three years my senlagarly on paired with our father as a force
for order and goodness. With his blue eyes andsfair he so resembled the old man, while
my dark mother and | were linked not only in appeae but in our unspoken conspiracy
against the restraints and prohibitions of real{tyl). The brother pairs of my study may also
be separated in terms of movement in and out ofaimdy; one brother often leaves while the
other chooses to stay close to his parents. Ténmgltis common for all three plays.

The order of birth undoubtedly affects the broshgversonalities as well as the
division of family roles. In fact, age may be seas the most important factor for
predetermining the hierarchal structure and poweadhics within the different brother sets.
For instance, the oldest brother is often expebteldis parents to be a reliable role-model for
his younger sibling, steering him toward the riglck in life. As a result, the older brother
tends to view himself, and hence behave as, theé experienced and mature. According to
Geoffrey Proehl’s chapter on brother pairs in Amani drama, “[tlhe youngest child is the
classic underdog, almost by definition the smallésast experienced, most vulnerable
member of the family group” (106). The relationshgtween Ben and Willy iBalesmarand
the relationship between Jamie and Edmuniburneystand out as the strongest examples in
which such power dynamics occur. In both plays, dlter brother is portrayed as exerting
authority over his younger brother, who seems iofein relation to his older sibling. In
addition, Proehl argues that American drama reflect‘persistent tendency to make the
younger brother the hero and the elder brother #gangemore or less of a villain” (107). In
my view, however, there are weighty exceptions.iRstance, irSalesmarnBiff and Happy)
and True Westthe oldest brother appears to be more adventuandsn need to create his
own destiny, while the younger brother has adoptexl social code and adapted to the
“machinery” of a capitalist culture. Biff and Leeeaseekers, rather than villains, and neither
Happy nor Austin can be said to embody heroic tjeali

On some levelJourneyand True Westsuggest, as Proehl argues, that the struggle
between male siblings is a struggle between twedsabf one self: “The tale of two brothers
is, almost by definition, the tale of the divideelfs (119). Among the plays of my study,
Journeyand True Westperhaps most successfully depict brothers who teed@ing each

other's complete opposites are deeply bound toamwher. According to Proehlpurney
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portrays “perhaps the most memorable brother s@endmerican drama” (102). In my
opinion, however, Shepard’s representation of Led Austin in True Westis no less
memorable. It is a perfect example of the “represteon of a divided self through
differentiated brothers” (Proehl 121). Through tttearacters of Lee and Austin, Shepard
reveals the dualism of the human psyche causeadgtal pressures, and the brothers may
be viewed as two parts of a whole, as doublesoth plays, an intense confrontation between
the brothers eventually takes placalesman however,in some lesser degree come to
represent a divided self through its brother pditsnetheless, along withourneyand True
West Salesmarserves to demonstrate ways in whilsh relationship between male siblings is

contaminated by success dreams and ideals of nragceimbedded in the American society.

The Gloating Mentor and his Protége:
Ben and Willy

Despite the static quality of his presence, Wilhntan’s older brother Ben contributes to the
rising action of the play, and is crucial for alénlunderstanding of Willy’'s character. As
Salesmarmpens, Ben has recently passed away; thus, he appears on stage in the present
time of the play. However, he exists vividly in Wit mind and participates in scenes of the
past.ThroughoutSalesmanWilly is obsessed with his older brother, and wdatbe a part of
his world. Due to the fact that Willy and Ben neggew up together, their relationship is
characterized by a long-term separation. Neversiseia much the same way as the legacy of
the absent father eventually overpowers the abaw@on, the distant brother remains a
dominant force in the life of the brother who i leehind. Ben has reached great stature in
Willy's mind: “There was the only man | ever met avknew all the answers” (45). It is,
however, very likely that Ben looms larger in Widlymagination than in reality.

When Willy was nearly four years old, Ben, who vgasenteen years old at the time,
decided to go find the father who had deserted thathjoin him in his adventures. Willy
recollects: “I remember you walking away down soapen road” (48). Thus, Ben is the
brother who leaves as well as the one who resentbéesather, while Willy is the brother
who stays, and who is linked to the mother. It ngportant to note, however, that Ben
eventually heads for the opposite direction offaiker’s location and ends up at the other end
of the earth: “I discovered after a few days thaik heading due south, so instead of Alaska,
| ended up in Africa” (48). By increasing the dista between himself and his father and by
creating his own empire, Ben compensates for theefs desertion, and therefore avoids
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living in the shadow of his grandiose legacy. Wilbyn the other hand, is unable to live up to
the accomplishments of either his father or higheg and constantly finds himself in their
immense shadow. Being abandoned by two crucial maée models leaves Willy deeply
wounded emotionally, as Steven R. Centola arguétheh Willy also suffers the sudden
disappearance of his older brother, he nearly cetelyl loses his self-confidence and a sense
of his own identity as a male” (29). Nonethelesslywgpends his entire life idolizing the two
men who abandon him. Like his father, Ben represtrg self-made, self-reliant man whom
Willy worships: “That man was a genius, that marswaasuccess incarnate!” (41). Ben also
comes to represent worldliness: “there is an adréawo places about him” (44). He has
succeeded in taking the leap from rags to richad, thus comes to represent the social
mobility embedded in the American dream: “There wanan started with the clothes on his
back and ended up with diamond mines” (41).

The yearning for a paternal-fraternal companionssipchoed througholBalesman
When Ben arrives at the Loman residence in ond@fstenes of the past, Willy bursts out:
“I've been waiting for you so long! (...) Where is @aDidn’t you follow him” (47). When
Ben is about to leave, Willy sayfohgingly’: “Can’t you stay for a few days? You're just
what | need, Ben” (51). Obviously, Ben is Willy'sllg connection to his father; a connection
he desperately needs in order to sustain his merBgriponding with Ben, Willy hopes to fill
the void in his life which is caused by the fatsedesertion. In another scene of the past, Ben
offers Willy a job proposition in Alaska. Willy ihrilled by the idea of a family reunion on
the male side of the family: “I thought I'd go owtth my older bother and try to locate him
[their father], and maybe settle in the North witle old man” (81). In addition, Ben assures
him: “There’s a new continent at your doorstep, [\hh. You could walk out rich. Rich!”
(87). Thus, this also becomes Willy’s opportunity finally gain the kind of success and
recognition his father and brother have achieved. ¢hgerness to reunite with the male
branches of the family tree - as well as livingtagheir successful legends - is shattered by
the presence of Linda, representing the constraintamily life. He is eventually convinced
to follow the example of Dave Singleman: “We’ll ddere, Ben! You hear me? We’re gonna
do it here!” (87). Willy’s conviction, however, fsighly unstable. Throughout the play he is
vacillating between the ideology of Singleman amat bf his father/brother.

According to Paul Rosefeldt’s studiyhe Absent Father in Modern DraniB996), the
abandoned son often reconstructs the father thraugéries of fraternal relationships (39),
which is exactly what Willy does. In many ways, Beppears as a substitute father figure for

his younger brother. The power dynamics betweertloemen resemble those between the
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mentor and the protégé. Ben willingly plays theerahd in some degree comes to resemble
the traditional, authoritarian father. Willy subordtes himself to Ben; he continuously seeks
his guidance and displays a desperate need to iwiapproval: “Ben, am | right? Don’t you
think I'm right? | value your advice” (87). In a meersation with Ben, Willy pours out his
admiration and insecurity: “What's the answer? Hdi@d you do it? (...) Oh, Ben, how did
you do it? What is the answer?” (47, 84). In frohthis sons, however, Willy acts like the
self-assured, successful father: “What's the my8t¢Ben] knew what he wanted and went
out and got it!” (41). One may in fact argue thailly\s quest for authority over Biff stems
from his desire to play the role of Ben, to assumaatorship over another human being. In a
vain attempt to prove his masculine success, W&llg his brother: “I am building something
with this firm, Ben, and if a man is building soimi@g he must be on the right track, mustn’t
he?” (85). He also tries to convince Ben that hepast of his adventurous world: “It's
Brooklyn, | know, but we hunt too” (50). Howeveg bBventually ends up revealing his sense
of masculine inadequacy: “Ben, nothing’s working.odudon’'t know what to do” (84). In
addition, he expresses his sense of insecurityrebfeherhood: “sometimes I'm afraid that
I’'m not teaching them the right kind of - Ben, hetwould | teach them?” (52).

In Centola’s opinion, Ben may be interpreted asly¥ilalter ego: “Ben is the other
self which Willy could have become had he choselivioby a different code of ethics” (29).
More importantly, perhaps, Ben represents qualérabodied within Willy's psyche, and can
thus be interpreted as an extension of one aspeaatilly’s personality. At the same time,
Ben, paradoxically, functions as a character fait Willy; his confidence is directly
contrasted with his younger brother’s insecurityl dack of authority. For instance, Ben is
“utterly certain of his destiny” and is describexla“stolid man” with “an authoritative air”
(44). One may argue that Willy's feelings for Bere ambivalent. On the one hand, he
admires him, but on the other hand, Ben is a cahstminder of Willy’s failure. For
instance, Ben’s seven sons who are going to inherieéstate (45) remind Willy of his failure
to provide properly for Biff and Happy. ThroughdsglesmanBen is characterized as a one-
dimensional character; in fact, it appears thatsbie purpose is to accentuate Willy's sense
of inadequacy. When entering the Loman househaddh, iB gloating about his success, and
expresses almost a malicious sense of self-sdimfadven though he is aware of Willy's
despair, he repeatedly tells him: “When | walketb ithe jungle, | was seventeen. When |
walked out | was twenty-onéle laughs And by God, | was rich!” (52). In both of Willy's

recollections of the past in which Ben participates exits the stage with the final word
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“rich” (52, 87), emphasizing his achievement of iilgabut also illustrating what Willy is
without.

From beginning to endBen is portrayed as a character highly inconsides&Villy’s
feelings. He belittles his younger brother and shawry little respect for his way of life:
“Great Inventor, Father. With one gadget he madesnma week than a man like you could
make in a lifetime” (49). It is significant to notieat the older brother is able to make such an
assumption without knowing his younger brother’sfgssion. Later, after going on and on
about his own accomplishments, he asks Willy byiefl

BEN, to Willy: And good luck with your - what do you do?
WILLY : Selling.
BEN: Yes. Well...He raises his hand in farewell to 80).

While Willy confides in Ben and tells him his inmeost thoughts, Ben never shows any
genuine interest in his younger brother. His sbBeabedness is striking and his haste is made
evident. He is always on the move, unwilling to idate his precious time to the desperate
Willy: “I only have a few minutes (...) I'll be latlor my train (...) Haven't the time, William
(...) I haven't much time (.).I've got to go” (45, 52, 84-86). In addition, Bé&n the only
character who refers to Willy as William; howeveather than a sign of respect and
recognition, it serves as a sign of estrangemeshtdestance.

It appears that Ben does not care about his btstheman qualities, but measures
Willy only in monetary terms. According to Irvingdobsen, “[Ben’s] seven sons seem more
like commodities than members of a family” (250grBclearly represents a ruthless capitalist
system and a cynical money-oriented culture. Towlaedend ofSalesmanin the planning of
Willy's suicide, Ben plays an important role. Thisie, however, he appears only in Willy’'s
hallucination. At first he opposes the suicide,grsjing that it will be an act of weakness.
Eventually he convinces Willy that it is a clevexcision, indicating that within capitalism,
considerations of money take priority over humamtino

BEN: It's called a cowardly thing, William.

WILLY : Why? Does it take more guts to stand here theofasy life ringing up a
zero?

BEN, yielding That's a point, William.He moves, thinking, turngAnd twenty
thousand - thas something one can feel with the hand, it is th&&sJ.

Tangible evidence of success - what Ben valuesvhit Willy tries to come up with by the
end of his life (cf. McDonough 29). Thus, the sdeemay be interpreted as Willy’'s attempt to
emulate his brother; to follow his example and &dehind a legacy for his son. Ben

convinces Willy that one must make sacrifices ienrto succeed: “One must go in to fetch a
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diamond out” (134). While Ben ventures into thekdangle and fetches out diamond mines,
Willy approaches death in order to “fetch out” theurance money for Biff. Undoubtedly, the
darkness embedded in the jungle - Ben’s territorgsembles the darkness associated with
death, which now has become Willy’s location. Innpavays, the suicide suggests Willy's
guest to reunite with his older brother, as Kayn&ta points out: “Although he had missed
‘the boat’ of Ben’s success, Willy can catch thedb of death to join the recently dead Ben”
(gtd. in Rosefeldt 49). Even though the siblings separated in life by capitalist ideologies
and American success dreams, the older brothebé&esme a crucial part of his younger
brother’s identity. Without his mentor, Willy isst

The Involuntary Mentor and his Protégé:

Biff and Happy

The second set of brothers$alesmanBiff and Happy, are portrayed as stark contrasth wi
regard to convictions and values. According to Rkdgiff and Happy standing in front of the
bathroom mirror are “doubled, reflected, mirroreddamirroring; clearly bound to one
another; just as clearly separated; two selvesimgigto one and then dividing again” (102).
In my opinion, however, there are very few quaditieeside the exterior surface that unite Biff
and Happy. It is true that they resemble each otlinen it comes to appearance; Biff g€l
built” and Happy is tall, powerfully madé (19). Both men’s physique suggests masculine
strength; nonetheless, only Happy resorts to - takds advantage of - a false, masculine
pride. The brothers differ greatly in terms of ool, which is reflected in their public
involvement. Miller notes that Biffffas succeeded I€sget, his dreams arestronger and
less acceptable than Happy’'€L9). Unlike Biff, Happy ‘has never allowed himself to turn
his face toward defeatand is therefore seemingly more conténfibid.). On the basis of
Miller’s initial stage directions, one may arguetttboth brothers suffer as a result of the
ideals imposed on them by a success-oriented godibey are both lost, but only Biff dares
to acknowledge his sense of masculine inadequaagpy{ on the other hand, adheres to the
20" century idea of manly success, clings to theiblif his professional accomplishments,
and adopts his father's mask of masculine confidefiis becomes particularly evident in
the restaurant scene, in which Happy plays thegddhe successful, powerful male.

