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During his long and extrsprdinerily successful
careey ag a dramatic artist, O°'Neill came to be the celebrated
writexr of quite a good nurber of plays on the merit of which
oot only 444 he win the Nobel Prise, but which also aade him
pexhaps one of the greatest figures in the history of drsmatic
axt in the annals of theatre frow its very inceptiom uptil our
pregent times, It may be said without the least exaggeratioa
that he can be bracketted with Shakespeare snd Bemarxd Shaw as
a dramatic artist and experimentetionist, It igs of course,
true that such a fomnidable achievewment he did not sttain in
a single day, but through long years of attempts. As such,
sany ¢f his dramzs have anjoyed tremendous popularity with the
readers and the theatre-~goers. 7The result of this was thwe
very formidadle sonolith on which his reputation rests, As
with shakespeape, some of whose dramatic writings enjoy mom
popularity than the others, with O°'Neill 8lso some particular
plays written by him enjoy more popularity than the otlwrs,

We Rropose to discuss Delow & mumber of such universally populax
plays of O'Neill which have justly earmed for him the smormous -
fame and pepute that he is liks ly to smjoy ever afterwards.
There has been an attempt to fumnish below some sort of plot
summary of soms of the begt knowm, read, enjoyed and discussed



dramag of O'Nelll. Om these plays much critical discussion

has come from O'Neill’s Critice. Any resder of O'Neill will
anply undezstand that to discuss all his plays in all their
slakorate details by & sinyle pezrson is 8 verxitable impoassibility.
Therefors, we have attespted to pin cur concentration wpon the
best known drames of O'Neill that have given cise to varied
eriticm)l discussions on his dramstic art. It sy legitisstely

be sxpscted that the plot putlines of the dramas will help the
reader to follow the criticel discussions mnsds oCcoasionslly
later on, wore cooveniently and effectively.
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O'Meill started vwith ame-act plays -~ thwe first being
Reund _Bast for Copiifl wmé others tvo follow were IRIiDNS, Refold
Amskfest, Ios Zhe Sniner In. the Za0s IR jend YSYaoe long

e Ihe Bon® MMexe the Gross is Mde Ihe Moos of the Carihbees
and Ih® Droony Kif. Let us susmazies the plot of the best knowm

of his dramass, takemn togetherx, and as a whale lot,

A. JEXQMD IME MORISON (1929

His fixst full-length play wes Beyowd the Horisom (1920).
We reproduce the story of this play in the words of Alexanderx
Woolont 3 "Beycnd the HOERiRGE \Wwfolds the tragedy of & yome
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farm~born dreameyz, (Robert Mayo) whoss romantic mind and fradl
pody ysarn for the optn ses the swarming pozts of the mysterious
East, the bechoning worl¢ beyond the line of hills which shut
the acres in his hose, Dy sll that is in him he is destined for
a wanderer's life, but Fste, in a wanton mood, tethars him to
this little hill cupped farm snd watches cooly the misery and
decay this means for all this house. You mset him fizst at

this crosg-xoads of his life and see him teke the wrong tuming.
To him on the night before he is to set sall for a three yesr's
cruise arount trne world, comes love in the form of & neighbour's
daughter whom he anc all his psople had thought marked rasthex
for his brother, Blinded by the flame kindled in that movemant
of her confession, he lightly forgoes all thought of the world
beyoné the horison, plans to settle at once farm with his
jubllant bride, and watches sersnely smou¢h while his heart -
wisnched brother (Andrew) sets forth on the cruiss that was to
be his - the biuff unromsatic brother who, irxony of ironies i
8 true son of the s0il, borm to do nothing but work its fields
and sure to wither 1if uprooted,

Then you follow through the yesrs the deosy of that
household, the tragedy of the misfit. You see the waning of
love, the birth of dissppointment, the corrosion of poverty
and spite anc disease, You watch the romssce bum itself out
to am ugly cinder, You see the vomen grow drad snd dull and
sullen, and you see the mmn, wasted by the conswwption that in
snother life might have besn avoided, crawl at last out of the



hated house to di® on the rosd he should have travelled,
straining his eyes towards the hills he never crossuvd.”

Beyond the iorisog established once for all the

reputation of O'Sieil]l as a great American dramstist. This is

a realistic play. It deals grimly not only with the life of the
farmer but ends on & note of complete and unrelieved frustration,
A few wonths after this play appoared, O'leill received the
FPuiitzer Prize, the highest american Prize £0r literature, At
that time he was ac badly oif that he told his friends sfterwarda,
“"when oy wife wired me the news, i thought it weant say be some
woolen medal of other until a friend told me it was 3 thousand
dollars. Then I came to, and paid off some of my worst debts.”

