BT 5 2 & DELE ——The Great God Brown

A Reflection upon an Acting

* B R ¥R

O'Neill DE|IZ/S4 7« RY—ARBEATBEHDTHE, LL{Ebh3,
Beyond the Horizon @ Robert & Andrew @O L 512, BIEAMIIEE L 3»
RN AR TRZ R E DI 2, H20Wid. The Iceman Cometh DI~ —
DAR . A Touch of the Poet M Con Melody @ & 51z, BEDHNE, K —
LABBRIZEBVOTIEI T3, BEL P -0 20 HFICERC
FLALZ, FU—ALLiZ, B0l BA2EBEET22L, B2E2 7 L
i3, actor £ LT acting 35 Z &, #DEF %2 R T2 §E#IE audience &
WA &d, MRDEBAY- B, BOFTHIVERT D28 T2,
BLEE, BELBEOTTESEAH T vv 72 EE0ETEHRLLS
&T%H% DRENC . L, LI T REZBILITR 2, ONellD RS

AT R Y —A, DED acting BT BB, ¥ FIvLnz k
o

. Acts

O’Neﬂl@%ﬂdi(ﬁﬁ?’%kﬁ i7>§f(§<?€§b>ﬂfb3% A Touch Of the
Poet @ Con Melody i&. —FEDH 3 H, BEDORKICEL R, BEOERE
THRREELIDEEL T2, COBR, COHDDERFDBEHL bEAT
FloTwayD72, BEOE,TF b, audience & U TR L2 2 2, The
Iceman Cometh LRIUL ., ZZTRER LR ATERIE. 20 2EEOLL
Thd, COERERZL T, BEBHOBEFO—F, SO TKELEL HH
DEZR LD Con DI, EBEPHED Zh 73, Abbott DIR~3 k3 1z,
Conlix., = @f%’FD ké’iﬁ&bf’{ﬁ OBkt Z 212k Y, acting > & 3%
nsd iz Hjﬂ%?:fm All God’s Chillun Got Wings @ Jim Harris &£\ 5
FAL TBAJE W SRR TRE 2 BT kA, BT 5 o Beyond
the Horizon T3, Hornby D#E#§7 % & 512, Robert & Andrew iX. ##
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FRBEWOE% acting ”9"7:720)

s ZTE D HIF2 The Great God Brown TiE REIDFHERIZ & V| acting
. L DEEREI. FLTT 4 Y27 VERBENT WS, Ld, FHEEE
B (REOR A CEET 5, 0k OBFEAYS, =D O{RE 2 [FIFRFIC A

e FTZO0 identities ZEIRT A, Lo LRI EETRIY,
acting 8iE-> & D L EBEIND, ZOLIRRELREOECT I, The
Great God Brown % A ¥« R = LTK DI E 2, . BT 22
r2 B sETHY ., BERIE., BBAYORE L EEERRCEG LICES
Ty, EAHsND DL, Brecht & 2 Tz “actor” L RIFRORIE
725

Brecht @ Life of Galileo ® <Galileo> %{& U 5 3. |A LT Brecht
DERT BHE “actor” & LTEH L. (Galileo> 2E L %, PEfE13 ., <Galileo)

YIS EE»S detach LTWa I ER2EEND, Life of Galileo DD
&, flzix, v— /@%%mﬁn%tﬂﬁ\u@iv&“umrwﬁﬁu
EISEULNTRR LI RANBEECREDE %*i%ﬁ%@% [l £k
2. The Great God Brown @ %1%, Dion %% U 5 fEEld. REET Dion
L3 EEAMEE LS. %0 Dion RE R T, <actor> & LT <{Pan
BHELU B, UTVUXLEREBEN, BF EHEBWIETOBEES (FEE
OEHICE2) i, BEECREORBER ., BROE#REZERS ¢
%o

s Bl 2B 5 L &, #RIE, aplay & [EEFI“a play within a play”
bEIICER TWwWEEE 2L D, & T, b hRT VL S, “aplay within
a play” % <a play>. % D@ audience, actor # <audience», <actor>
¥4 2%, Audience iZ. aplay £ FIEHZ <aplay> 2 bEFRHCB T 2DTH

D. aplay DBBAY L LTD Dion, Cybel i3, {KE =2 & 7T <aplay> O

(actor) %Bk® 3 <audience> TH H 3, (k. <actor> TH H%,) Dion
i3, aplay @ stage Tik. EEZEFLIREOBSZAYTH Y <aplay
D <staged Tk, <Pand OEE%E DI/ Cactor> TH2, £ LT, #illa
»COMRZOLDERB RS, ITho—HOBBEZHE TV IR
‘audience ¥ ACTOR I Z & b D i& %\, REOEEEZE TV
AUDIENCE 1Z. GOD £ THEZ 2D 59>, #DHITIE. ACTOR i,
walking shadow 1@ E 72\, HARRIES, 77 bA-LYT 4 DEKRAED
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LETETHEL, BED acting 1213, HEHFRDO ACTINGBED L 512