Charlene Fix argues that Biff and Happy are deephgd their father's muddle (469).
Indeed, the brothers come to represent the twdicting ideals of masculinity embedded in
the character of Willy. Happy is determined to ialgrhimself with the business world and
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may thus be said to lean toward the ideology oféD&ingleman. Biff, on the other hand,
views the life of the businessman as “a measly mamh existence” (22). He longs for
manual labor in a rural environment out West, dng tembodies Willy's fascination with the
American wilderness. Biff rejects the cutthroat gatitiveness inherent in the business
world; to “always to have to get ahead of the rfekq” (22), while Happy states that he has
“an overdeveloped sense of competition” (25). Etrmugh Happy blames the ruthless social
system for his own lack of morality - “everybodyoand me is so false that I'm constantly
lowering my ideals” (24) - he is, unlike his brothanable to break free. He expresses his
scepticism toward Biff's choice of life: “[l]s therany future for you out there? (...) Well, you
really enjoy it on a farm? Are you content out ##r(22). He criticizes his brother for not
resorting to a mask of false pride: “The troubléhwyou in business was you never tried to
please people” (60). If only for a brief moment,pgg seems attracted to Biff's proposal to
join him out West; however, the quest for finana@ald professional success conquers his
desire to bond with his brother: “The only thing-isvhat can you make out there?” (24).
Clearly, Happy feels the urge to prove his maseutapability in the public world before
taking off with Biff: “I gotta show some of thoseompous, self-important executives over
there that Hap Loman can make the grade (...) Thiérgd with you, BIiff” (24). It is
significant to note that Happy seems to experigngetherness with his brother only when
they share the same business aspirations. ThugyHapsome degree corresponds to his
uncle Ben, as Leah Hadomi argues “[Happy] shares umcle’'s unscrupulousness and
amorality (...) He also resembles Ben in the shalkssnof his [...] emotions” (55). While
Willy and Biff articulate a genuine desire to bamih their brothers, Ben and Happy first and
foremost seek professional success.

One may in fact argue that Miller has doubled lugnayal of brother relationships in
SalesmanBiff and Happy seem to repeat the struggle oir tfegher and uncle. For instance,
they may be said to resemble Ben and Willy withardgo power dynamics. In both plays,
the oldest brother’s authority over his youngertteo becomes evident. In the recollections
of the past one observes that Willy raises hissilden to become a mentor for his younger
brother: “Show [Happy] how to do it, Biff!” (28). iB is the one who gives Happy orders,
never the other way around. Linda points to Biffighoritarian behavior: “The way they obey
him!” (34). The young Happy always looks to hisedrother for advice and approval, and
the adult Happy suggests that Biff has functionedaamentor for him: “You taught me
everything | know about women” (21). In addition,much the same way as Willy allows his

mask of success to become shattered in front of Bappy confides in his older brother and
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gives expression to a sense of insecurity and soiu “I don’'t know what the hell I'm
workin’ for. Sometimes | sit in my apartment - albne. And | think of the rent I'm paying.
And it's crazy. But then, it's what | always wantéddy own apartment, a car, and plenty of
women. And still, goddammit, I'm lonely” (23). Nentkeless, as in the case of his father,
Happy only experiences glimpses of self-examinatibnoughoutSalesmarhe appears to
exaggerate his importance in the business world.

According to Hadomi: “In both [brother] relationglsi the son who left [Ben and Biff]
arouses envy in the son who stayed [Willy and H§p@49). In my view, a more accurate
formulation may be that it is the older brothertmtd with the father that arouses envy in the
younger brother. The absent father is a dominamefm the relationship between Ben and
Willy, and the latter longs for the bond that hidey brother shares with him. One may argue
that Willy attempts to reach out to his father lBgtming part of his brother’s success. In the
same way, Happy appears to seek his father’s ré@amgthrough his brother. Undoubtedly,
Willy exerts agency over Biff and Happy, whose tielaship is deeply affected by their
father’'s favoritism of the first-born son. Througitchis childhood, Happy always comes
second in his father’s life. For instance, in origh® scenes of the past, Willy makes plans
with Biff, apparently ignoring the presence of HappBiff, first thingwe gotta do when we
get time is clip that big branch over the house (Biff, up in Albany | saw a beautiful
hammock. | think I'll buy it next trip, andé€ll hang it right between those two elm trees”
(28, emphasis added). The young Happy's despere¢el to earn his father's attention
becomes evident: “I'm losing weight, you notice pPd...) | lost weight, Pop, you notice?”
(29, 33). Willy, however, never pays attention tapdy’s questions and comments, and never
expresses any genuine interest in him as an ingalidt seems that the relationship between
the two of them evolves around Willy’'s feelings iff. In this respect, Happy’'s business
proposal to Biff - “The Loman Brothers” (63) - mag interpreted as an attempt to gain his
father’s recognition through his older brother. Bgjpnows from experience that he can only
achieve his father’'s recognition through Biff's iacs: “Happy, use newspaper on the
windows, it's the easiest thin§how him how to do it Bifffou see, Happy? Pad it up, use it
like a pad. That'’s it, that’s it, good workKou’re doing all right, Hap (28, emphasis added).
One also observes that the young Happy yearns sodaet of Biff's success on the football
field: “I'm carrying the helmet (...) I'm carrying thhelmet” (87). Clearly, Happy is living in
the shadow of his older brother, and in this respmte may argue that Biff and Happy seem
to double the situation of Ben and Willy once ag#is Paul Rosefeldt sees it, “Ben is the

older brother who achieves success through prowdds Willy tries to do his best as a
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salesman. Similarly, the young Biff is a footba#irth destined to go to the University of
Virginia while Happy is satisfied to carry Biff'segr and brag about losing weight” (48).
Much like the relationship between Ben and Willgmtaminated by ideas of success
and ambition, so is the relationship between Biifl &lappy. The tension between the two of
them rises as their contrasting views of the bissingorld emerge, and in a climatic scene
toward the end ofSalesmantheir antagonism is further underlined. In theemnge
confrontation that takes place between Willy anffl, Biiff also confronts Happy’s hypocrisy:

BIFF, turning on him You big blow, are you the assistant buyer? Yowne of
the two assistants to the assistant, aren’t you?

HAPPY: Well, I'm practically -

BIFF: You're practically full of it! (131).

The brothers’ irreconcilable ideologies are alsalenavident in The Requiem by the end of
SalesmanBy Willy’s grave, Biff insists: “He had the wrongehms. All, all, wrong” (138).
Happy, on the other hand, is still deluded by timeefican dream, and determined to follow in
his father’'s footsteps: “He had a good dream. tite only you can have - to come out
number-one man. He fought it out here, and thishsre I'm gonna win it for him” (139).
Miller's stage directions -BIFF, with a hopeless glance at his brothéibid) - suggest that
the gap that characterizes the relationship betwleenbrothers can never be successfully

bridged. Outside forces are once again seen tod®the relationship between male siblings.

The Mentor and his Protégeé:

Lee and Austin’'s Role Reversals

In True WestShepargortrays a reunion between two brothers: Lee anstiAuln the initial
stage directions, he presents his two male protatgoas complete opposites. Information
about what they wear draws attention to the extatifferences between the two brothers.
While Austin is dressed inlight blue sports shirt, light tan cardigan sweatetean blue
jeans, white tennis shdef), Lee is wearing filthy white t-shirt, tattered brown overcoat
covered with dust, dark blue baggy suit pants frikm Salvation Army, pink suede belt,
pointed black forties dress shoes scuffed up, halése soles, no socks, no hébid.). In
addition, he hadong pronounced sideburns, ‘Gene Vincent' hairdep days’ growth of
beard, bad teetfi (ibid.). The difference in appearance mirrors then’s contrasting
lifestyles, asTrue Wessoon reveals that the two brothé@ve chosen completely different

paths in life. While Austin is a member of the sdbalite, Lee is an outcast of society. They

8 Gene Vincent (1935-1971) was a pioneer in Americak-and-roll history.
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come to represent contradictory values: “Austinrespnts objectivity, self-control and self-
dicipline, form and order, the intellect, reasorelstands for subjectivity, anarchy, adventure,
excess and exaggeration, intuition and imaginat(&tsb 121).

According to Carla McDonough’s studystaging Masculinity Male Identity in
ContemporaryAmerican Drama(1997), Austin strives for “the ideal of masculiseccess”
(47), to achieve financial prosperity in his roketae modern businessman. Lee, on the other
hand, strives for “the frontier ideal of masculiit(ibid.). His fascination with the
archetypical hero of the American past prompts tonavoid the industrialized city. While
Austin belongs to a civilized suburbia, Lee conmesepresent the “macho” man incarnate: the
cowboy, the loner, the wanderer. According to JohnClum, Lee and Austin represent a
classic masculine split: the natural man versusstwoeal man respectively (172). As Shepard
sees it, the modern American man is faced withrélicowithin himself:

It sounds a little trite, but there’s not a whiweof men who know what a man is,
and | always thought it was weird that American nhewen't resolved this; the
American male is in conflict, uniquely in confliat the cultures of the West.
You're either a rassler or you're a book guy, antlihk they're getting farther
and farther apart; there’s a bigger gap betweemnmieho man and the other one
(qtd. in Clum 172).

Moreover, the brothers come to represent Tom Spantavo conflicting models of the
American family as presented family, Drama, and American Drean($978): “the family
of security” and “the family of freedom” (27). WhilAustin is established “up North” with
“the wife and kiddies (...) The house, the car, th®le slam” (9), Lee is a self-declared “free
agent” (8) and claims that biological bonds “dan&an a thing” (23).

Austin’s identification with his suburban motherdathe domesticated sphere, rather
than with his destitute father and the desert, aslenevident from the opening of the play.
Lee, on the other hand, is just like his fathewaditd at the outskirts of civilized society, and
seems displaced in the kitchen of Mom’s suburbameénoBoth brothers, however, feel the
urge to claim their “right” to the parent they dahe least connected with. Austin is aware of
the bond between his older brother and the Old Meud, therefore states that also he is
connected with his father:

AUSTIN: So, you went down to see the old man, huh?
LEE: Yeah, | seen him.

(..

AUSTIN: | was down there too, you knd®, emphasis added).

Shortly afterwards, and rather strikingly, Lee ewrnghes in front of his brother that he too has

a “right” to his mother:
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AUSTIN: Well, you can stay here as long as I'm here.

LEE: | don't need your permission do 1?

AUSTIN: No.

LEE: | mean she’s my mother too, righf?, emphasis added).

Shepard gives the impression that both parentalaent figures in the lives of their sons, and
the fact that they remain nameless emphasizesse sdrdistance between parent and child.
Their absence serves to strengthen both brothees] for both parents, which consequently
reinforces the conflict between the two of them.

Each brother prefers his own way of life and stitgrdpjects to his brother’s lifestyle.
In this manner, a struggle for power characterizese Wesfrom beginning to end. Austin
argues: “I drive on the freeway every day. | swalkhe fog. | watch the news in color. | shop
in the Safeway. I'm the one who’s in touch! Not l€” (35). He also assures his brother:
“You don’t understand the way things work down HeiB4). Austin’s quest for authority
over Lee in their mother’s house is striking; iotfaone may argue that Austin in some degree
takes on the role as Lee’s mentor. He rejectstahér’s solitary life in the desert, his lack of
morality, and eventually attempts to guide him be tight track by converting him into
civilized society: “You could really turn your lifaround, you know. Change things” (24).
Lee, on the other hand, objects to his brotheféstyle and insists: “You, yer stuck. Yer the
one’s that stuck. Not me. So don’t be warnin’ meatMo do in this town” (31). He resents
Austin’s middle-class status, his Ivy League dipdoand the “prominent people” (11) he
surrounds himself with. He assures Austin: “I'm tiké you” (22). Nonetheless, considering
that he repeatedly jumps to his own defense impthsence of his brother, Lee reveals that he
is, at least partly, intimidated by Austin’s suckes

Even though each brother frantically rejects theeos way of life, they also reveal
their admiration for one another, as Doris Auerbasfgues: “The two brothers, who
ostensibly represent the opposing world of fatimet mother, each long for the sphere that is
denied him” (58). The following excerpt ®fue Wesindicates that Lee and Austin are drawn
to each other’s lifestyles:

LEE: (...) | always wondered what it'd be like to be you

AUSTIN: You did?

LEE: Yeah, sure. | used to picture you walkin’ arosodhe campus with yer arms
full of books (...)

AUSTIN: (...) That's funny (...) Because | always used tdynie you somewhere
LEE: Where’d you picture me?

AUSTIN: Oh, I don't know. Different places. Adventuresow¥were always on
some adventure.

LEE: Yeah.
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AUSTIN: And | used to say to myself, ‘Lee’s got the righg¢a. He’s out there in
the world and here | am. What am | doing?’ (26).

Ever since the opening scene of the plage has attempted to take over Austin’s
territory; first by breaking his concentration; dater by belittling him in front of his business
associate, Saul Kimmer. The tension between théhdén® rises as both of them become
involved with Kimmer, a representative of the Gaiifian film industry. Realizing that
Kimmer expects him to focus his attention on Le®@vie idea instead of his own, Austin
becomes enraged, and the conflict between thedno#scalates. The competitiveness within
the business world eventually tears the brothethdu apart, as Lee confirms: “Competition’s
getting’ kinda’ close to home, isn't it?” (32). Kmer represents the stereotypical
unscrupulous businessman. Manipulative, narcissastd unsympathetic, he is willing to do
whatever it takes to get his way. Kimmer tells Austl have never felt so confident about a
project in quite a long time (15). Similarly, Leeports: “[Kimmer] said it was the best story
he’s come across in a long, long time” (31). Loyalhd trust are obviously foreign concepts
in the business world to which Kimmer belongs. Besasuch as “commercial potential” (18),
“a great deal of merit” (32), and “big studio moh€83) are Kimmer’'s main priorities. He
attempts to buy Austin into participating in theitimg of the script: “Three hundred thousand,
Austin. Just for a first draft. Now you’ve nevereneoffered that kind of money before” (34).
Austin, however, refuses to be a part of Lee’spscbviously, outside forces - represented
by Kimmer - invade the private sphere and reinfdheeconflict between the brothers.