Eugene O'Neill’s Beygnd the Horizapn is 3 significant
and interepticg clay. The play desexyves a plan awmong the note-
worthy achievenents: of Amarican dramatists. It is frankly and
uncompromisingly a tragedy. A happy ending would be wnthinkahle,
but C*Meill haz jone @ little way toward sm opposite e&xt yewe and
insisted on polishing off hiz play with certain tragic happenings
which are nst iite relevant to his theme,

The story concerns two farwm boys Robert and Andres,
closely ¥Knit though widely varying in typs, Robert loagsa to be
free of the grind of the farm and to £ind adventure and releass
in the far-off places. Incidentally, his health has not been

good, 20 his family agrees when he accoepts the invitation of »
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sed-faring uncle to take a long voyage around the world on a
sailing coaft, The very day before his departure he finds that
he is loved by the daughter of the neighbouring farmer. He had
thought about her romantically, but reservedly, since he believed
that she cared for his brothex. Her sudden confession that he
is the one ghe loves sweeps him off his feet momentarily, and he
decides to stay on the farm. The brother, chagrined to find
himself not favoured, takes his place on the voyage,

The ¢girl and the boy marry and he nakes a fearful usss
of faming, And he finds that he has made & megs of 11ifs as well,
for the girl discovers that, after all, it was the competent Andrew
when she loved all the time, In & bitter scene ghe upbralls him
with his weaknessg anc tells him that whén Andrew retumms he can
take to the roed if he chooses and let Andrew run the famm, On
his return, however, Andrew soon shows that he is entirely cured
of his youthful love, and in a single day he is off again to seize
a business opportunity in the Argsntine., The luckless couple
maddle along on the farm and things go f£rom bad to wrse, until
in the last act Robert dies of conpumption and finds his chmoe at
last to sacape from the little valley and ¢o to the far pleces.

Of course, the fundamsntal tragedy of the play lies
in the fste of the incompetent dresmer forced to battle with the
land for a living against every inclination and ability. His
disease anc death are entirely fortuitous and indeed they lessen
the poignancy of his fate, which would have had more force of



feay and pity if the author had left him still engaged in his
hopeless an< thankless task of keeping on and on in the dreaxy
grind, The hero is much too deliberate in dying and the last
act is further sarred by the addition of a scene which is
unnecessary anc shich cowpsls & wait at a time when the tension
is seriounsly impaired by the fall of the curtain.

O'Beill begins crudely but honestly and framkly with
a scene in which two of his characters sit dowm and tell the
audience the things they need to know but after this preliminary
soene the pl&y gathers pacs and powss and uatil the final act it
is & magnificent piecs of work, 8 play in which the happenings ave
of compelling interest and more than that, a play in which the
point of view of everyone concemed is concisely and clssrly
set forth in terms of drama, HNe had an extra-ordinarxy ability
to write true and sbaorbing dislogwe, and he 4did it atcely in
Beyond the HMorisop. His cheracters talk like real peocple and
yet the process of selection has besn 3o shrewd that there is
none of the ceadenin, dullness of the msrely literal and
photographic. The power of the play is trowendous, and there is
no sense of author's arbitrarily moving powers sbout into

implausible situationg to thrill am sudience,



B, Nilh CHRISTIE (1920)

Anna Chrigtie which was at first titled “Chris
Christophersen® beging in “Johmny - the -« Priest’s”™ vhem Chris
meats again the daughtezr whom he has long neglected., He was
convinced that it wuld be good £for her to be brought up for
inled, with rslatives. But she has been through a cycle that
began with ssduction by a son of the house and has ended with
prostitution. After an illness she has Jdecided to seek out her
father, who, easily despatching the kindly Marthy Owsn who has
lived with him gives her hospitality on the coal-barge shose
ceptain he {5, Anns rejoices in tiw quietness of ses, Chris
knowing nothing of her story, finds with har the sense of hoae
he has longed for, But one day out of the ficg there comes to
their barge the shipwrecked Mat Burke, an Icish Stoker, and
quickly there is love between him and Anna, Chris wants her to
®arxy a landgman, so that "dat Ole dawvil, Sea™ shall not afflict
hey, Anna refuses Mat's proposasl, and tells har story caly when
she loses patience with the two men, They are horrified, and go
off to get drunk, But both return, and Mat is still willing to
marxy hex, though still oppressed by the magnitude of his
disappointment, In their disillusion Mat and Chris have signed
on to wake & sea-vOyage, and find they will travel on the saae
ship., There is peace among them but it is an uneasy,
disappointed peace, Chris has lost Anna to the seay Mat, has
lodt his siwple vision of & virgin Anna; Anna makes terms with a
reality., It is splendidly ironic that Mat makes ANDA Swear,

on & cross given him by his mother, that she will slways be
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faithfal to him ad then, when she does so, he sees that the
Oath can wean nothing to him becsuse Anns is not a Cstholic.