RBENTWHE, I ZTERLVLIBHEAD ZRBECKASTE L5, STAGE
Y LTOH WORLD (ZDf#E), theater &9 stage. %L T <aplay) i
(stage> TEHWLU S5,

2 . Masks

Erikson iZ L 1L, ADKEIX 8RB L a3 b, ZNFNOERM T, Hx A
BEHABEERELZTNE R oKW, DE D, W identity 2T TH L
v identity ZHEILT 2 DT TH 5, .Identity L 1T/ > T EATWL B DTH
%%}m RADZWF N X LDIRED S, k& % identity 2 FI2 DU T
V<, Identity &> 5 ZHODOERLZ ZRE, Erikson i kiuiE, 8 ENIEZ &1t
gz & nwO(RH,

—7Ji. The Great God Brown @ dramatic text IZ L#LE, I DBEITHEHR
ENBREN, BEETEHIZ, D% D, dramatic world DEFDFiL & iz,
L T ;Actor BERA BB ZE L5 &£ 0 ) ERIORECMZ TRED
FERIZTBEAOREICHE S identity crisis DEZEIZIZ S > T2 ThH 5
'5(50) O'Neill B, Z® crisis DERO 7D OREFEHRIC DWW ’C}’Ei‘% LTWw
%,

... 1 hold more and more surely to the conviction that the use of masks
will be discovered eventually to be the greatést solution of the modern
dramatist’s problem as to how —— with the greatest possible dramatic
clarity and economy of means ——he can express those profound
hidden confhcts of the mind which the probings of psychology continue
to disclose to us

UL, ZZTEZELWOR, 20 &5 ALY 2{KE. onstage identity
Y. BEEL LT O offstage identity DB{ETH %,

Acting I3, #Z. onstage identity & offstage identity D "D 2 B3R 3,
Onstage identity & i1&. —mic, HENEC2BE LTOBRD I ETHD,
offstage identity & i3, R TORBEDHETH 5, The Great God Brown
T, ZOBR%RY (aplay) KBWTEEEN S, <Onstage identity) I,
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<a play) OHFTEBZAYHBRE 2T THLE 5% TH D, {offstage
identity) i3, <a play) ONTEBAYBREZ5L THEE TS £ 5Dy
DThHD, BFIWTIE. ZDD0 identities DXANZ, BHBAYOREDEL D
HLICE>TRENS,

The novelty here was not in changing masks but in using the actor’s

face in conjunction with the mask...‘"’

Wainscott DE 5 X 512, —BHNIZIZES D IZH 5 offstage identity % £
B REEAATZ M. The Great God Brown DFHETH D, EEIw-
WTDEBEH I IMOHREL I LICR S,

3 . Onstage Identity & Offstage Identity

(Onstage identity> &. <offstage identity> ZXZ D FICERT A
7o DI, The Great God Brown T ERED BB AL, B4 H F D<acting)
WDOWTEL WD FENT SN TS, ZR—%, Cybel DFEICE T 5,
2 & Dion OO D £ D BRFNTH S, Cybel i& Dion IZ & > T, 7272~
MNEHEEHN LEERRE2 I EDTEAINYTH L, (Aplapp il BT 5 HA
7o b D actingd DWW TEL s O OF IR, BEDHIC. HETBAWVWDHE
FIZOWTENEIB’ED LS, A Touch of the Poet ® Con DBIZH L
b,

1 [Cybel] never puzzled them with myself. I gave them a Tart. They
understood her and knew their parts and acted naturally. And on both
sides we were able to keep our r(g?l virtue, if you get me (She plays her
last card — indifferently). (333)

A play OBBAMTH % Cybel (“I7) &, <aplayy Tl <aTart) L)
LWEBEL TS, i (“them”) TRHIBHTE-> TV ALk, <a Tart>

DARE /T 2 L& D <aTart> %D Sk detach T2 L8 TE 5,
Zpi, <aTarty L TOESD (“her”) KDWTES ZDEFAIE, WhiZl
TERTI2DE VI WEXDERRTH 2 LAFCAEREL> TS,
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(Aplay> 2R T 2 “ADREZ., £ZEEBIET /O LIc@ErN T3,
(WIS T AV AWE ZOHEIE 7 /1%, <acting) ¥R 2 57 — < F2
iEbhd,) REZMHCE S, <actingd ZHIEL & I 5T, {acting) 12
DWTEES Z Ao Z AR, MZ U 7D—AFEV% LTV 3, Card playing #
L7d 6, role playing ({acting)) I2DWTEN SIS OB, A L
ENOMHREREBIMAD L S 72, Cybel iZ, Dion oz 3+,