When analyzing the characters of Lee and Austirs important to stress that as the
play progresses a role reversal eventually takeseplrue Wesis a play about the quest for
identity, and at the same time, a play about exgingnidentities. The lack of a solid sense of
self becomes evident, as one recognizes a sudalesfarmation in the behavior pattern of the
main protagonists. On the writing fue WestShepard notes:

| wanted to write a play about double nature, dra tvouldn’t be symbolic or
metaphorical or any of that stuff. | just wantedgtee a taste of what it feels like
to be two-sided. It's a real thing, double natuithink we’re split in a much more
devastating way than psychology can ever revéalntit so cute. Not some little
thing we can get over. It's something we’ve golive with (qtd. in Williams 60).
The clear distinctions between the brothers asesgmted by Shepard in the opening of the
play eventually become blurred, and one may thwestipn the stability of each brother’s
identity. After the failure of his movie deal, Austeveals a new aspect of his personality by
becoming increasingly reminiscent of his brothee tdrns to alcohol, petty crimes, and

adopts his brother’'s aggressive attitude; more naptly, he becomes obsessed with life in
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the desert. He eventually decides to abandon tikzed life and instead embrace whatever
the desert has to offer. Similarly, Lee all of dd&n emphasizes that he hates his rootless life
and that he longs for the stability presumably eshdled in civilized society. He situates
himself in front of the typewriter and performs thale of Austin. As Lee attempts to
concentrate on his writing, Austin drunkenly diswirhim. While Lee says: “I'm a
screenwriter now! I'm legitimate” (37), Austin nsté’'Now I'm the intruder. I'm the one who

is invading your precious privacy!” (38). Scene &eunay thus be argued to be a total
inversion of the opening scene; by now, the bratlrave obviously exchanged identities, or,
as William Kleb puts it: “the spirit of each brottectually seems to possess the other” (118).

By the opening of Scene Eight, however, Lee resliteat he cannot complete the
screenplay without the assistance of his brothes. ikability to play the role of Austin
prompts him to attack the typewriter with a goléilwl Due to his violent behavior and his
sudden longing for the desert, one may argue tkathas fallen back on his own role. He
realizes that he cannot achieve financial succeserding to societal expectations: “I'm
livin’ out there ‘cause | can't make it here!” (4N onetheless, he still yearns to attain the
kind of success his brother represents. He themipes Austin - who still longs for his
brother’s lifestyle - that he can join him to thesdrt if he completes the screenplay. When the
screenplay is almost finished, however, Lee withdr&is promise. By taking advantage of
his brother, Lee allows his quest for financial ®8s to conquer any sense of morality.
Realizing his brother's betrayal, Austin becomefuriated and wraps a telephone cord
around Lee’s neck and starts strangling himue Westends as both brothers attack each
other rather brutally.

By the ending offrue Westhe conflict between the brothers remains unresblVéis
excerpt from Scene Four may even be regarded aeshiadowing of a forthcoming killing:
“You go down to the L.A. Police Department therel ask them what kinda’ people kill each
other most. What do you think they'd say? (...) Fgnpkople. Brothers. Brothers-in-law.
Cousins. Real American-type people. They kill eattter in the heat mostly (...) Right about
this time a’ year” (24)By the end ofTrue Westthe brothers appear locked in an endless
showdown, just like the characters of the scrigt tthey developed together: “Each one
separately thinks that he’s the only one who'sidffa.) And the one who’s chasin’ doesn’t
know where the other one is taking him. And the whe’s being chased doesn’t know where
he’s going” (27). ThusTrue Westmay be regarded as a “meta-play”; the script msie play
is gradually acted out abrue Westturns into a Western and Lee and Austin become the

characters within the script. In this respdatje Wessterves to illustrate that the brothers are
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caught in an eternal battle, which suggests tha¢ ttvo versions of masculinity can exist
together only in that moment of absolute unresob@dlict that we witness (...) at the end of
the play” (McDonough 49). In other words, even thlolee and Austin harbor aspects of
each other’s psyche within themselves, the cordtadi versions of masculinity tear them

apart, and it seems that they never will be abketoncile their differences.

The Jealous Mentor and His Protégé:

Jamie and Edmund

In his description of Jamie and Edmund, O’NeikeliMiller and Shepard, lists a number of
features in the stage directions that separatetwioe of them. Firstly, the brothers are
distinguished in terms of physical appearance: daiwi ‘broad-shoulderetd and “deep-
chestedl whereas Edmund isthin and wiry (19). Secondly, there is an obvious connection
between Tyrone and Jamie, Mary and Edmund, respécti“Where Jamie takes after his
father, with little resemblance to his mother, Edishliooks like both his parents, but is more
like his mothet (ibid.). O’Neill states that Edmund iglainly in bad health (20) and that
“[iit is in the quality of extreme nervous senstlilihat the likeness of Edmund to his mother
is most marked(ibid.). Clearly, Edmund is immediately perceivad the fragile brother. In
comparison, Jamie is a reflection of Tyrone’s mlseuwstrength. In Act Ill, Mary reflects on
the sharp contrasts that separate her sons:

Do you remember what a healthy, happy baby [Jamwaes] James? The one-night
stands and filthy trains and cheap hotels and bad hever made him cross or
sick. He was always smiling or laughing. He hardler cried (...) It was
Edmund who was the crosspatch when he was lithhegys getting upset and
frightened about nothing at all (...) [To Edmund:]efyone used to say, dear,
you’'d cry at the drop of a hat (112).

Considering that Jamie has not left home but attedhip create a career in the same business
as his father, while Edmund has been on a longg®wa sea, the brothers may be argued to
correspond to Happy and Biff respectively.

As the oldest brother, ten years Edmund’s senamid perceives himself as the one
with most life experience, and he feels the urgeshiare his “wisdom” with his younger
brother. In several encounters between the twdemi Jamie’s sense of - and quest for -
authority over Edmund is made evident. For instammeerepeatedly refers to his younger
brother as “the Kid”, and he assures him: “You'i# wet behind the ears” (159). Like Ben in
SalesmanJamie asserts his sense of superiority overdusger brother, telling him: “Don’t

play the wise guy with me! I've learned more froife lthan you’ll ever know!” (167). In

52



addition, in most of the conversations betweentwye brothers O’Neill depicts Jamie as the
dominant speaker (cf. Hadomi 44). He clearly yedonshe upper hand; to assert mentorship
over his younger brother. Nonetheless, Edmund neeems to seek his older brother's
guidance, the way Willy constantly doesSalesman

In this play, as in all the others, the father &xerdecisive influence on the brothers’
relationship to one another. Unintentionally, Ty&dn one respect brings Jamie and Edmund
closer together. Both of them bear a grudge agdhest father and hold his stinginess
responsible for Mary’s morphine addiction. Jamiel &dmund are thus able join each
other in their shared contempt for Tyrone, as thgesdirections suggesiThiey forget their
[own] quarrel and are as one against him on thisug (79). Proehl argues: “Edmund and
Jamie create a small community by scapegoatingfdtieer” (114). However, Tyrone’s
actions first and foremost serve to generate tertsgdween the brothers.

The father-son dyads idourneyare more complex compared to thoseSaiesman
While Willy shows a clear preference for Biff ovdappy, Tyrone’s sentiments toward both
of his sons are more ambivale@learly, Tyrone feels a deeper connection to hiestl son,
Jamie, and it is of him he has always expectedrtbst. While Tyrone constantly reproaches
Jamie, Edmund to a greater extent escapes hig’tathrgicism. As the fragile son, Edmund
gains his father’'s sympathy and understanding.liisss prompts Tyrone into maintaining a
more protective attitude toward him, and it seehet he does not face the same kind of
expectations as Jamie. At one point, Tyrone is fatmariticize him, but instead pays him a
compliment:

TYRONE: (starts automatically on a customary lectur¥ou’ll always be broke
until you learn the value Checks himself guiltily, looking at his son’s siake

with worried pity) But you’ve been learning, lad. You worked haeddoe you

took ill. You've done splendidly. I'm proud of ydid7).

On a similar occasion, Tyrone threatens to repraoadmund physically, bu$juddenly he
remembers Edmund’s illness and instantly becomidty gund shamefacedrorgive me, lad. |
forgot - “ (130). Apparently, Edmund’s fragile hdelets him off the hook time and again.
Tyrone is first and foremost interested in startamgargument with Jamie, and is constantly

seen putting him down. Edmund’s rebellion, on ttkeephand, is paid less attention to:

EDMUND

Irritably .

Yes, for Pete’s sake, Papa! The first thing afterakfast! Give it a rest, can't
you?

He slumps down in the chair at left of table nexhits brother His father ignores
him (21, emphasis added).

53



More strikingly, Tyrone demonstrates a kind of fatrem of Edmund in front of
Jamie: “Whatever Edmund’s done, he’s had the gugotoff on his own, where he couldn’t
come whining to me the minute he was broke” (3®8Yith a touch of pride(ibid.) he states
that Edmund shows great promise of becoming a ssftdenriter. Tyrone applauds Edmund:
“You’ve got brains in that head of yours (...) Youlmet like your damned tramp of a brother.
I've given up hope he’ll ever get sense” (13When Jamie witnesses that his father sides
with his younger brother, he igsitung into sneering jealousy36). He grows increasingly
resentful of Edmund, and tells him: “You’'ve beeregi a swelled head lately. About nothing!
About a few poems in a hick town newspaper’ (16FhroughoutJourney Tyrone’s
favoritism serves to reinforce Jamie’s feelingeafitempt for Edmund. As it turns out, Jamie
has conspired against his younger brother hiseehift.

Toward the end ofourney the contempt Jamie harbors against Edmund is disdlo
in a climatic scene. Jamie returns home drunk aatizes that his brother and father have
shared a moment of closeness during his absenéglnagnd reveals: “Papa’s all right, if you
try to understand him” (160). As a result, Jamjeaousy increases dramatically and shortly
afterwards he reveals that his treatment of Edrmhasl always been motivated by jealousy
and egotism:

I've been a rotten bad influence. And the worsita$, | did it on purpose (...)
Made my mistakes look good. Made getting drunk nmauma Made whores
fascinating (...) Never wanted you to succeed andenma& look even worse in
comparison. Wanted you to fail. Always jealous ofiyMama’s baby, Papa’s pet!
(169).

Jamie clearly yearns to see Edmund become a fanuiee public world in order for him to
be deprived of their father's sympathy and resp@cte may argue that while Tyrone has
attempted to create Jamie into a better versidnnoelf, Jamie has struggled his entire life to
create Edmund into a weak version of himself. Bgrapting to bring his brother down by
imposing his own flaws and weaknesses on him, JamieEdmund in this respect parallel
the biblical brother pair Cain and Abel. Cain’s semf jealousy toward his younger brother
Abel prompts him to murder him; similarly, Jamield® himself responsible for indirectly
“killing” Edmund’s prospects.

ThroughoutJourney Jamie’s sentiments toward his younger brother artgyed as
intensely ambivalent. Even though he reveals hiseséatred for Edmund, he is also seen to
declare his love for him on a number of occasiéWée’'ve been more than brothers. You're
the only pal I've ever had. | love your guts. I'd dnything for you (...) My kid brother. |
love your guts, Kid. Everything else is gone. Yeu'mll I've got left” (166, 159).
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Paradoxically, Jamie’s confession of his conceaksded for Edmund is in itself a declaration
of brotherly love. After their intense confrontatjoJamie assures Edmund: “l love you more
than | hate you” (169). He also seizes the oppdstun warn his younger brother against
himself, because he knows that he will stab Edmarnbe back whenever he gets the chance.
Jamie alludes to the Bible, declaring to Edmunded®er love hath no man than this, that he
saveth his brother from himself’ (170). In thispest, Jamie and Edmund may be regarded as
the most hopeful brother pair of my study; they show seem to reach a deeper
understanding of themselves. Nonetheless, wheneJanailly tells Edmund “think of me as
dead” (ibid.), O’Neill expresses very little hope the future relationship of the brothers.

The allusion to Mary Shelley’s novetrankensteinis crucial for understanding the
relationship between the brothers Journey Jamie insists: “I've had more to do with
bringing you up than anyone (...) Hell, you're mdnan my brother. | made you! You're my
Frankenstein!” (167). The allusion clearly creategreat deal of confusion; Jamie now
contradicts all his earlier statements. Considetirteg Frankenstein in Shelley’s novel is the
name of the creator, not the creation itself, Jawoeld have had to say “I made you. I'm
your Frankenstein” if his intention was to annouhgaself as Edmund’s creator. By stating
“You're my Frankenstein”, Jamie suddenly places Hddhin the position of the creator.
Edmund even reaffirms Jamie’s assertion: “All righth your Frankenstein” (167).

In his essay “Long Day’s Journey into Frankensteln$eph Cordaro examines the
problematic allusion to Shelley’s novel, which acling to him has been given surprisingly
little attention in the critical writing done odourney Cordaro refuses to believe that the
allusion to Frankenstein is a mistake made unimdeally by a great writer like O’Neill. Nor
does he believe that Jamie and Edmund - considénizig great knowledge of T9century
literature - mistake Frankenstein with the monstedtion. In other words, Cordaro argues,
the allusion must be motivated from within the plaiiere is clearly a strong parallel between
Jamie and Frankenstein; both men attempt to cemateone according to their own desires.
Cordaro, however, also draws an important pardileiwveen Jamie and Frankenstein’s
monster; they share a quest for parental recognitwhich drive them into fatal acts.
Shelley’s creation yearns for Frankenstein’s aib@nand must destroy those who have it, for
instance Frankenstein’s brother. Similarly, Janméirectly kills his baby brother, Eugene,
after infecting him with measles, and now he usssrtentorship over Edmund as a weapon,
attempting to infect him with his own mistakes irder to deprive him of his parents’
attention. The line, however, may also be integteliterally; “I made you” illustrates

Jamie’s influence on Edmund, while “You are my Hkemstein” illustrates Edmund’s impact
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on Jamie. In Cordaro’s view, “a confusion of iddéat between creator and creation (...) is
not uncommon in O’Neill’s plays.” According to PldeFrankenstein represents “continuity
between two individuals, between the maker andchemtion, between a mentor and his
protégé” (111). Jamie’s influence seems to be geepited in Edmund, and vice versa. In
this respect, they may be viewed, like Lee and iAust True West“like two sides of the
same individual” (Hadomi 38).