The desparate search for a samction, for a supernatural guaraniee,
is incicative of a never fully quenchable suspicion. The play
ends with Anna trying to bring her man to simple good humour,

but the last «o0xd is with Chrig s

Chris {looking out into the night -~ lost in his sombre
preoccupltion ~ shakes his head and mutters), Jog fog Hg
all bloody time, You can’t see where you was ¢going no. Only
dat Ole Gavil, sea<She knowa ! (ihe two stare at him, From
the hagbour comes the wmuffled, mournful wail of steamerz's
uhistles) .

O'sielll, in 3 letter to George Jeap Mathan insisted
on the indeterminateness of the ending. He had thought, he said,
of calling the play Commg, “And the gea ")he said, “outside -
1ife - waits.,™ Chris and Mat will go awsy, and we &0 not know
1f ejther will come back,

O'ileil]l was fully sware of thac there was a "Theatrical®
quality in the nlay, an exaggeration of speech and action that ran
counter to actuality. He justified it by saying that *"dumb people”
of Anna's sort are Griven to “the language and gestureg of the
heroics in the novels and movies they are femiliar with.,” But it
is not Anna who strikes the most "thestrical® note here. Mat is
s simple-gtage-irishwman, genial and sbsurd and - in language
and gesture - falsa, Chris ie sonotonously, uiven to referxing
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to "dat ole davi), Ses” ané in genersl talks a stage-dialact.
In fact, Amna is the real person amongst them,

C. THE BIQEROR JOMAS (1930)

ipe _Emperor Jopeg marks & progress in 0O°'Neill's art,
In this play he discarxded any attempt at arrangement into acts,
and dealt with the theme progresaively in eight scenss. He also
defied the 014 thestrical rule against monologus and created a
moving and enthralling drama which is largely carried on by the
utterances of one character. PFox this cemtral character he
chose no usual heroy dut a Negro pullmen car porter, who had
had to leave ihe United States on accouwnt of his crimes, which
include murder, ‘1he nature of this man is established in the
£irst scene, laid in the audience chambar of the "Emperor Jones, "
on & west Indisn Island, "oot yet gelf-detemined by white
mariners,” The conversation batween Jones w has won his
imperial dignity by hia cleverness in imposing upon the natives,
and 8 low=Cagte Britigh tracey, Smithexs 1is carried oo in that
natural sanner of wvhich O0'Neill is & wmaster, Instinctive
dislike to both men comes first anc then a gradual davning of
respect for tne ability and courxage of Jones, who, single-handed
holds the islaxd in his grip., He has won his position by an
unscrupulous employment of the devices he has learned “On de
Pullman Ca’s listenin’ to be wvhite guality talk,” To these he
has added his own contribution, a skilful playing upon the
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superstitious fears of the negroes. He has taken advantage of
the fact that vhen one of his snemies shot et him the bullet
uissed fire, and he has tocld them that nothing but a ailver
bullet can kill him, when Smithers remarks that this is luck,
Jones snswers 3 "1 got brains and I uses’ em gquick, Dat aint’
luck.' But Smithers has news for him, lis time has coms; the
negroes have deserted the Eapsror. And then "from the distant
hills comes the faint gtasdy thump of 8 tom-tom low and
vibrating. it starts at a rate exactly corresponding to normal
pulse bsat - seventy twO to the minute-and continues at &
gradually accelexating zate from this point uninterruptedly to the
very en¢ of the play.” This device, not unknown to the theatgpe
has probably pever slsewhere been used s effectively, It is a
unifying force anu it accentuates the needed mood in both
character and awience, for it goes back to the primitive
expression of esoticn, the accentuated mhythm of the earxiiest
race, Jones wins our admiration by his gquick decisiocn to leave
and by his courage in goicg out by the front entranice 1 “"De
Emperor Joots leaves de way he comes, and dut black trash don't
dare stop him.,* ¥Fror the second to the seventh scent we watch
the fight of thiz Zuperos through the *brooding implacsbie
silence ¥ of the Zorest on the other side of which his safety
and the gold he has deposited in the foreign bank. In each
scene he encounters phantoms deepening in intensity and aystecy
&nd receding from the present into the prenatal stages of his
being. In scene twa, they arxe the "little foramless fears” of
his imaginstion. He dimpels them with a2 shot from his revolver,
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loaced with five lesd bullets and cne of silver which he i3
keeping for himeslf if he is caught. In soene thres, he sees
Jeff, the negro porter he had killed in a guarrel, and he talks
to hiim as he does to himseif, in the natural monologue of &
negro under the gtress of emotion, until the shot diaspels the
vision again, In scene four, the murder of the white coavict
guasrd is re-senacted, anmd agin the tension is inCreased,