Remember, it’s all a game. .. (339)

Role-playing (<actingd) &, AEMIZIX, card playing EE U< “agame”
B E R, BFBOBE L LTO, Cybel DEED. Z DEII LT, <aplay)
o6 REME L 7o 22, £ DOH T, Dion ZUADAIL “spiritual calm” #{& 5.
Cybel iz K#iE# (“Mother Earth”) & LT <aplay> ®#R5% (335),

(A play> X3 24 5 D detach U 72REE X, Brecht ® “actor” O #H T
HY. Fi, wuwel LHBEZ LI,

Life’s all right, if you let it alone. (331)

- The Greczt God Brown 12817 2 {REO#FI %, Robinson 1. maya 155

U’)b?‘fw% REMWE L EARENRZ L, REZTT 2 2 L e fFiF%n
Z &, Onstage identity & offstage identity, Cybel D&FICAIL TE 213,
“a Tart” & “our real virtue”, |

4 . <{Successful Actor> & <{Unsuccessful Actor>

The Great God Brown Tik. identity &, {stage) & W I & %Iz,
EEE X % identity ({onstage identityd) k. BRI EEEN stage BB D 7
identity (Coffstage identity>) 2531} 5415, <{Onstage identity> & <offstage
identity> DOBIRIZ. HEDOFDRE 2T 7-HS (mask) L AXEDORED
B (soul) LtDOHEDEHEELLE L3, I Tld. <a play> DBEIZEHE%

(society). REIZEN > 7: BB AMDOEREZ (soul) LRI LIZT 3,

The Great God Brown Tk, <{actor> i3 %3 <offstage identity> (soul)

BHET B E 5 M T, <{successful actor> & <unsuccessful actor> D=2
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SFehb, A play DEIIO—EHX, audience D a play IZX9 % ap-
plause T#H %, <Aplay) DEIHELC I &72, <A play) (D*,m:z . actor)
L {(audience> WE—AM., LW RICEHLIW, muﬁ@ 272491, H
SR ESORICETOEZ 2D, (Successful actor> DI, offstage
identity) % ¥ - 7> <audience> £ L TOEDT. <soul> 23, <{onstage identity>
24 b (societyd OHT <acting® T3 <actor> % <applause> 3 %,
(Successful actor>TdH % Cybel i, HEETREE &, HHZ L/ THT
EEICRE AR A L. T2 2 EEEER LRV, AL & DT,
“a Tart” &3 2T 72 <E> (onstage identity>) &, HZrD<acting)
% B o2 (audience> & LTD {offstage identity> (“our real virtue”)
B AR > TWb, “...all I care about is playing.” (335-36) &> 1%
1z & - T <{onstage identity> & <offstage identity> Z{EW 31 5 Z &3,
“the job of existence” (337) BDTH %,

You may be important. . . only the you inside is. The rest is earth. (337)

TR 3 B4 ). TRbbiER L Lz <offstage identity> 2HD Z &4, <a
play) 2EI& ¢, BBV TEETH JLEARKT 2,
{Unsuccessful actor> OFEr ik, <audience> #3, <actor> O {acting’
% <applaused> L\, (ZME, aplay WL THRULZ &o) £ I,
¢soul> & <society>. <onstage identity> & <{offstage identity>, <actor)
¥ <audienced> DXFITAH. inner conflict & LT, HADLEMITED 51 b,
onstage identity> & <offstage identity> #3 win L & 5 & <battle> %Zi%
DIRT 5, |
(Onstage identity> & <offstage identity> #3, <battle> Z{Y L T\
% Dion & Brown i3#tiz, <unsuccessful actor> TH 2, 5D <battle)
X, FEREl & L7z Coffstage identity) 2#E->TwAVLHARTHD, KoD
(offstage identity> t&. The Good Woman of Setzuan ® Shen Te (Shui
Ta)eFE UL X1z, <acting> 2L TWT %()11,‘)%" 1z, <onstage identity> I H5
PESMSNEZOTRBZPEB>T D, {Onstage identity> & {offstage
identity> ® =2 identities DFELER L. BHBLEHRET 2 HHR
IR S 23, identity crisis MBI o TW B EFA LI, ZALD “the job
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of existence” & LT D <actingd ZFelt 2 Z & WHISRR W, Actor 3% 5 T
HB LT, EENEIIT S Z LR,

5. How to Act
(Successful actor> TH % Z & 13, {onstage identity> & {offstage identity>
DEFEWST, REOBED A LIKERL Tnd, 0D IR, ZRIINL T,
(unsuccessful actor> @ Dion, Brown 28R T2 DiE, WO EDbL SR
“the ] — one and indivisible” (316), “I” (259) T&® %, 1 » D<offstage
identity> 1%, <{onstage identity> ZxfL T, “outgrown” (316), “beyond”
(317) THEEREATVS,
Margaret 23 L T\ % DX, Dion »MKHE % D7z, <onstage identity>
¥ LTD<DiondTH %, {Actor> & L TIHIE. “aromantic actor’s passion”
(317) ZfEolBHICE D, BRRXEEZRL,

DION. ... You love me! You know you do! Say it! Tell me! I want to
hear ! I want to feel! I want to know ! I want to want ! To want you
as you want me !