As in the case of the “curse of ancestry” that paskwn from father to son, there is a
connectedness between the brothers that none of theable to escape. As my opening
chapter serves to illustrate, the legacy of thkefiats deeply embedded in the son’s sense of
self, and vice versa. Then, the brothers are seearty on the bond of continuity - between
creator and creation - that characterizes the rfabe relationship. In fact, the image of
Frankenstein and his monster may be applied tthalmasculine relations in my study. The
fathers, the sons, and the brothers of these @lkhysecome each other’'s Frankensteins and
thus also each other’s creations. Nonethelesgyrietest and most powerful Frankenstein in
this connection is the American society, whichrafies to mold its members according to its

own desires, and which is seen to produce a nuofherhappy “monsters.”
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The Figure of the “Wife-Mother”:

Family Life through a Female Perspective

"l don’t know what to do.
| live from day to day”

- Linda Loman 8alesman

The literary universes of O’Neill, Miller and Shegaare first and foremost populated by
men.Long Day’s Journey into Night, Death of a Salesmimie WestandBuried Childare
deeply masculine plays that focus extensively otencanflicts. In these dramas, women
characters are outnumbered by male ones, who dterana take the leading role. According
to Florence Falkj[m]en are the energy centers of most of Shepaldigs, while women take
peripheral roles” (95-96). Falk’s assertion is aate; Shepard creates a male landscape, and
most of his female characters are given a margiedlposition. Similarly, Matthew Roudané
notes thatSalesmaripresents a grammar of space that marginalizesaLiomman and, by
extension, all women, who seem Othered, banishettheoperiphery of a paternal world”
(“Death of a.” 61). Miller's drama is often scolded for its lited representation of female
characters, and most feminist readingsSatesmariend to view Linda as a mere victim of a
patriarchal culture. Similarly, a number d@'’Neill critics point to the playwright's
stereotypical portrayals of submissive female attara. Judith E. Barlow describes Mary
Tyrone as “a figure whose suffering exposes thatdimons and paradoxes imposed on
women in a world shaped around male desires” (In2an essay entitled “Women and the
Family in American Drama”, Carol Billman argues tthhe main focus oflourneyand
Salesmanis the estrangement between fathers and sons: Wikes and mothers are
important only insofar as they participate in otph® describe the suffering of their men”
(37). Similarly, Ann C. Hall claims that the wivesxd mothers in the vast majority of
Shepard’s plays “merely highlight the complicatesdlipal relationships between fathers and
sons” (92).

The studies of Barlow, Billman, and Hall undoubyedbuch upon a widespread
tendency within the patriarchal culture of™26entury United States: even though women
occupy a central position within the family, itmeen who confront society. In these plays, the
male struggle extends itself into the public wovldhile the female struggle is confined to the

private sphere of the home; nevertheless, the femsifering may be argued to be no less
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consequential, as exemplified by the chapter'sahguote by Linda Loman iSalesman®l
don’t know what to do. | live from day to day” (60)he female characters dburney
SalesmanBuried Child and True Westare far from superfluous; on the contrary, their
presence contributes to drive the action of thggll&lot only does the female family member
shed light on the male conflicts within the famibyt she also gives expression to woman’s
position within 28' century American family and society. In much tlaens way as men'’s
lives are controlled by definitions of masculinityomen’s lives are controlled by ideas of
femininity. In sociological terminology, femininitgnd masculinity are social constructions
that reflect contrary, conflicting characteristi®8hile masculinity usually is associated with
strength and authority, femininity comes to repnésine very opposite: “Precisely what
characteristics are listed varies, though passivdgpendence, and weakness are usually
mentioned.® Such “feminine” characteristics may be argued temsfrom a long-lasting
confinement of women to the domestic sphere. Adl ilimale family members diourney
SalesmanBuried Chid and True Westconfirm as characters that woman’s role histolycal
has been anchored in the family home; they aredind foremost defined in relation to their
roles as wives and mothers.

In order to explore the function of the “wife-motke - O’Neill’'s Mary, Miller's
Linda, and Shepard’s Halie and Mom - the plays khba placed in their historical contexts.
Setin 1912 and 1949purneyandSalesmarmepict a time when the roles of women remained
fairly restricted. In the capitalist, patriarchgstem of the early 2bcentury, marriage was the
only way for women to secure financial stability fine future. Women were expected to
dedicate themselves to the service of the familthentraditional feminine nursing role; thus,
one may argue that marriage was the primary “odoupaopen to them. Being a member of
the world outside the family home was a man’s pgge; in fact, women were not even
considered “citizens” in the sense of being invdlire public activities. At the time of the plot
of O’'Neill's play, women did not even have the tigh vote. In analyzing Shepard’s female
charactersn Buried Childand True Westone must take into consideration the noteworthy
changes in the roles and perceptions of women htooyg the Women’s Movement during
the 1960s and 70s. Considering that Halie and M@mat controlled by a family patriarch,

one may argue that they are the modern counterpakgry and Linda.

® Cf. Oxford Concise Dictionary of Sociologgd. Marshall, p. 179.
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The Loyal Housewife vs. the Emancipated “Matriarch”

The 1955 study by Talcott Parsof@mily Socialization and Interaction Proces®incides
with the golden days of the American housewife;this respect, a humber of Parsons’
assertions are representative of the wife-mothgurés in Journey and Salesman For
instance, Parsons argues that woman'’s role withén family is primarily linked to “the
internal affairs of the family, as wife, mother amdanager of the household” (14).
Unquestionably, Mary Tyrone and Linda Loman are worwho have dedicated their lives to
the welfare of their families. As a result, theense of identity and self-worth resides first and
foremost in their roles as wife and mother. Accogdio patriarchal norms, they are expected
to be obedient supporters of their husbands afméve no ambitions that reach beyond their
domesticated horizons. Clearly, Mary and Linda livehe shadow of their husbands. They
are, in Beauvoirian terms, the personification Bhé Second Sex.” In both plays, masculine
superiority is pitted against feminine inferioritD’Neill depicts Mary and Tyrone as
polarities; while the former is portrayed as theeicure, fragile female, the latter is portrayed
as the confident, powerful male. The most markedufe of Mary’s character iseXtreme
nervousnesy12). Suffering from rheumatism, she has becomiafplly self-conscious about
her appearance:hér hands are never still(ibid.). In comparison, O’Neill emphasizes
Tyrone’s good health:[h]e has never been really sick a day in his.life2 has no nervés
(13).

Similarly, the major power imbalances between hasband wife inSalesmarare
introduced in the playwright’s initial stage deption. Miller's synopsis of his male
protagonist’s principal role may be sharply cortgdswith the principal role of his female
protagonist: Willy Loman,_the Salesmdn.) Linda, his wifé (12, emphasis added). Willy is
obviously defined in relation to his role in thebio world while Linda is defined only in
relation to her husband. Her dependency on Willyl drer location in the home is
immediately evoked. Considering Willy’s frequenteatpts to silence Linda, the husband’s
guest for authority over his wife is made strikinglvident by Miller. By subjecting Linda to
verbal abuse, Willy asserts his role as familyipath:

LINDA: Isn’t that wonderful?

WILLY : Don't interrupt

(...)

LINDA: Maybe things are beginning to -

WILLY [wildly enthusedto LINDA]: Stop interrupting!

(...)

LINDA: He loved you!
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WILLY [to LINDA]: Will you stop!

E.I;\'I)DA: Oliver always thought the highest of him -

WILLY : Will you let me talk?62, 64-65, emphasis added).
By refusing his wife to participate in a conversatbetween the men of the Loman family,
Willy expresses a desire to exclude Linda fromrttade circle. As a mere housewife, Linda is
in Willy’s opinion disqualified from discussing isss of the American business world, and
her constant attempts to offer her viewpoints tterednis masculine superiority. Linda is also
banned from the celebration at the restaurant &8s supposed business deal with Bill
Oliver. In addition, Willy’'s praise of his wife -You're my foundation and my support,
Linda” (18) - above all serves to emphasize thaidhis place is in the home (cf. Stanton
135). In fact, Linda is the only characterSdlesmarmwho never leaves the Loman residence,
which is in itself a strong indication of her cardiment to the domestic realm. Miller’s
autobiography,Timebends A Life, suggests a clear parallel between Linda Loman and
Miller's own mother: “She was a woman who was hadriy a world she could not reach out
to, by books she would not get to read, concersvabuld not get to attend, and above all,
interesting people she’d never get to meet” (17-18)

One may argue that the exclusion from the publiesp also indicates a lack of power
in the home arena, as Billman puts it: “Female ati@rs who have no future outside their
families, are also weak and powerless within thmilfastructure” (39). Considering that the
male members of the Tyrone and Loman families appea seek paternal-fraternal
communities rather than female companionship, Bilile argument may be applied to both
Journeyand SalesmanThroughoutJourney Mary’s needs are completely overshadowed by
the numerous demands by the male members of thi/faraurin Porter makes an interesting
observation about this play, noting that the pubpaces of the Tyrone residence are claimed
primarily by the male Tyrones, while the privat@asgs, such as the restroom, are relegated to
Mary. Thus, the spaces associated with the meripaidic, communal, and visible to the
audiences”, while those spaces associated with Mesy“private, isolated, and invisible”
(“Why Do | Feel...™). For instance, during most die final act, Mary is absent from stage,
while the three men are gathered in the living rodihen she eventually enters the stage
toward the end of the play she appears in the fpanr, which emphasizes her separation
from the male Tyrones. In addition, the heavy drnigkin Journeyis presented as a male
activity that Mary is advised not to participate In another essay, Porter argues that the
numerous literary allusions fourneyform a kind of forum that only the men engage in:
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It is also interesting that although the three nTal®nes are heavily allusive (four
guotes by James, ten by Jamie, and five by Edm@itleill assigns no allusion
to Mary (...) In fact, the men never use allusionsheir conversations with her,
only with one another. It's almost as if they haweir own language, subtly
reinforcing the extent to which Mary is isolatedjee within the family unit
(“Musical and Literary...”).

Observations such as these suggest that Mary hgdesipheral role in the family. Except for
a visit to the drugstore, she never leaves the ssmhiouse, while Tyrone, Jamie, and Edmund
spend most of the afternoon in town. Tyrone - WiK@gly Loman - emphasizes that his wife’s
role is anchored in the domestic realm and thatnhein priority is to secure her husband’s
happiness by creating a respectable home: “Sh&s be well in the two months since she
came home (...) It's been heaven to me. This homebleas a home again” (37). Mary
obviously suffers as a result of her isolated exise: “Your father goes out. He meets his
friends in barrooms or at the Club. You and Jamasetthe boys you know. You go out. But |
am alone. I've always been alone” (47). She lomgddmale companionship: “If there was a
friend’s house where | could drop in and laugh gassip awhile. But, of course, there isn'’t.
There never has been” (8&elegated to the private sphere, Mary is reminisoéthe female
narrator of Charlotte Perkins Gilman’s short sttéfpe Yellow Wallpaper” (1891), who is
metaphorically and literally imprisoned in a summaansion. The barred windows in “The
Yellow Wallpaper” and the fog idourneyare striking symbols of female imprisonment. In
this respect, it is significant to note that one Mfary’'s most striking features is a
“youthfulness she has never ot addition, she reflectsah innate unworldly innocente
(13). One may argue that Mary embodies child-likalgies, and it is immediately suggested
that the marriage reduces her to an infantile statech like the female narrator of Gilman’s
short story.

There is no doubt that Mary and Linda are devotethéir husbands and truly love
them. As Linda declares: “Willy, darling, you'reglhandsomest man in the world - (...) To
me you are (...) The handsomest” (37). Similarly, Watates: “James! We’ve loved each
other! We always will! Let's remember only that’8)8 However, their devotion to their
husbands is further reinforced by early"2@ntury patriarchal ideas of wifehood. While their
husbands are expected to be highly committed to plublic role and thus project an image
of themselves as successful businessmen, Mary imda lare expected to unyieldingly stand
by their men during all times of hardship. In trespect, one may argue that the female role -
much like the male role - is a matter of perfornear8oth women may be argued to embody

the Victorian feminine ideal of the T9century - “The Angel in the House” - which is

61



examined by Virginia Woolf in “Professions for Wonig1942). Woolf argues that well into
the 20" century most households had its angel, who sheriles as “immensely charming”,
“intensely sympathetic” and “utterly unselfish” (Z2); in addition, this angel “sacrificed
herself daily” and “excelled in the difficult artsf family life” (ibid.). These characteristic
may be applied to both Mary and Linda. Even thotingly are suffering under the patriarchal
rule of family and society, they somehow sustagirtsupportive roles. Mary admits: “[My
husband is] a peculiar man” (64); similarly, Lindanfesses: “I know [Willy is] not easy to
get along with - nobody knows that better than nhbait:..” (55). Still, Mary and Linda are
strongly bound to their husbands and apparentlplenaand unwilling - to break free from
patriarchal oppression.

In the initial stage directions, Miller states thhihda “has developed an iron
repression of her exceptions to Willy’'s behavighe more than loves him, she admires’him
(12). Linda resembles the wife-mother figure in Istils All My Sons Kate Keller, who has
“an overwhelming capacity for lov€69). Both women loyally follow the lead of their
husbands and never oppose or criticize them. ThautdSalesmanLinda sustains Willy's
illusion of masculine success, even though shelig &ware of her husband’s professional
inadequacy. She expresses great awareness ohthefkpressure her husband is met with as
a member of a success-oriented society: “what goesigh a man’s mind, driving seven
hundred miles home without having earned a cerd7).(She is aware of her husband’s
obsession to “accomplish something” (15), and &sshim that handling a twenty-five year
old mortgage is “an accomplishment” (73). Cleadlge notices the vast difference between
Willy's exaggerated claim of having earned “two Hred and twelve dollars” in commission
and the actual amount of “seventy dollars and spemnies” (35). Yet, she merely tells him:
“That’s very good” (ibid.). In addition, in ordeo tpreserve her husband’s pride, she never
confronts him with the suicide devices she discewerthe cellar: “How can | mention it to
him? (...) How can | insult him that way?” (59-60)n®may thus argue that Linda’s sense of
blind loyalty to her husband contributes to histdedion.