Tattersd and worn s stumbles in the fifth scoene, to a clearing
whers he gees the vision of a slave suction in the fifties, and
is himgelf s0lc ss 8 slave, Then comes the apparition of the
slave ship, with the negroes'® sglow rhythmic motion like the roll
0f a vesasl which hs is forced to join., The ssventh scene takes
him back to congo, to a dance of gacrifioe and death, led by the
witch Doctor, who after rsiaing the pitch of the scene to an
slwmost unbearable note in intemasity, summons the crooodile god
from the river, and motions Jonss t0 become the needed sacrifice,
Jones has been hypnotised but he calls on the Lord anc thinks of
his one remsining silver bullet, He ghoots the crocodile

snd fall on the ground,

For the last scene we retuyrn to the edge of the forest
whexs Jones had entered it. The negroes have sluply waited forx
him knowing he would make a circle in the wovds. The ton-ton
béats renvIselessly and in the conversation Detween Lem, their
leadeyr, and saithe:rs, we learn that they have moulded silver
bullets to bresk the Charme Four shots are heapd ané the body

of the Emperor is brought in., Smithers has already proncunced
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his funeral cration s+ "K's & better man than the lot of you
put together, L'ategs the sigh of him but 1'1]1 say that for

¢ 1'.I

It is 2 fine thing for the draaatic axt when a creative
mastes shatters its c.oventions and thareby makes for fresdom.
O'Neill went back to a fraer formy he defied the ordinary rules
of technique, dut he did not violate the fundemental ilszws of
Cramke He kept the undty oi time. H= violated the uunity of
pisce, kut he sukgtituted 1t oy a higher unity-that of impression,
Ths Swperor Joneg is 3 drama of huaman feary the smotion of tesror
i & binding force zhat fuses the scanes inco an unHigeloakds
plicture of & nurss soul fighting his own ¢vil dasds, the cruel
fate of hie forefathorg, the ignorance of centurlés. Varietly, too,
18, secired Uy iz varyia; shadég in the incensity of werzor and
hem fn iles ihe orfiginality of the vhele condeption @f the play.

The kup@ror Joneg made O'Meill’s position gecure.
After 1ts run or Hscdougal Street, it want uptowm and was taken
on tour. The& chief role hags besn interpreted by negroes like
Rutherfoxé Mayul: in Dublin, it never failled to impoess an
sudiience, For notwithatsdiing the crimes of the Eaperor there
is something zoyal in his nature, sooething pitiful in his hopeless
strugyle against fate, which elicits oux sympathy.

Varilous critics hawe occasiondlly coumented on certain
similarivies in the works of Eugens O0'Beill and the Gerwan
dsamatist, Coorge Kajiser, Some have sssumed or st least izplied

thet ihe Euperor Joudy was influenced by From Mog to Nidnisht
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(von moxoens lies mittermachta) 3 Othexs simply accepted
O'Neill’s denial that he had known Xaiser's wozk prior to the
Newyork production of From Moy to Midpight im 1922 which he
sttended after he had already completed The Rwperor Joneg and
Ihe Halry Ape (a direct descendant of Jomes). 0O'Neill even
maintained that ihe Expesor Jones was writtem long before he
had ¢ver heard of Expressionism,

A brief susmary of Ihe Egperor Joneg sod s Momp tg
Midnight reveals certain extemal similarities. In Kaiser's play

a self=deluded cashier in s snall Germen city absconds with a
large sumg of money and rushes off in a framtic search for a new
1ife, In a stale of wild inganity he throws off all inhibitions
of civilized man, the cigtorted visions of his subconscious am
projected on the stage., His attempt to find something of value
for which t0o exchange his fortune and his life ends in suicide,
On the other hand, in the American play Ihe Empexpr Jopeg the
black Brutus Jones, an expell man porter, murderer and escaped
convict, exploits the superstitious natives on an island in the
Wast Indies, He faces & rebellion and has to Cross the islmmd
jungle to escape to safety., The steady drusbeat of his pursusrs
produces in his distraught mind various hallucinations and his
past appears beforme him in s series of dreamlikes scenes, Unable
to free himself from the power of these spparitions, he is
finally killed by the natives who have been waiting for him,