MARGARET. (in ecstasy) Oh, Dion, I do! I do love you!

DION. (with a ironic mastery —— vhetoricallyy And I love you! Oh,
madly ! Oh, forever and ever, amen! You are my evening star and all
my Pleiades! Your eyes are blue pools in which gold dreams glide,
‘your body is a young white birch leaning backward beneath the lips
of spring. So ! (He has bent her back, his arms supporting her, his face
above hers) So! (He kisses her). (317) '

R O HESE (Dion & Margaret O TId, 2 OBFE., 64 B K&) £ KB
EREEBVE LD LY TFAVINEENERBO IOy — Vi3, BER. 2%
b . <onstage identity) DOEFEDEF, KEX. WEFKOKRERICILEKT 3
£, BODOK—X, DionDF R, 2D, 74 bME7 =4 FF7v bL.
“intense blackness” & “silence” (318) 2§l 3, =X EZREDOHEIEI T %,
UL U, The Great God Brown ., HEZ -7, Dionld, <{onstage
identity> % “beyond” ¥ <. <offstage identity) 2EE BT LI & T
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%, Margaret iX. #NE25H 2 2 L HBHRELV, <Offstage identityd D1
Tk B L. DioniZ. “I'll never let you see again” (318) L EbH & 2 24
2,

BHTHE X%, DD (stage> PIREICIEZ 5 T E BSHRRWHE S 1F,
W1z {offstage identity) 2% B NEFIZ, REZMITLE), —B=5H
WA 2 RE & X ICEE 2T 5 Dion 12, “Stop acting.” (330) -
vy, <offstage identity) 2EUDEREE® LI & T5DIE, Cybel 72, REDH
Bz DWW T B L Tva s Dion i3, Cybel DREZRTH, 72 {onstage
identity> D % ¥ T, WHEZMT THEEE2KET LD £ T5, Cybel EABIK
%17, “an automatic, nickel-in-the-slot player-piano” D 2 —Yw 7
RHL. <aplay) D% 7R 4727 b ERAET S,

... Is'pose 1 got to play with you. (She takes her mask and puts it on. .
The two masks stave at each other.). (330)

Fo=FwreF 7 A TlE. “the two persons” Tld 4 £ . “the two masks”
(150 v 27%EE) BEODEW, <aplay) BEHENS,

{Onstage identity> & <offstage identity> Z V>3 5 4172 V> {unsuccess-
ful actors> D RERZERIE, £y T4 ¥ ZICERENTWE, TOu—7
Dion. Brown i3Z2#R %MW 2 T\ %, Margaret i, %5 & ZAEBARTH D,
Wiz, KEO Dion> 2E L., KL% E 3 % Brown &, <Dion> 2 ZE L
{ B oT\w3, Brown i3, {offstage identity) #7252 WEED X > & AW
THY BOHTHARW R F ¥ I727I—EEZL LD, 70— D“court-room
effect” (320) 2Dy T4 7 T, WEZEWICHELZFOIAHO
prisoner DIE % (5 & Tir 5,

Billy stands at the left corner, forward, his hand on the ’mz'l, like a
prisoner at the bar, facing the judge. (308)

Hit. ZRERICHIG LW “evening dress” 28 Z A, FDFEIFICIE “already
indicating a disciplined restraint” (307) &b L 3, %, #5112 “dutifully”
(309) . fENEIZHE S prisoner T#H %, Dion B3E 3 & 3 12, offstage identity>
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DRI BT DPRN,

William Brown’s soul lies moldering in the crib his body goes marching
on! (345)