It seems that for a woman to be valued in a patiarsociety, she must deny her own
desires. InJourney O'Neill presents Mary as an object of exchange betwmen, much like
Nora Helmer in Henrik Ibsen’& Doll's House(1879). She leaves her father's home and
ventures into marriage with Tyrone, but unlike Noshe never manages to break free. It
appears that Mary was reduced to an obedient ghilder fathers home as well; she
repeatedly refers to her genteel upbringing: “I wagery pious girl” (104). She recalls putting

all her dreams on hold after marrying Tyrone: “Oha&o dreams. To be a nun, that was the
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more beautiful one. To become a concert pianisf thas the other” (106). Obviously,
society’s view of women and marriage thwarts Margigest for selfhood, and she never
fulfils any of her dreams: “For a time after my mage | tried to keep up my music. But it
was hopeless” (106). Tyrone disapproves of Maryiesf for freedom outside the frame of
marriage. He expresses his disillusionment withwife’'s dreams and hopes for herself, and
claims that the idea of becoming a concert pianess$ an idea put in her head by ignorant
nuns flattering her: “They are innocent women, aswyywwhen it comes to the world. They
don’t know that not one in a million who shows pisenever rises to concert playing (...)
And the idea that she might have become a nun.sTtre worst” (140). Obviously, Mary’s
aspirations are nipped in the bud. Her crippleddns stand out as a strong indication of the
disruption of woman’s sense of autonomy caused &yiage and motherhood.

It is noteworthy that Miller provides no informaticon Linda’s background. While
Willy quest for ancestral origins is a major foafshe play, Linda is presented as having no
past except the one she shares with her husbarig. i8Vpreoccupied with the male lineage
and yearns to introduce his sons to their Uncle: Bewant [my boys] to know the kind of
stock they spring from” (48). The female line, hoee is given no attention at all, as Kay
Stanton argues: “Mother Loman and her stock andld.iand hers seem to have had no
bearing on the production of the boys” (130). ($anhy, in Buried Child Vince seeks his
male roots, and by the end of the play, his mosh&téntity remains unknown.) Miller's
refusal to provide information about the past of female protagonist serves to illustrate that
Linda’s sense of self depends solely on Willy. Exémda herself appears to define her own
identity in relation to her husband. She regarastito of them as a kind of symbiosis: “I
know every thought in his mind” (60). It appearatthone of her problems belong entirely to
herself; they are all part of her husband’s sufiggriwithin the institution of marriage, Linda
has become self-sacrificing and accommodating. ddtrout Salesman Miller's stage
directions remain crucial; they provide small, buportant details regarding the relationship
between husband and wifeSfie is taking off his shogs.) [she’s] taking the jacket from him
(...) LINDA is filling his cup when she ca(l3, 14, 72).

The traditional figures of the authoritarian hustbaand the loyal, dutiful wife
portrayed inJourneyand Salesmarare not found in Shepard’s representation of gende
Buried ChildandTrue WestUnlike Mary and Linda, neither Halie nor Mom grertrayed as
submissive servants of men. On the contrary, tyenagetric relationship between husband
and wife as depicted by O’Neill and Miller is resed in the two plays by Shepard. Yet,

critics tend to see Shepard’'s female characterwemk and powerless in relation to their
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husbands (see Auerbach, Falk, Whiting). For ingamcher discussion dfrue WestDoris
Auerbach argues that “[t]he father's mythical westeorld of manliness, rootlessness and
violence is pitted against the world of mom and kiechen” (57). It may be true that the
desert is presented as a male landscape and reotwasnan’s territory; nonetheless, it is
significant to note that Mom seems to be the ohigracter ofTrue Westwvho is capable of
adapting to contemporary society. Despite her lajgfearance, she serves to illustrate that by
the late 28 century women are no longer defined in relatiorathusband, and no longer
relegated to the private sphere. During most parthe play Mom isout in the world,
vacationing in Alaska. The male members of the fgnan the other hand, are faced with
crisis. Due to his inability to deal with modervitization, the Old Man has retreated to the
desert and withdrawn from the public sphere. Sirtyil2Austin and Lee seem more or less
trapped in their mother’s kitchen, traditionallyvaman’s territory. Quite ironically, freedom,
mobility, and independence - characteristics trawgtlly associated with masculinity - come
to represent Mom rather than the Old Man, Lee, ostilh. Auerbach also seems to reduce
Mom to a “remote figure” who “has only survived égnotionally withdrawing from the field
of battle” (59). On the contrary, Mom’s withdrawfabm her family can be interpreted as a
strategy for gaining agency over her own life. thes words, Mom preserves her sense of
autonomy by rejecting the traditional female radenafe and mother. She is the only member
of the family who is able to successfully breakfaithily ties and start a new life. The curse of
ancestry that destroys the relationship betweehefatand sons in an endless cycle of
destruction, Mom is not a part of.

Even though she is the only female family membeoragnsix males (Dodge, Tilden,
Bradley, Ansel, Vince, and the dead baby boy)witie-mother figure irBuried Child Halie,
is a crucial character. While the husband-fathddsa low profile in the family, Halie is the
one ultimately in charge. Her domineering behawaward Dodge resembles qualities
embodied in the system of the matriarchy: the aofilwvomen within family and society. Thus,
Halie comes to represent the very anti-thesis ofjinia Woolf's “The Angel in the House.”
The major power imbalance between husband andiwiBuried Childis suggested by the
fact that Halie and Dodge inhabit different floars the house. While Dodge is situated
downstairs, Halie occupies the top floor. She emjzes her authority and control by
confirming: “It so happens that | have an overvadw from the upstairs” (75). She also asks
her husband: “What's it like down there, Dodge?4)(6and thus calls attention to his
subordinated position. In much the same way agtisean enormous geographical distance

between Mom and the Old Man Trrue West Halie and Dodge reflect a mutual desire to
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avoid each other, both physically and emotionaRather strikingly, Shepard notes in the
initial stage description that the stage set sheolusist of a staircase with no landing (63).
Such information indicates Halie and Dodge’s ingiptio connect. One may argue that like
Maggie and Brick in WilliamsCat on a Hot Tin RopfHalie and Dodge merely “occupy the
same cage.” For most of the first act, Dodge iatied in the middle of the stage area, while
Halie functions only as an off-stage voice. Dodggdher: “Don’t come down!” (64). His
refusal to reply to Halie’s questions and commetentuates the distance that characterizes
their relationship. When Halie returns to the fantlome in the final act, Dodge literally
attempts to hide from herp®DGE pulls the rabbit fur coat over his head and hid@sl3). In
the final act ofBuried Child it is indicated that the relationship betweenkaunsl and wife
lacks positive human attributes:

HALIE: Dodge, if you tell this thing - if you tell thigou’ll be dead to me. You'll
be just as good as dead.
DODGE That won’t be such a big change, Halie (123).

Like Mom in True WestHalie has created a new life outside the famdynb. She
insists:“I'm not unaware of the world around me!” (75). Whshe returns from the outside
world, dressed in yellow and with her arms fullfodsh flowers - signalling her encounter
with the world outside - Halie may be sharply casted with the castrated men of her family
who, compared to her, seem trapped in an eternid nathe domestic realm. She tells them:
“The sun’s out in case you hadn’t noticed” (115)¢c® again emphasizing her connection to
the exterior world. Appalled by the men of her ofamily, Halie seeks more suitable male
companionship company and finds it in Father Dews. David DeRose sees it, Halie
attempts to “repopulate her world with heroes f@aee the monsters to which she has given
birth” (100). However, Father Dewis is never préednas a heroic character; the sexual
relationship he shares with Halie truly questioissgosition as a representative of the church.
Her infidelity is hinted from an early point, whshe belittles her husband by talking candidly
about one of her past lovers: “A wonderful man. ikdaler (...) He knew everything there
was to know” (66). Dodge confirms the possibilifyhis wife’'s affair when he says: “There’s
life in the old girl yet!” (88). When Halie spentise night away, and returns in the morning
with Father Dewis, no doubt about her infidelitynans. Unlike Mary and Linda, who are
fully devoted to their men, Halie is portrayed a®etrayer of her husband. Some would
probably argue that Shepard’s decision to leavéeHalt of the play for the entirety of Act Il
indicates that the conflicts will take place withwithout her. On the contrary, Halie is the

one who exerts absolute domestic authority, andsaggests that the house would not be in

65



disarray if she were home: “You can't leave thisusm for a second without the Devil
blowing in through the front door (...) | never shabuk left. | never, never should’'ve left!”
(114, 119). The fact that Shepard allows Halie ¢bver the first and last words &uried

Child stands out as a strong indication of her dominavitien the family.

The Myth of the Nurturing Mother

Critics have called attention to the limited regr@stion of women in botldourneyand
Salesmanlt appears that in a patriarchal culture, wonmedhifto two categories. Except for
Charley’'s secretary, women fBalesmarare either “homemakers” or “call girls” (Murphy
156). Similarly, Marilyn Maxwell argues that thenfale characters dbalesmarare either
presented as “the saintly, loyal nurturer” or dse“sullied chippie” (274). The studies of Ann
C. Hall and Dana Kinnison examine the Madonna/wisyredrome inJourneyand Salesman
respectively. Apparently, these critics agree thtatry and Linda come to represent the
maternal stereotype, while Miss Forsythe, Letta ahé Woman inSalesmanas well as
Jamie’s prostitutes idourney are presented as objects of men’s sexual conétioml
Clearly, Happy’s view of his mother as “somebodyhamcharacter, with resistance” (25)
differs greatly from his view of the girls he slsepith: “I just keep knockin’ them over and it
doesn’'t mean a thing” (ibid.). As mothers, Mary dridda are expected to live up to the
stereotype of the nurturing, protective mother;thimg else is culturally unacceptable for a
woman. In my opinion, however, neither Mary nor dansucceeds mastering her role as
mother according to societal expectations and @llfuconstructed myths.

Myths concerning motherhood are widespread. Fataite, womanhood and
motherhood are often considered synonymous. Thanisdea the American feminist and
writer, Adrienne Rich, strongly objects to: “Motheiod (...) is one part of female process; it
is not an identity for all time” (36-37). Anothebmmon preconception is that all women
instinctually and happily embrace motherhood arndtdias to offer. InJourney however,
Mary’s ambivalent feeling toward her role as motiseat major focus of the play. Her sense of
motherly protection and care for Edmund is undadigtsincere. She tells himénderly:

“All you need is your mother to nurse you. Big aaiyare, you're still the baby of the family

to me, you know” (43). Shortly afterwards, shpats her arms around him and hugs him with
a frightened, protective tendern&¢49). Nonethelessylary’s sentiments toward Edmund are
tainted with contempt. She repeatedly insinuates lile is responsible for her fragile health:
“I was so healthy before Edmund was born. You rebemdames. There wasn't a nerve in
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my body” (89). Edmund’s birth has marked her, aedidha constant reminder of her daily
struggle. She bursts out in front of him: “I nekeew what rheumatism was before you were
born. Ask your father!” (119). She even declardsaéver should have born him” (91). For
Mary, love and contempt function side by side, ahRrgues: “Love and anger can coexist
concurrently; anger at the conditions of motherhoad become translated into anger at the
child” (52).

The relationship between Mary and her first-born, skamie, is characterized by a lack
of communication. While she prefers to keep Edmunder her wing, she is never seen
expressing love or concern for Jamie, but rathelisfdetached from him: “It's hard to believe,
seeing Jamie as he is now, that he was ever my' lfah$-112). She bears a great deal of
grudge against him, and blames him for the deatheonfsecond-born child, Eugene, who
caught measles after Jamie entered the baby’s rdara:always believed Jamie did it on
purpose. He was jealous of the baby (...) I've ndaamn able to forgive him for that” (90).
More importantly, Mary holds herself responsible fier son’s death: “I let him die through
my neglect” (112). Self-blame also comes to charast Mary’'s feelings toward Edmund:
“He was born nervous and too sensitive, and thaysfault” (91). Thus, Mary experiences
that “anger at the conditions of motherhood” becem@anslated into guilt and self-
laceration” (Rich 52). As Mary sees it, she hagntfailed in her role as mother: “I knew
from experience that children should have home&doborn in, if they are to be good
children, and women need homes, if they are todoel gnothers” (90). Mary is aware that her
role as a wife and mother is anchored in the hdroeever, she was never able to provide the
setting upon which her roles are founded. Her nrbtheadequacy is also communicated
through her husband and sons. Tyrone’s idealizadiohis own mother - “A fine, brave,
sweet woman. There was never a braver or finerl1Suggests that Mary has not lived up
to his expectations. Mary’s morphine addiction d&out as her greatest violation of the
norms of feminine behavior, and thus of her rola asother. Edmund states: “It's pretty hard
to take at times, having a dope fiend for a moth@23). According to Hall, the divisions
between the maternal stereotype - the Madonna -itangolarized extreme - the whore -
become blurred due to Mary’s addiction to morph{Ad@), as Jamie’s statement serves to
demonstrate: “Christ, I'd never dreamed before #mtwomen but whores took dope” (166).
Mary clearly fails to live up to Jamie’s stereotygli conception of motherhood as well.

Mary is intricately involved in the problematic li@tr-son relationship, and attempts to
negotiate the conflict between the two parties. s developed certain strategies to end the

argument between Tyrone and Jamie, and on a nuohleecasions, she plays the role of the
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peacemaker. She ventures into their discussiomsmamts on their standpoints, and attempts
to clear up possible misunderstandings. She useshin order to ease her husband’s mind;
when he starts attacking Jamie verbally, stmakingly tells him that he “must have gotten
out of the wrong side of the bed this morning” (28he then changes the subject. Shortly
afterwards, shetactfully’ (23) avoids yet another conflict between fathed aon. Mary must
reconcile her two roles - loyal wife and protectiv@ther - in order to sustain the domestic

peace. Nonetheless, it seems that Mary’s maintioters to ease her husband’s mind:

MARY

Now don't start in on poor Jamie, dear.

Without conviction

He’ll turn out all right in the end, you wait andes(18, emphasis added).

Mary seems more able and willing, however, to adagter role as loyal wife than to her
other role as nurturing mother. She places herdngb welfare very highly, and expects her
sons to do the same. She demands Edmund to obfathes. “Don’t’ call your father the Old
Man. You should have more respect” (45). Similadlge disparages Jamie for his lack of
respect towards Tyrone:

Stop sneering at your father! | won't have it! Yought to be proud you're his
son! He may have his faults. Who hasn’'t? But hetsked hard all his life. He
made his way up from ignorance and poverty to e of his profession!
Everyone else admires him and you should be theolss to sneer - you, who,
thanks to him, have never had to work hard in yibelr (63).

It is significant to note, however, that Mary beargreat deal of resentment against
her husband, and under the influence of morphieesglems to “forget” her sense of loyalty
toward him, as Tyrone confirms: “it's the poisorkiag” (144). Critics tend to overstate
Mary's powerlessness within the family realm andsthunderestimate her ability to exert
agency. In some sense, by escaping into the ma@ddiction and the memories of her past
Mary takes control over her own situation. It maksmovement away from the male
members of her family, which in fact recalls Mondanalie inTrue WestndBuried Child
More importantly, the morphine reveals the bittesyéary harbors toward Tyrone. She
scolds him for never providing a decent home far flamily and she appears to hold him
responsible for her inadequacy as a mother. Sloesalsverts Tyrone by making it clear that
she looks down on his peasant origins: “His peopdee the most ignorant kind of poverty-
stricken Irish” (113). In Mary’s opinion, Tyrone $idailed living up to her father’s financial
prosperity. By constantly idealizing her own fatsbe somehow criticizes her husband: “[My
father] spoiled me. He would do anything | asketlD). To some extent, by speaking her

mind, Mary - like Woolf - manages to kill “The Anigie the House.” However, even though
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she verbally confronts her husband, she appeam#iized when she suddenly realizes that
she has been disrespectful of himk fbok of terror comes into her eyes and she stasime
(...) I don’t know why I - Forgive me for scolding yalames” (70). Shortly afterwards, she
vents her anger at him, but soon becomes shockdgeibgisrespect:Again she bursts out
pleadingly Oh, James, please! You don’t understand!” (70).

Despite Mary’'s glimpses of disloyalty to her husthaone may argue that in both
Journeyand Salesmanthe patriarchy represents an obstacle to womimating to fulfil
their role as mothers. This is even more markeWliiter's Salesmanilt is quite evident that
whenever Linda is seen talking to her two sons,ctheversation centers on Willy; in other
words, her role as mother appears to evolve arbendole as wife. Quite surprisingly, most
critics appear to overlook this notion. Clearlynda is unable to reconcile her two roles; on
the one hand, she is expected loyally stand byhsband; on the other hand, she is expected
to play the part of the protective, nurturing math¢owever, when Willy and Biff experience
moments of deep conflict, she is faced with dilemmke Mary, Linda attempts to negotiate
the conflict between father and son primarily iderto ensure her husband’s well-being. She
apparently plays the part of the protective mothejumping to Biff's defense: “Willy, [Biff]
was just saying - (...) [Biff] didn’t say a word, Wit (61-62). Even though she appears to
defend Biff’s life choices in front of Willy, Linda sense of loyalty toward Willy can never
be questioned; she instinctually and continuouskes her husband’s side. It seems that her
defense of Biff is motivated by a desire to easehlusband’s mind. She tells Willy: “[Biff is]
finding himself’ (16). In a conversation with Bifin the other hand, she appears to criticize
his life choices: “Biff, you can’t look around yowhole life, can you?” (45). One may argue
that Linda’s role as mother is premised on her adewife, and that patriarchal standards
prompt her to take her role as wife more seriotisy her role as mother.

A few critics view Linda as the moral centerS#lesmanAccording to Stanton, “[t]he
Loman men are all less than they hold themselvég tbut Linda is more than she is credited
to be” (Stanton 135). For instance, she appeatkeasnly character who expresses a deeper
understanding of the dimensions of her world, ane is the one who conveys the moral
message of the play.

| don’t’ say he’s a great man. Willy Loman neverdea lot of money. His name
was never in the paper. He’s not the finest charatitat ever lived. But he's a
human being, and a terrible thing is happeningito 50 attention must be paid.
He’s not allowed to fall into his grave like an adg. Attention, attention must be
finally paid to such a person (56).
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In a scene from the past, Linda speaks her mindogpdses to Willy’'s way of raising Biff.
She seems to realize that Biff does not benefimflilly’s constant praise of him, and she
obviously fears that Biff suffers from a lack of rabty: “And he’d better give back that
football, Willy, it's not nice (...) He’s too roughitin the girls, Willy. All the mothers are
afraid of him!” (40). However, her opinion is on@nd for all undermined by Willy:
“exploding at herThere’s nothing the matter with him! You want htm be a worm like
Bernard?” (ibid.). Linda, dlmost in tears(40), exists the stage area. It appears thathese
of loyalty toward Willy prompts her from interfegrwith Biff's upbringing ever again.

Fully aware that her husband’s happiness depend&ffriinda yearns to influence
her son so that he hopefully can reconcile with fatber. She adopts Willy's patriarchal
favoritism of the first-born, and continually fo@ass her attention on Biff. Happy, already
ignored by his father, attempts to reach out tantagher, but also she dismisses him:

HAPPY: I'm going to get married, Mom. | wanted to tetiy
LINDA: Go to sleep.
HAPPY, going | just wanted to tell you (68).

Also Biff, incapable of gaining his father’'s sympgatand understanding, seeks to bond with
his mother, referring to her as “[his] pal” (55)e ldppears very protective toward Linda and
strongly objects to his father's demeaning treatnoémer: “Don’t yell at her, Pop, will ya?”
(65). He also attempts to make his mother award/ilf/'s tyranny: “Stop making excuses
for him! He always, always wiped the floor with yddever had an ounce of respect for you”
(55). Nevertheless, Linda unyieldingly stands by linesband. Even though Biff receives her
attention, Linda always has Willy's best interastnind when approaching him. Although
she questions the ideal of masculine success - “Wiagt everybody conquer the world?”
(85) - and becomes aware of her husband’'s dowrdh#, allows the culture of masculine
performance to enter the family realm. In Act lhesactually asks Biff to perform to his
father: “be sweet to him tonight, dear. Be lovieghim (...) Just put your arm around him
when he comes into the restaurant. Give him a 8r(il&). Linda’s piece of advice clearly
echoes the Dale Carnegie ideology as well as Eiladvice to Biff about Bill Oliver in the
previous act (cf. Brggger 58): “Walk in with a baugh. Don't look worried. Start off with a
couple of your good stories to lighten things u@3) Even Linda, confined to the domestic
sphere in her role as wife and mother, is unabtiefg the powerful pressures that come from
the outside world. Witnessing Biff’'s unwillingnegsadhere to his father’s beliefs and values
as well as his deep sense of resentment towarththisr’'s facade of false pride, Linda cuts

him off: “Biff, dear, if you don’t have any feelinigr him, then you can’t have any feeling for
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me (...) You've got to make up your mind now, darlitigere’s no leeway any more Either he
is your father and you pay him that respect, o gtsu’'re not to come here” (55). If Linda is
to be viewed as a moral center of the play, itnforunately one of identification with the

husband and patriarch to the extent that she i;gito disown both her sons: “Get out of
here, both of you, and don’t come back! | don’'t wgou tormenting him anymore. Go on
now, get your things together!” (124). Her blindtHhiain her husband has unfortunate
consequences for both of her sons, who always tieanselves in the shadow of their
domineering father.

While O’Neill and Miller through the charactersfry and Lindaappear to question
the myth of the nurturing mother, Shepard’s podtayf motherhood irBuried Childand
True Wesbreaks even more dramatically with the image ofdtegeotypical mother figure.
William Kleb argues that Mom ifirue Wests named according to her function in the family;
similarly, Hall states that Shepard depicts Moniaamother, not an individual” (105). In my
opinion, this is an unfortunate formulation; Momspesses none of the qualities traditionally
associated with maternity. For instance, when stterg her house and notices that all her
plants are dead, she reacts rather coldly: “Oh,wek less thing to take care of | guess” (54).
In addition, when her sons start fighting and &taach other rather brutally, she appears
remote from the whole situation: “You boys shoutdinght in the house. Go outside and
fight” (56). She even asks Austigalmly’: “You’re not killing him are you?” (57), showing
no sign of motherly love or protection. One mayuarghat Mom remains the most absurdist
character ofTrue West and that her brief appearance ultimately sereeslemolish the
mythology of the stereotyped, tender mother, whiésés centered around her children.

Kleb refers to Halie irBuried Childas “The Terrible Mother” (122); similarly, Falk
refers to her as a “whore-wife-mother” (100). Halikke her husband - has withdrawn from
her responsibilities as a parent. Motherhood iarbjea role she does not know how to play.
The question Dodge poses - “You never saw a biather puppies” (112) - can in fact be
linked to Halie, whose actions are partly to blaimethe disintegration of her sons. In this
respect, Halie is in some degree reminiscent of WdaaWingfield in Tennessee Williams’
The Glass MenagerieNot only are both women portrayed as controllitgkative and
obsessively preoccupied with the men of their golgeuth, they also seek authority over the
lives of their children and attempt to mold thenecading to their own desires. Halie needs
someone to take care of her and Dodge in theirdalgs, and she doubts that Tilden and
Bradley qualify for the job. She argues: “[Tildecdn’t look after himself anymore (...)

Bradley can hardly look out for himself’ (72). kems as if Tilden and Bradley will forever
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be living in the shadow of their dead brother, Ang#o is the only son who is entitled to his
mother’s love. She worships Ansel and clearly aategs him as her favorite son. Her
clothes suggest her preoccupation with his de&@he“appears dressed completely in black,
as though in mournirig(73). Compared to Ansel, Tilden and Bradley barekist in their
mother’s heart and mind: “Course then when Ansedl dhat left us all alone. Same as being
alone. No different. Same as if they'd all diedjid.).

In Buried Child motherhood is both a source of power and an elethat reinforces
the battle between husband and wife. In this playtherhood is used as an avenue to power.
For instance, Halie appears to use her son, Bradiegrder to prove her superiority over
Dodge. Even though she is fully aware of Dodge’edion - “You tell Bradley if he shows
up with those clippers | will kill him! (...) Lastrme he left me almost bald!” (67) - she
continually asks her son to come over and cutditsef’s hair, which may be seen as an act of
emasculation. In this way, Halie takes advantagBratiley in order to assert her dominance
over Dodge. Tilden also appears to function as rastrument in his mother's power
demonstration; by entering a sexual relationshitt Wwim, Halie succeeds in usurping power
from her husband and thus weakens his authority &sta father and as a husband. The baby
boy she gives birth becomes a living proof of Haligense of authority over Dodge. Rich
argues that motherhood can be seen as a site isfare® to the patriarchy: “Powerless
women have always used mothering as a channelrevndout deep - for their own human
will to power, their need to return upon the worldhat it has visited upon them” (38).
Similarly, in her discussion duried Child CarlaMcDonough arguesit is made apparent
that Halie is the one ultimately in control of #anily line, because the heritage of father and
son must pass through the body of a woman - oytatérnal control and into maternal
control, a fact that raises male fears and resaltsumerous betrayals” (54). When Halie
gives birth to a child conceived through incesiNgsin mother and son, she uses motherhood
to threaten Dodge’s patriarchal position. She hakted the patriarchal rule of “keep[ing]
the male line pure and intact” (ibid.). Clearly, dd® sees Halie’s actions as obstacles to his
position as family patriarch. He cannot allow higewo be in control, which is why he Kkills
the baby boy conceived without his own interferiag,Hall argues: “Halie may be the keeper
of the family tree, but she cannot add new braneh#éut the law of the father” (100). Halie
has, nonetheless, succeeded in wrestling power Doage, who acknowledges his defeat
and evades his role as family patriarch. The coreguBodge declares: “Halie’s the one with
the family aloum” (112).
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In Journeyand SalesmanMary Tyrone and Linda Loman experience that mibtbed
serves to reinforce the patriarchal oppression #rewictims of in their role as wives. Due to
patriarchal norms, their role as mothers is comiyuundermined by their role as wives.
Halie in Buried Child on the other hand, uses motherhood as an adeatdagsurp power
from the patriarchal system. In all cases, howetrex,sons may be seen as victims of the
inequalities of power in the marital system.JburneyandSalesmanthe sons suffer because
their mother’s sense of loyalty toward their fatatvays comes first. IBuried Child on the
other hand, the sons are neglected by their maibestuse she merely uses them as means to

an end; in other words, the sons become caugheigrbssfire of their feuding parents.
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Conclusion:

Home and Society as Modern Wastelands

“I will always be a stranger who never feels
at home, who does not really want and is not
really wanted, who can never belong (...)"

- Edmund Tyrone idourney

In his essay “The Family in Modern Drama”, Arthuriller explores the issue of social
alienation that characterizes a large number objean and American family plays, and he
claims that “the world we live in is an alien pla¢és). The playwright then touches upon the
existential dimension of family drama: “I shoul#ldito make the bold statement that all plays
we call great, let alone those we call serious,ultinately involved with some aspect of a
single question. It is this: How may man make & tlutside world a home? (...) How may
man make for himself a home in that vastness ahgers and how may he transform that
vastness into a home?” (73, 85). IndeBeath of a Salesmashares withLong Day’s
Journey into NightBuried Child and True Westhe major theme of man’s alienation in the
modern world; a futile search for a sense of balongs at the core of all plays. We know that
Willy Loman in Salesmans “only a little boat looking for a harbor” (76imilarly, Edmund
Tyrone inJourneylongs for “[tihe peace, the end of the quest, s harbor, the joy of
belonging to a fulfilment beyond men’s lousy, pitjfgreedy fears and hopes and dreams!”
(156). As my preceding chapters serve to demoesttiaé characters dburney Salesman
Buried Child and True Westare perfect examples of maladjusted individualsmafdern
society. They are not at peace with their pladdaéworld, but are rootless and restless and in
desperate search for some kind of refuge. By ekgjanan’s struggle to adapt to the public
world, or, in Miller's words, his inability to finda satisfying role in society” (74), all four
plays raise important, existential questions.