1%, “good-looking, well-groomed, successful provincial American” (339)
Y15 <onstage identity> % “dutifully” WZZIF AN T, <{Offstage
identity> & \»9 <audience> Z iz Wik, {onstage identity> % A2 ®
PEEEFLT. ECE TV > THERDY, 7ou—7 T, Dion &3
7z V). prisoner DEZ HD LS b, KE%2 2T TidvZw, Prisoner T
b3 EBHOERRD, &, involuntary 12 <a play> DF D {(Great
God Brown> &3 %&%%ZI1F AN T35, Businessman Brown O#=HIAL
Wik, Y Y ANV ANTERELEBEOEBHOX Y 7T 4 Y TICHBRENT
Wwa, ik, L L. WERICIZZE P, {(Offstage identity) OFEFICK D
WTWaR LR, KIHE & LTOEZO®R%E <audience> DWW, Wbid
SJEOHRTEL T2 bIFEN, BEBZRELTWS v BRIk <.
Zhid <actingd EiFWwz 2, FBEHE GREHEIEMO LW TH B) & LTI,
{offstage identity> (soul) D% % Dion IZI3 72> Brown 1%, Margaret @
Bz INA T, BEHE £ LT D Dion KHEEE3E5E 5 2 LI2% 5, Dion iz &
nIE. <Great God Brown) DEREIX, “a successful freak” (347), HEER
RIS DTS B 6 | |

He’s piled on layers of protective fat, but vaguely, deeply he feels at his
heart the gnawing of a doubt ! (347)

‘Brown iZ & - T ® identity crisis lZ. <offstage identity) Z#F->7: & Zi
B2, “EREBET. DiondDVA 7 E2FICAN, BE LT, BHET2Z
v . {offstage identity) DEEIER TV BOBEFRDO LY T 4> 7F. =
BB TERT 5, BRE LI-BEROEAPRIC(EEPR) | =4, “adivid-
ing wall” (354) B3N 2, (TE—# % F U) ZE L%, Brown i, Dion
DFEE I Dion> DRE & HAFEHD (Brown> OEE % FIc AN b,

(Brown). <Dion)> &3 =D divide & #172 <onstage identities) %%
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LB ABOTEASE, TOEyT 4 Y bELEERTRE,
240 divide 81T L ¥ - 72 <onstage identity> Z#2IZE -7z Brown T
HEM PR INE T ZFOEET SR I TVEH 272, ZHIZK L T Dion
3. 7oa—2TBrown D> T EEUBFRZHORP5 b, KE2
(i S 72 Cactingd & L TV 2 Ml Id . B 43 % “a cage” D 10 “a criminal”
(315) LIBATWE, Wiz > Tk, HADRYS “acage” LI HADHEE
#3272 CHE . S “the sole doll” (333) &\ 5 &% U %, Role-playing
FLTORE L OBFRIR. Hck o TRO I CHES N5,

... she played mother and child with me for many years in that house. ..
as if god had locked her in a dark closet without any explanation. (333)

Fuo—2ZDxy T 4 >~k “that house” (“acage”™) &\»9 <stage
o A “locked” a3, FNEERL T Dion O&KEDH Brown & i
SR, ZREFRTRMEIE LS BWnb D7,

He is dressed in a gray flannel shirt, open at the neck, sneakers over
bare feet, and soiled white flannel trousers. (310)

Zhid., Pand w3, D aplay) TORDAT —YKRETH S, Brown
O social role 7% businessman 7 D23 L, Dion D Z# it artist TH 2, &
X, FOROL ETIX, BEEE2ZRY. 5% Paw RS, (Pand &
134756 Dionysus D 2 L TH 5, i, {offstage identity> Z#5H. KE%Z
S FER» S B 2 TE 2, BIZIE, Cybel DEETD &L 510,

TOEEDLI Ry T 4 7O uu— 7T, Brown M. HED
B, wEmIz w0 L, Dion i3 % 20 o BEDOFR, BHROFEABEH
+ 3, D <offstage identity) ix. 7543, Cybel DES X 31z {onstage
identity> ITHlE 3 & LTHREKL, <(actingd WEEIIL 2w,

You still want to win — a little bit —. (336)
Brown R ESEAERZDIZONT, HENDIECEZED T, £h
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JBRIRTAvY - TZ7AMIBT2, BOFRICENT WS, Tun—2
<k, “BILLY" TholcZFhid, " BZHTEERL L THUBS L L &
zid. “BROWN” x5 family name TREN TV 3, ZHlE, HEIZ k-
THRENE —DDNV—VOERE, BENE. TORBEXEZOPTHEL
3~ Z A, (onstage identity> 252 %,

ZHIOFOHSMERF, BELETR, REK LTV 4 Va7 MIRENT
Wb, =58, <offstage identity>. 2% D <soul> & L T® Brown i3,
HEMNL —NIZ X - THEZ LD {onstage identity> & L T®D <(Brown> @
{FE. Z LT <Dion> DEFNBEEEFFDTHE2DE I IFED B
%, H5%iF Dion 3. HADREIZ. “prayers for the dying” (341) 217
v, % O<Dion) DIRE IF. Margaret, Captain iZ & - T, FE{E%# - 7z Dion
LLTHRZ 5N %, ‘

Brown i&. L2 L. #&iZiX, Dion [k, ZONV—AV~ADREEEZED LS I
AN

DION. I love‘Margaret. I don’t know who my wife is. (337)
BROWN. To hell with Dion! To hell With Billy Brown! (357)

Brown i3, &RATDE: “someone” % 5D L35, LrL, BEIHEH L
WA Z kR “guilty” DR, GHT (T —DDRE) %2 TEEOHEK
w0k, HERZE BV, Brownd, <Dion) & V5 =D {onstage
identities> Z#WZFE L 7z Brown IZ Cybel i3 E&H 7 5,

They are hunting for someone » . They’ve got to absolve themselves
by finding a guilty one ! They’ve got to kill someone now, to live ! (372)

ZHTE DT <actingd OHEFLZVLD, WOHEDLOD “thel” 2RO L
JELTLEEBOREDHINE. F872, RER2MT, EEKT 5 LigEh
7= Brown I, Ok % . “The Great God Brown” (363) & \» 5 <onstage
identity>) #IMEKH 2 HT 2ERE. BVITBS £ T 3,

11| inurder this God-damned disgusting Great God Brown who stands like
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a fatted calf in the way of our health and wealth and happiness! (363)

“The Great God Brown” & w35 &E[ZH > REE. R TEICL - T,
¥ 5 TAYOFAETH B0 L I IEITN S,

... They veturn in a wmoment, carvrying the wmask of WILLIAM
BROWN, two on each side, as if they were carrying a body by the legs
and shoulders. They solemnly lay him down on the couch and stand
looking down at him. (371)

{Onstage identity> & L T® {Brown)> D32V 4 Y2 7 NVIZERRT2E ¥ —
V1. LinL., (Browm» 2L, BEOATEE LI LT5 I LiE, HHEW
IIEEFE MW “someone” 1072 B 2 TH B, #hEFE- 7 Brown IZES
DOIERS, BOFEOHHE, KIZFEEAR T, BEEOMTWIETOHS
DEF ((Brown) BREOBFRTHZE->TWVAB) WZMEH» I,

He. . . makes a gestuve as if flinging French windows open. (373)

Z Z T audience #* stage 128 % D%, “gesture” % T % Brown DETH 3,
FLTREAML»S L b RATELEAIC & > TR, ZHIXAHERIC
. “the]” 2RDZELETHZ, L L. Brown DFEEE L offstage. 7
BbhbLERE, BEDZT, Hovid, FRSNRETEZHERRICLZOH
b LR,

{Offstage identity> & L T® Brown & Dion % $£1Z3E5, {Brown> D3
A %4 Captain IR % {717 T 72w Brown O4&ET % M 47 Cybel
i, 7272 “Man!” (375) LOARER B,

CAPTAIN. (comes just into sight at left and speaks fromt without
‘lookz'ng at them —— gruffly) Well, what’s his name?

CYBEL. Man'! o

CAPTAIN. (taking a grimy notebook and an inch-long pencil from his
pocket) How d’yuh spell it ? (375)
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6 . Mother

(RE O I, O'Neill 12 & - T, éﬁ@r RS 3= o L Ty e~
HT2FRTHo7 LI ICB b3S, O'Neill i&, BAER 2 ERIZKE 210
TITbNDENERZLEARRTNB,

Why not give all future Classical revivals entirely in masks ? Hamlet,
for example. Masks would liberate this play from its present confining
states as exclusively a “star vehicle.” We would be able to see the great
drama we are now only privileged to read, to identify ourselves with the
figure of Hamlet as a symbolic projection of a fate that is in each of us,
m(slg)ead of merely watching a star giving us his version of a great acting
role.

In The Great God Brown, 1 would now make the masks symbolize more
definitely the abstract theme of the play instead of, as in the old
production, stressing the more superficial meaning that people wear

(14)
masks before other people and are mistaken by them for their masks.

COBIOWMRNT —~ 2 #HE LRRHE 200, REOMIZS H 3,
%w34%4yfoP7éﬁ<\ﬁ®$%%&%ﬁo%zwﬁné/x&w
Yy 77 musico WEDEDLREFRZHET 22,0 L7 2EREEE X
The Great God Brown \Z M % iz ¢ 5, Wainscott D9 X €Y —D
%%%ﬁ?ﬂﬁ‘é zu@%*lf’kﬁ%)i)ﬁvfofwé {onstage identity> & <off-
stage identity> DB, Zhid, ABSEETED . EVEIATW b
DTH>P, >T, ZOBITHRIIMRT 5, Brown #8 “Man” & L TR
L4, ZO D identities 2 H S B YFE B KD D, BUREN L2 B &,
Margaret & Dion O F#t/: b DAEER, COT -3, Yoo —2 L[H
CERELCEY T 4 ¥ 75> T b, Margaret 1385 & L, Billy(#
£ Brown) ORELFEILZ L £2E L,