An important trademark of American popular cultisghe sanctity of the American
home. Indeed, it is a common preconception thatwbel “home” carries connotations of
refuge and sanctuary, and many associate it witts rand a sense of belonging. As Thaddeus
Wakefield sees it, the American family [home] mayriegarded as one of the most “sacred”
institutions of society (5). In the opening of ltidy A Haven in a Heartless World'he

Family Besieged1977), Christopher Lasch - a recognized Americatohian and social
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critic - hints at the ideal function of the Amenicéamily home: “As business, politics, and
diplomacy grow more savage and warlike, men sedlaven in private life, in personal
relations, above all in the family - the last refugf love and decency” (x). Nonetheless, as
my thesis argues, the public and the private areoagist and never can be regarded as
functioning independently. In this manner, man’slifeg of social alienation mirrors man’s
inability to find a sense of solace in the homeesphand vice versa. Lasch’s study argues
that the family is besieged by outside forces dmat the public conditions permeate the
family environment: “Does the family still provide haven in a heartless world? Or do the
very storms out of which the need for such a haaeses threaten to engulf the family as
well?” (x). In his view, “[t]he sanctity of the haeais a sham in a world dominated by giant
corporations and by the apparatus of mass prodiictixiii). In all the plays of my study,
economic forces are indeed seen to invade thetprsghere. For instance, the family house -
the physical body of the home - is a market comitypds suggested by Dodge: “[The house
has] been a pain in the neck ever since the vesy ifinortgage” (128). Also Willy notes:
“Work a lifetime to pay off a house. You finally owt, and there’s nobody to live in it” (15).

Journey SalesmanBuried Child andTrue Wesimay be interpreted agtacks on the
competitive society and the American dream and thefiumanizing influence on the family.
O’Neill's social philosophy - as expressed throughbis dramatic works - is rather bleak,
and as Doris M. Alexander argues, it “sees no anfoveman in a better society (...) All of
O’Neill's statements on the future of mankind shawfound pessimism” (354, 360). O’Neill
himself insists:

This country is going to get it - really get it. Wad everything to start with -
everything - but there’s bound to be a retributidve’ve followed the same
selfish, greedy path as every other country in wold. We talk about the
American dream, but what is this dream, in mosésabut the dream of material
things? | sometimes think that the United States,tliis reason, is the greatest
failure the world has ever seen. We've been ablgetaa very good price for our
souls in this country - the greatest price perhthps has ever been paid (qgtd. in
Bigsby and Wilmeth 302).

Also Shepard rejects the American pursuit of théenn:

What is the American Dream? Is it what Thomas dedie proposed? Was that
the American dream? Was it what George Washingtopgsed? Was it what
Lincoln proposed? Was it what Martin Luther Kingpposed? | don’t know what
the American Dream is. | do know that it doesn’trkydNot only doesn't it work,
the myth of the American dream has created extnaarg havoc, and it's going to
be our demise (qtd. in Roudané, “Shepard on...” 69-70
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Obviously, my playwrights view the rapidly expanglireconomy of competition and
acquisition as the decline of American society d #mus the family. In fact, one may argue
that through the motif of sterility, the atmosphefedecay, and the imagery of death that
characterizelourney SalesmanBuried Child and True Westthe contemporary American
society as well as the American family home aretrpged as a modern wastelands.
Considering that a number of parallels may be draetween the four plays of my study and
T. S. Eliot's The Waste Lan@1922), the existential dimension of my plays npaytly be
discussed in relation to this poeithe Waste Landalong with the plays by O’Neill, Miller,
and Shepard - portrays a profound sense of humgpatteand may be interpreted as a harsh
critique of modern civilization. Humanity, accordimo Eliot, is heading toward apocalypse,
much like the families of my study. The outside Mpthe family home, and the individual’s
mind may all be compared to desert wastelands.

The striking similarities between the ultimate wisiof my plays andhe Waste Land
become evident in the playwrights’ and the poegpiction of the modern cityThe Waste
Land takes you on a journey into a barren, desolate piypulated by ghosts of the dead.
Similarly, through the representation of the city Salesmanand True West Miller and
Shepard seem to suggest that modern urbanizatiosticdes a threat to humanism. The
barren city may in all cases be interpreted as @pher for personal impotenddoth plays
are in every respect critiques of the human cdsteaety’s invasion of nature. [frue West
rugged nature has become suburbia and valleys les@me freeways, exemplified in this
conversation between the two brothers:

LEE: Up here it's different. This country’s real diféant.
AUSTIN: Well, it's been built up.
LEE: Built up? Wiped out is more like it. | don’t hdydecognize it (11).

In addition, due to the rapidly expanding moderaneeny, it appears that people no longer
feel any spiritual connection to the land. Shepseds the new West, as opposed to the old
West, as the demise of the American culture. Hes)ydfFor me, one of the biggest tragedies
was moving from an agricultural to an urban-indassociety at the turn of the century” (qtd.
in Bottoms 156). For instance, LeeTnue Westefuses to “eat offa’ plate with the State of
Idaho starin’ [me] in the face” (10), because thaes traditionally associated with wildlife
and cowboys, has become a commodity within the Asaerconsumption culture, as Paul
Rosefeldt puts it: “[a] Western state has beenceduo a cheap imitation on a plate, [and
become] a souvenir deprived of its symbolic aué®)( According to Lee, the new West and

its suburbs is a “[k]inda’ place that sorta’ ki§a’ inside” (12). He compares his mother’'s
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suburban home to a “rest home” (22). As a rest homag be associated with the final halt
before death, one may argue that Lee’'s commentestgghat the new West represents the
decrepitude of American life. Lee becomes deterthitee flee modern civilization: “I'm
clearin’ outa’ here once and for all. All this towloes is drive a man insane” (56). Eventually,
Austin too acknowledges that the modern city lgads profound sense of disorientation and
his own spiritual death:

There’s nothin’ down here for me. There never wiben we were kids here it
was different. There was a little life here theut Bow — | keep comin’ down
here thinkin’ it's the fifties or somethin’. | keegiinding myself getting off the
freeway at familiar landmarks that turn out to Iséamiliar (...) Wandering down
streets | thought | recognized that turn out tordygicas of streets | remember.
Streets | misremember. Streets | can't tell ivell in or saw in a postcard. Fields
that don’t even exist anymore (...) There’s nothealrdown here, Lee! Least of
all me! (49).

Salesmans also a play about the relationship between geapt the land as well as
the changing landscapes of the United States.slalistussion of the play, Steven R. Centola
argues that “the once promising agrarian Americeeamh” has been transformed into “an
urban nightmare” (25). The shift from agrarian idet® a capitalist, consumerist ideology is
by many viewed as a progress; nonetheless, it isaylee argued to have resulted in man’s
alienation from the land. By the tim®alesmans set, Brooklyn had become stifled with
towering buildings, as a result of urbanization #mel development of modern society. Willy
laments: “They massacred the neighborhood” (17j.ddienly declares: “I hate this city (...)
We don't belong in this nuthouse of a city!” (581)6The land that surrounds the Loman
residence is barren: “The grass won’t grow any mgoal can'’t raise a carrot in the back
yard” (17). There is an obvious connection betw#sn barren soil and Willy’s spiritual
condition; the modern, sterile city represents shad disorder, exhaustion and frustration.
Miller perfectly manages to capture the breakdown of nmodiilization in SalesmanThe
scene in which Willy struggles in order to switcti the tape recorder in his employer’s
office, suggests his inability to cope with modetechnological civilization. Willy's
desperate lamentation: “I am always in race wite jankyard! (...) All of a sudden
everything falls to pieces” (73, 66), echoes Efigbortrayal of the western civilization as
falling apart inThe Waste Landfit] [c]Jracks and reforms and burst into the Mb air”
(1441). In much the same way as the narratofref Waste Land surrounded by garbage
and rats - the detritus of modern civilization -IWVs world is filled with mortgages, time
payments, and a refrigerator that “consumes bigktsa goddamn maniac” (73). The car - an

emblem of American culture - eventually breaks dovewoking the fall of modern
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civilization. The fact that Willy's life is ended ithe car ironically illustrates his entanglement
in American emblems of mobility. As Richard T. Bhar notes: “[A] slave to broken
machines, Willy Loman seems to epitomize the viainmodern technology” (83).

The sterility of the American consumption cultureepresenting a sense of decay - is
also portrayed idourney Buried Childand True WestClearly, the exterior wasteland has
entered the family arena as well. For instance stiremer house idourneyis described as a
“shabby place” (64) that is filled with Tyrone’scemd-hand bargains: “everything [is] done
in the cheapest way” (45). As in the cas&afesmanthe automobile idourneysymbolizes
the disintegration of modern civilization. Tyron&ates: “Waste! (...) Something is always
wrong” (87). Similarly, inTrue WestMom’s suburban home is filled with artificial objs¢c
in Lee’s words, “Just a lota’ junk (...) Just the saorap we always had around” (10). The
synthetic grass on the floor of Mom’s alcove (3)ynie seen to symbolize the sterility of
modern suburban civilization. The brothers’ treattnaf their mother’'s home is rather harsh;
they destroy her kitchen, and by the end of thg Blaepard refers to the now ravaged scene
as “a desert junkyard” (50). The empty beer andsldy bottles, the broken toasters, and the
damaged typewriter evoke the detritus of moderchrtelogical society and the American
family home at one and the same time. Shepardpaidcays the decay of modern civilization
through the character of the Old Man; more spedificthrough the story of his teeth. Austin
notes: “First he lost his real teeth, then he lostfalse teeth (...) Woke up every morning
with another tooth lying on the mattress” (41). MegWilliams argues that “[t]he father in
this story, with his rotting teeth and his alcoboii is a literal house of decay. He symbolizes
the type of waking death, where part of man die$ lasis body continues to live” (67). The
putrid teeth in Eliot'sThe Waste Lanthay also be interpreted as a metaphor for the degay
modern civilization: “Dead mountain of carious te#dtat cannot spit” (1440).

The atmosphere of decay is pervasiv&8uried Childas well, reflecting the spiritual
condition of the family. Typical features of tharfdy home are for instanceold”, “palé’,
“frayed, “faded, “old-fashioned “browr’, “dark’ (63). Dodge’s body - surrounded by
“several small bottles with pillgibid.) - is a literal symbol of deteriorations alalie points
out: “You sit here day and night, festering awaycbmposing! Smelling up the house with
your putrid body!” (76). Stephen Bottoms compaBesied Childto the gothic genre; the play
is populated by grotesques and the mood is perchedtd darkness and pessimism (159).
The second-born son in this play, Bradley, corredpao a central character in ElioTée
Waste Landthe Fisher King. Bradley’'s wooden leg and higigml and sexual impotence

echo the wounding of the Fisher King and his latlsexual potency, which leads to the
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sterility of his lands. Barren, untilled fields alsurround the family home iBuried Child
evoking the sexual impotence of its male inhab#aiihe barren fields also function as a
constant reminder of the corpse buried in the baek. Paradoxically, the land that harbors
the dead baby boy eventually produces great amadictsrn and carrots, ariBuried Childin

this respect once again correspondsThe Waste Landwhich reads: “That corpse you
planted last year in your garden, / ‘Has it beguisgrout? Will it bloom this year?” (1432).
Considering that the fresh vegetables feed offdbeaying corpse in the ground, one may
argue that the corn and carrots are inextricabligeld to death. In fact, through a constant
referral to corpses, the death imageryBofied Child pervades the play from beginning to
end. Dodge, who awaits death, refers to himseH asrpse (67). According to Halie, Ansel
“felt like a corpse” (74) even when he was aliveheTdeath-in-life imagery is also
representative for some of the members of the Teyfamily in Journey For instance, Jamie
reveals that a part of him has been dead for atiomg (169), Edmund suggest that he has “to
go on living as a ghost” (133), and Mary hopesital frefuge in death: “I hope, sometime,
without meaning it, | will take an overdose” (123he is also described as “a ghost haunting
the past” (155). The families &uried ChildandJourneyare, like Eliot’s narrator, haunted
by death-in-life: “I was neither / Living nor dea(ll'431).

In The Waste Landhe environment is confining and imprisoning iteabitants, and
the motif of isolation is prominently present: “@am his prison” (1442). The sense of
isolation also permeates all the four plays of mydg. The family home is, it seems,
synonymous with confinement. In both plays by Shepiaolation is a major focus. The mid-
Western farm oBuried Childseems remote from the world outside, and exceptédie, the
family seems withdrawn from the public world, asdge declares: “I don’'t even know who
the neighbors are! And | don’t wanna know!” (70ntler Dewis - a representative of the
exterior world - seems out of place on the famélgni, and his statement, “This is outside my
Parish” (126), serves to illustrate the immenséadie between the family home and society.
In addition, Dodge’s, Bradley's, and Tilden’s tnaa&nt of Shelly - another representative of
the world outside the family home - suggests thay do not know how to behave themselves
around strangers, and once again the family’s Hataat from society is being emphasized.
Similarly, the Old Man inTrue West located alone irthe desert - seems separated from
civilization. His sons, Lee and Austin, also seeztadhed from the outside world. When Saul
Kimmer leaves Mom’s suburban home, the brothergblvement with the public world
diminishes dramatically. The disconnected telephmnéhe end of the play (50) signifies the

brothers’ retreat from the world outside. One mayua that the geographical isolation in
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Buried Childand True Wesis an indication of a deeper emotional isolatidre tharacters
appear to have retreated within their isolatedesellhey seem trapped in a personal prison
of their own, reminiscent of the same motiflihe Waste Land

The feeling of imprisonment irBalesmanis exemplified by Willy’s frustrated
comment: “The way they boxed us in here. Bricks amttlows, windows and bricks” (17).
In the initial stage directions, Miller suggeststark contrast between the Loman residence
and the city outside: thestnall, fragile-seeming horhés surrounded on all sides bg solid
vault of apartment housegll). In many ways, the Loman residence seematisd from the
exterior world; nonetheless, the family is not pated from the enormous pressures from the
world outside. InSalesmanit seems, isolation and invasion of privacy go hantland. The
rapidly expanding city outside the Loman family reprovides a feeling of suffocation: “The
street is lined with cars. There’s not a breatfregh air in the neighborhood (...) Population
is getting out of control (...) Smell the stink fraimat apartment house!” (17). Apparently, the
exterior world invades the fragile home of the Lonfamily; it literally walks into their
living-room when their neighbor, Charley, enterstiie middle of the night: “I heard some
noise. | though something happened. Can’t we doefung about the walls? You sneeze in
here, and in my house hats blow off” (42).