MARGARET. But the nights now are so much colder than they used to

be. Think of it, I went in moonlight bathing in June when I was a girl.
It was so warm and beautiful in those days. (376)
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MOTHER. The nights are so much colder than they used to be ! Think
of it, I once went moonlight bathing in June when I was a girl — but
the moonlight was so warm and beautiful in those days, do you
remember. Father? (309)

FLtyT 47 IZRALEHE, I8FE MUILMRIEBENG, ThiE,
Cybel DEFAZEMN T 28 D7,

Always spring comes again bearing life! Always again! Always,
always forever again ! —— Spring again ! — life again | —— summer
and fall and death and peace again | —— (with agonized sorrow)——but
always, always, love and conception and birth and pain again —
spring bearing the intolerable chalice of life again!——(then with
agonized exultance)——bearing the glorious, blazing crown of life
again ! (She stands like an idol of Earth, hev eyes staving out over the
world.). (375)

IV¥u—r7ua—STEVERENE ZOEN, IHBELTWSEDIEEEE
Ft72 b, 5 DIk, “Father” D& #E, HTH 5 Dion & Brown i, <battle)
THATLE >, =0 “family photo” iZ. Cybel DEEFEIH S L S5 iZ, i
EHLAEHFES 25, ‘home'ThH %, ‘Home', T 7 b<onstage identity>
L <offstage identity> »38FIT 5 & Z 5, O'Neill 1Z. A& ‘home’ %K
iF7zo The Great God Brown TH, ZD LI BRETENINRENTVD L
Bz, | | -
& ‘home’ 2R OFEV 72 O'Neill TH %25, i3, ‘home’ L FERZ LI h
DEFDITIZE 5o 72, Brown id, Dion> DREEFICANDS I LK
& o T, Margaret & D‘home’%2$f& 5 &7 %, <Dion> DR % {1 7o 1
Margaret Z{EENTHRICES I T3, LLLERICYH, FErEEE2ED
Y. FIEBEE L E Lz “family photo” 2B E NS,

The SONS group around her[Margaret), as if for a family photo (351)
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ZEEdLE Lizhome' DA X —Y, Z 22 ONeill LIRS Tz
L DOWMEbN S, The Fountain @ Beatrice W RENT WS L 312,
X EICIFES & 25, “Mother” (352) & L THivrh b, “Mother” L LT
¢ Margaret iZ. “you must be worn out. Let’s go home.” (352) &. Ff
»FAREO X 51, (Diond 2T % Brown % “home” ~"ENTWI I &
4 %, Margaret 12D Tldiz >, Cybel  “Mother” (339) &L T, Dion
CEED T, ek ONell BFEDO =¥ i e LICHEET 2,

She speaks strangely in a deep, far-off voice —— and yet like a mother

talking to her little son. (339)

DION (faking off his mask, wearily comes and sits dowwn at her
[Cybel's] feet and lays his head in her lap —— with a grateful smile)
You're strong. You always give. You've given my weakness strength
to live. (336)

—(;;;%3?753\ B OHER T Dion DZEICEL  F2E < i3, Cybele CRHLEE
) THD., EBREYVTTHB, O, Dion 3EROMICEE»SFAT
b5

And He laid his hands on them and healed them. (329)

O'Neill D¥BEXBHICH T 2 HBEEE 2L &, Thid. HEOFTOHE %
BT BHREBICNT 2 CHEEE, ‘home’ DERTH 52 5, ‘Home’ & i,
M. D% Y The Great God Brown ZBIL TE 21X, {(successful actor>

b Laplayy 2T &© 5 2 & ThH b, DTz HITIE, <onstage identity>
r <{offstage identity>. T2 identities DFE 2RO, FAMER B Z L5
DETHD, TNk, <actord i, Tk <, {audience>® b F® 7z, <{soul>
¥ {society) DEIOFIET Y B 2, Dion, Brown 2MEER L & T i e d -
7> battle D7, O'Neill 28T A AL WA XD 12 HH I DINTF A
AT 2 EIETE RV, Brown b 2R Twiz (Dion> DRE ZFICANS
N, WET 2, 9~V F 4 v 7% Beyond the Horizon TlE. FOLTKE
ENTOLBOREDORE. BED The Iceman Cometh % EWRL T 5
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LI, BOEHRIV, BELEOHE, DD, HEE & L7 <offstage
identity) %2#f-7: <actingd L WITANEEIND, £OD & 95 & <acting
DFAT, <soul>DE S CHr. ‘homelZTFET 2 D725 5, {Actingdld, =
EEERHI 20T, —TTHENDETHH 5,
£
(1) O'Neill DfEf % “quest motif” 2IEWZE U 2 Abbott i&. A Touch of the Poet
Dk 357, BEO O'Neill fEF T2 illusion NEELZEWR 2> T 5 LighT 2,
Nlusion 2FD 2 & id, BRTH2ILTHSB,
“O’Neill shows us what happens when a man like Melody becomes disillusioned.
He cannot live with reality. To face his own failure would mean death, and so
he adopts another role. .. One illusion is replaced by another, ...” Anthony S.
Abbott, The Vital Lie (London . The Univ. of Alabama Pr., 1989), p. 124.
(2) Richard Hornby, Drama, Metadrama, and Perception (Lewisburg: Bucknell
Univ. Pr., 1986), p. 82.
(3) Brecht IZBF% “distancing actor” I2oWTid, RESBEDZ &,
Paul Hernadi, Interpreting Events: Tragicomedies of History on the Modern
Stage (Ithaca: Cornell Univ.‘ Pr., 1985), pp. 115-49,
Bert O. States, Great Reckonings in Little Rooms : On the Plzenomenolbgy of
Theater (Berkeley : Univ. of California Pr., 1985), pp. 119-28.
Susan Bennett, Theatre Audiences: A Theory of Production and Reception
(London : Routledge, 1990), pp. 148-74.
(4) FEHEEDZ & % Freud LT O & S0~ TW0 3,
“Originally the ego includes everything, later it detaches from itself the exter-
nal world. The ego-feeling we are aware of now is thus only a shrunken vestige
of a far more extensive feeling —— a feeling which embraced the universe.”
Sigmund Freud, Civilization and Its Discontents (1930), trans. Joan Riviere
(Garden City, N.Y.: Doubleday), p. 6.
(5) Hornby (0p. cit)DE 5 & 52, identity 2 EE Y 5 DI HENE C1IF O HHTI3 &
WTH>9,
“Theatre, in which actors take on changing roles, has, among its many other

functions, the examination of identity.” p. 70.
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(6) Eugene O'Neill, “Memoranda On Masks.” 1932 £E803 . Awmerican Spectator
w2 oERE. LTI Tw 3, Travis Bogard ed., The
Unknown O'Neill : Unpublished or Unfamiliar Writings of Eugene O’Neill
(New Haven: Yale Univ. Pr., 1988), pp. 406-11.

(7) Ronald H. Wainscott, Staging O’Neill : The Experimental Ye&rs, 1920-1934
(New Haven: Yale Univ. Pr., 1988), p. 190.

(8) Eugene O'Neill, The Great God Brown in Nine Plays (New York: The
Modern Library, 1941). AFOF[HD -y, ZOXKIZ X 3,

(9) James A.Robinson, Eugene O’Neill and Oviental Thought (Carbondale:
Southern Illinois Univ. Pr., 1982).

(10) ILFIERD, [HEEET B4 (RO 1983 4,

(11) ZBED <Dion) ORE % Fi2 AL, Dion %&b 7% LT Margaret & RIFHE LU
% Brown. {iZ. BsrD<offstage identity> 1z & D {Dion> & \» 7 {onstage identity>
2z L LEHAH LM, HiZ <Dion> ORE (Dionysus) KZFE &S,

“He [Bfown] disappears, but reappears almost immediately in the mask of
DION. He is imposing a terrible discipline on himself to avoid dancing and
laughing.” (370)

(12) Wainscott (op. cit)i%. The Great God Brown OFIHODERII2WLT, RO &
5 CHRT B, | |
“The sets of lII. 1 and IV. 1 were an odd combination of office and drafting
room. ., With the drafting room at stage right and the filing cabinet repeated

'left, but he erected an actual door unit at center next fo the drop to divide the
rooms. Since all other doors were assumed to be offstage, the addition of a door
here, especially so late in the play, was an intrusion. The setting filled the stage,
was too cramped and literal compared to the others, and seemed stylistically
out of place.” p. 197.

(13) O’Neill, “Memoranda” (op. cit.), p. 407.

(14) Ibid., p. 408.

(15) “The use of music helped to estabilsh a nostalgic mood and then reestablish
it at the conclusion of the play, thus framing the drama with a memory device
which invited the characters and audience to indulge in the past.” Wainscott

(op. cit.), p. 189.
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(16) Bulfinch IZ X #1iE Cybele ik D & S WEZES 5,
“The wife of Cronus, mother of the gods of Olympus, identified with Rhea. In
Rome she became known as the Great Mother of the Gods (Magna Deum
Mater), and was one of the most important deities of the Empire.” Thomas

Bulfinch, Bulfinch’s Mythology (New York : Avenel Books, 1979), p. 897.
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