In Journey the Tyrone family is presented as having minimaitaot with the world
outside. Except for their servant, Cathleen, nceottharacter enters the household. Even
though all the family members leave their homerder to enter the world outside, the
nature of their affairs turns out to be highly sddistructive: Mary heads for the drugstore to
get more morphine; Edmund visits the doctor andneahat he suffers from tuberculosis;
Jamie stumbles through the bars as well as theekbose; and Tyrone searches for some
useless land on which he can squander his monegseTlrips are mentioned but not
dramatized in the play, thus, for the most of theef the Tyrones’ isolation from the exterior
world pervades thdourneyfrom beginning to end. According to Mary, they &at off from
everyone” (44). As illustrated by my analysis oé thife-mother figure, confinement to the
domestic realm is a result of gender restrictiommsietheless, the sense of isolatiodoarney
may also be argued to go beyond gender roles. ddneathich ‘is like a white curtain drawn
outside the windows(99), is an important symbol idourney adding to the motif of
isolation; it separates the Tyrone household frleendutside world and reinforces the sense of
isolation. In addition, the approaching night - atiee approaching darkness - further
underlines the process of insulation, as Bryan §8&re notes: “The night, and the fog which

accompanies it, physically embody the sense o#igwl that smothers the Tyrones’ house.”
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Isolation also characterizes the family membergasation from one another. As the
characters express a desire to avoid each otltkvjdoal seclusion is a dominant feature of
the Tyrone household. Each character is absorbadnarld of his or her own and appears to
isolate himself or herself from the rest of the ilsgrEven though all four acts diburneyare
structured around traditional family gathering tsm@reakfast, lunch, dinner and bedtime),
the actual activities are omitted from the play,ickihcan be interpreted as a sign of their
inability to truly gather - and connect - as a fgmirhe failure of communication which
characterizes the Tyrone family serves to intengiBir apartness. Incapable of connecting
with each other, the Tyrones attempt to escape preblems by retreating into their inner
selves.

The fog inJourneymay also be interpreted as a symbol of escapisthjsafirst and
foremost associated with Mary and Edmund. Maryestat really love fog (...) It hides you
from the world and the world from you (...) No onendand or touch you any more (...) How
thick the fog is. | can’t see the world. All thegpde in the world could pass by and | would
never know. | wish it was always that way” (1004L0Similarly, Edmund argues: “I loved
the fog (...) The fog was where | wanted to be. Halfwdown the path you can’t see this
house. You'd never know it was here (...) That's whatinted - to be alone with myself in a
world where (...) life can hide from itself’ (132-18%learly, inJourney nature functions as
a metaphor of the characters’ existential struggl@mund retreats into the symbolism of
nature:

The fog and the sea became part of each otheadtlike walking on the bottom
of the sea. As if | had drowned a long time ago.fAsvas a ghost belonging to
the fog, and the fog was the ghost of the sealtidthmned peaceful to be nothing
more than a ghost within a ghost (...) for a momelaist myself - actually lost
my life, | was set free! | dissolved in the sea3j1B56).

According to Doris Falk, Edmund experiences onemwasis nature: “[i]f he cannot find a
home with his family or with society, he can atdiebe absorbed into the processes of nature,
especially those of the sea, where nature and ticenscious become symbolically one”
(187). On the contrary, Edmund’s transcendentakeg&pce in nature - an experience of
nothingness - serves in my view only to accentligesense of alienation and despéir.
recalls Yank in O'NeillsThe Hairy Ape(1922), who dies and[g]erhaps (...) at last
belongs (308). In addition, Edmund resembles the drowR&denician sailor in Eliot'$he
Waste Land“A current under sea / Picked his bones in whispAs he rose and fell / He

passed the stages of his age and youth / Entéreng/hirlpool” (1439). For both men, the sea
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stands for a spiritual death©ed’ und leer das Me#t(...) Fear death by water” (Eliot 1431-
1432).

The representation of nature Buried Child True WestandSalesmaralso serves to
illustrate the characters’ emotional despair amir thuest for escape. Buried Child the rain
- often a symbol of life and growth - becomes adidation of Dodge’s tormented inner
condition, as Halie insists: “It's the rain! Weath&hat's it. Every time. Every time you get
like this, it's the rain. No sooner does the ratartsthen you start” (64). Also Willy in
Salesmanexpresses his inner befuddlement through naturegemya “The woods are
burning!” (41). Tilden’s experience in nature sugfgea feeling of nothingness as well as a
desire to escape the problematic situation of dusilfy: “I was back out there. And the rain
was coming down. And | didn’t feel like coming badiside. | didn’t feel the cold so much. |
didn’t mind the wet. So | was just walking. | wasidaly but | didn’t mind the mud so much
(...) l'like it out there (...) Especially in the raihlike the feeling of it” (75).

Similarly, the frequent references to natur&atesmarandTrue Wespive expression
to the characters’ desire to escape from modeifhzeitron. Willy longs for a rural existence:
“before it's all over we're gonna get a little ptaout in the country, and I'll raise some
vegetables, a couple of chickens...” (72). Lee amd@d Man inTrue Westlso desire to
live in accordance with nature, and - like Willyhey hold an outdated view of the American
West. One may argue that in case of s#thesmarand True Westthe longing for a life in
the American countryside gives expression to uimatbde dreams buried in the lost American
past. The men clearly have an anachronistic viefaime world, or, in Rosefeldt’'s words, “a
nostalgia for the Pastoral Eden” (52). More stigfyn they hold a delusional view of the old
West. The American frontier is rooted in a mythtleé romanticized loner, and where the
promise of an identity often remained far-fetchasl Lee states: “It's easy to get outa’ touch
out there” (56). In addition, the old West reprdsandividualism and a survival-of-the-fittest
mentality, which leads to an antisocial type oé lgnd is thus inimical to family life. In this
respect, one may argue that both the old and twéMest generate chaos. Bottoms concludes
that in Shepard’s play, “the American West - whethgbanized or wild - is an
undifferentiated landscape of frustrated desiré®0§2 and in this manner, the characters are
“trapped between equally deadening options” (282h the old and the new West may be
regarded as amoral territories that contributdéodisintegration of the American family.

19 Cf. Eliot’s footnotes: "Empty and barren is thage
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The American sociologist, Talcott Parsons, speesidlf the family were breaking
up, one would think that this would be associateth & decline of the importance of the
‘family home’ as the preferred place to live of hapulation” (7). However, Parsons does not
find this to be happening. He argues that the farhibme is still the most important
“residential unit in our society” (ibid.). In thelgys of my study, a strong ambivalence
characterizes the family members’ feelings aboat fdmily home: they are unable to live
within the confining sphere of the home, yet ttetempts to move away from the family are
rather unsuccessful. It appears that they cannist &égether; when one or more of them
attempt to escape, they always return to the fahmye in the end. Tom Scanlan reflects
upon such conflicting attitudes towards the famil/e strive for freedom, and are appalled
by loneliness; we reject family structure and ydamits security” (4). Leah Hadomi’s study,
The Homecoming Theme in Modern Drambe Return of the Prodigé1992), as well as the
study by Geoffrey S. Proelfoming Home AgaimAmerican Family Drama and the Figure
of the Prodigal(1997), suggest - as the titles obviously indicatbat the majority of both
European and American family plays portray the hoom@ng of one or several family
members.

The four plays relevant for my thesis depict batthérs and sons that leave the family
home and then return. According to Proehl, the tprodigality can be understood as “a
movement in and out of the family structure thathbbusbands and sons share” (47). In
Journeyand Salesmanthe fathers’ prodigality may be understood in tewhsheir itinerant
occupations. Tyrone is a touring actor and Willa isaveling salesman, but by the opening of
the plays they have both returned to their respedémilies. Similarly, Proehl draws parallels
between Edmund and Biff; while the former has mdrfrom a voyage at sea, the latter has
returned from a journey out West. Both men resentie lonely drifter who yearns for
personal freedom; however, they both return ta th@ients’ home in times of crisis, as Biff's
frustration testifies to: “I just can’t take hold..j | can’t take hold of some kind of a life”
(54). According to Hadomi, “Edmund returns to h@nte (...) in search of protective and
redemptive shelter, but also out of a longing fomle as a state of being” (37). The figure of
the prodigal son can also be found in the two playsShepard. IBuried Child Tilden
returns to the family farm and his parents aft@0gear long separation, because, as he says:
“l didn’t know what to do. | couldn’t figure anythg out” (78).Tilden’s son, Vince, also
searches for his ancestral home, because he “igsthing for his family now” (86).
Similarly, in True WestLee and Austin leave their new habitats and Heatheir mother’s

suburban home.
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In Miller's opinion, “The great plays pursue thes& of loss and deprivation of an
earlier state of bliss which the characters feehpelled to return to or recreate” (“The
Family...” 80). He also claims: “Any play is a stooy how the birds came home to roost”
(gtd. in Roudané, “Conversations...” 21). As my tkegitempts to show, however, for the
characters ofourney SalesmanBuried Child andTrue Westthe return to the family home
offers no consolation or refuge. In these plays,fdmily home has become a battleground: a
scene for verbal warfare and violent outbursts. fRfleers and sons - as well as the brothers -
experience deep conflict, while the wife-mothefased with dilemma. Ir'BalesmanBiff's
return intensifies the family crisis and worsens faither spiritual condition, as Linda states:
“It's when you come home he’s always the worst”)(54lden inBuried Childis met with his
father’s cold shoulder: “Tilden, look, you can'agthere forever (...) You're a grown man.
You shouldn’t be needing your parents at your 4@’ 78). The homecoming is even worse
in the case of Vince. He expects a warm welcomenbwone seems to recognize him: “How
could they not recognize me! How in the hell codltey not recognize me!” (97).
Metaphorically, Vince may be argued to be the lwughild of the play’s title. InJourney
Edmund’s return to his parents only serve to reagddhis feeling of not belongingt will
always be a stranger who never feels at home, wies dot really want and is not really
wanted, who can never belong (...)" (157).Tirue Westneither the father nor the mother is
present when their two sons return home. Accortlingladomi, home is expected to be “a
haven, a source of identity and warm and suppontelationships” but turns out to be
“nothing more than an elusive, though necessarglid@8-49). Undoubtedly, Hadomi’s
statement may be applied to all the four plays pfstudy.

While a sense of placelessness describes the tdiaragelation to the exterior world, a
sense of homelessness best describes their camméactithe family home. As my analysis
demonstrates, the family home in the four plays &®to represent the very opposite of “the
safety, the surroundings of love, the ease of dtwal,sense of identity and honor”, which,
according to Miller “all men have connected in theemories with the idea of family” (“The
Family...” 73). InBuried Child Shelly reflects upon the lack of life which chamttes the
family home: “The feeling that nobody lives herd me. | mean everybody’s gone. You are
here, but it doesn’'t seem like you're supposedetb(lh10). When Mom infrue Wesenters
her ruined suburban home, she bursts out: “Thigise than being homeless” (58). She then
flees her broken home and retreats into a motekedbmes evident that the lack of home is a
major feature of the portrayal of the homeJourneyas well. The word “home” is echoed

throughoutJourney(in fact, the word is uttered more than thirtyesh It is important to note
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that the setting in which the play takes placehis family’'s summer house, not their
permanent home. Yet, Edmund argues: “it's the twlyne we’ve had” (45). Due to Tyrone’s

profession, the family has been forced to live atels without ever talking up permanent
residence. The summer house has never met Margectations of a home: “I've never felt it

was my home. It was wrong from the start (...) O&ml so sick and tired of pretending this is
a home!” (45, 69). In fact, a sense of homelesshasgats the whole family.

The myth of the idealized, happy American famsyperfectly captured by Shelly’s
idyllic first impression when approaching the famhome inBuried Child “It's like a
Norman Rockwell cover or something” (83). NormancReell (1894-1978) was a famous
American painter, recognized for his stereotypilbastrations of American everyday life. He
once stated: “The view of life | communicate in pigtures excludes the sordid and ugly. |
paint life as | would like it to bé* One may thus argue that Rockwell helped sustaimmyth
of the idyllic American family home. IBuried Child Shelly admits!l thought it was going
to be turkey dinners and apple pie and all thati&istuff’ (91). However, her illusions are
shattered the very minute she enters the hous¢higTsn't my idea of a good time (...) I'd
rather be anywhere but here” (88, 94). In fact,rttygh of the sanctity of the American family
home is demolished in all the plays of my studye TMorman Rockwell-like exterior of
American family life proves to be a mere illusi@xemplified by the endings of all plays. By
the end oBuried Child the family home has become the house of the d2adge’s body is
to be found on the couch downstairs while the comgisthe baby boy now inhabits the top
floor. In Salesmanthe remaining members of the family are situdbgdthe graveside,
lamenting the loss of the husband/father. The lerstbfTrue Weshre trapped in a battle that
might lead to the death of one party.Jwurney the family is left in a state of paralysis, and
the overwhelming silence indicates that there ispossibility of escape: Nary] stares
before her in a sad drearyrone stirs in his chairedmund and Jamie remain motionfess
(179). Unquestionably, these plays serve to evbkeantithesis of the Norman Rockwell
vision of the American family.

For the characters of my four plays, the family leodoes not provide a haven in a
heartless world; on the contrary, it reflects aatiss to reinforce the sense of alienation and
despair they are already faced with in the publiorledv A feeling of homelessness
characterizes the characters in both arenas: thiicand the private. The world outside is a
desert wasteland, and apparently, so is the famoilye - for much of the same reasons.

M http://www.normanrockwell.com/about/quotes.htm
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