However, in both the plays as quoted above, othervise
ordinsry humen beings, & mi&ile-aged cashier and a pullmmm porter,
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become emperors anc esch in his o way strives for self-ful £il-
ment in sn artificial exaltation. Both, however, have coms to
termms with themselves when the ocutwerd glozy fades s Jones as

the visions of the past close in an inn in the jungle; the cashier
as he askes his coniysion in the salvation Army Hall. Yet there
is & difference, Jonss is merely & victim who is hunted down

by his past., In contrast, the cashier remains the pursuer until
the end,

0'Beill begen writing The Swpezor Jondg in the middle
of Septembey, and completed it on October 2, 1920, It is
conceivable that O'Relll prior to the writing of that play nidght
have had access to Dukes's translation of Jrog Moxn %o Midpicht.
The Garman e&dition of the play had appeared four years eariier
(31918), but there is little evidence that the American playwright
kpew enough Gernan to oead the originsl, It is wmore probable that
he heard a great desl about the Garman dramatist and his work
in his frequent gstherings with fellow artists, ior the striking
stage innovations and new pleys 0f Post-war Germany ware much
discussed by the citcle of friends around O'Neill.

The principal means of characterisstion in the plays of
O'Neill (of this period) is the interior monologue of greatest
interest, perhaps 1is fts structuze in Ihe Emperor Joneg for
it provides sn undegstanding of the wain principles of this kind
of monologue ir 0°Neill's drsms-principles the playwright was
to use in all the later works. As 8 matter of fact, the whole play
except the opening scene, which is an extensive exposition and its
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£inal episode (an epllogue) - unfolds as 8 continuous interjor
monoclogue of the protagonist who declared himgelf the empSror
of an island and 1ater tried to sacape the punishuent that the
islanders who redelled had in store for him, Its consecutive
episodes represent stages of disintegration of Jones® conscious-
ness. Though the core of the play's action is precisely the
attempt to esgcmps it, his jmner voice convintes Jonss that the
revenge for the cCruelty with which he ruled over the island is
inevitable, This arouses Jones's fsar, enhanced by expectation
of pubti hment for crimes he had committed sarlier, Ihe inberx
congciousness of his own, guilt turns his escape into a race
inside the vicious cixcle, at the end of which the day of
reckoning awaits him,

The Amsrican playwzight, O'Neill was occupied with his
"Expressionistic® plays he sesns to have been concemed that his
critics aight throw some doubt on his originality. He volced
his differsnoes with the Germman Rapressionists on the matter of
charzacterization, he believed that drematic characters had to
have gome individual identity aad their action should at least
partially be explained in termms of this identity. Yet it is
difficult to £iné much charscterization in the stokers or the
figures on Fifth Avenue or even in Yank himself. Brutus Jones
and Reuben Light are symbols rather than wmen, Mildred Douglas in
The Hairy Ape, the cockmey trader sSwithers in Ihs Bwpernr Jonep
and the ainor roles in Pyngmg are types rather than fully developed
chaxacters. Another reason for O'Meill’s reluctancs to sckuowledge



Kaiser’s isportsnce for his work mey well hsve besn his admire-
tion for the Swedish playwright, August Strindberg whose writings
he praised frequently and publically and whose "Supermaturalisw®
he spprecisted highly.

D. IME HAIRY APE (1932)

A far wore important pley of 1922, The Halry Ape wes
immediately termed expressionistic, although O'Neill denied aumy
direct influence from the expressionism of Germen writers like
Katser, whooe NoIn to Midnight was offered in Mew York the same
year. Expressionisw may be defined in gimple terms as an attempt
to portray inner reality in non-realistic terms by the use of
abstraction, syubols and distortion, This wmethod, "The
shorthand of expregsionise®™, as Kenneth Macgown called {t, was
an excellent medium for satire and socisl comment and at the same
time offered sn excellent opportumnity for imaginative stage
designs and production. It was employed more affectively by
other American dramatists snd wore thoroughly by O'Neill himsel £
in The grest God Broyp and later plays. The Hsily Aug, tolerably
cleazr in its symboliam relates in a series of short scenes the
story of 8 man who {in the world of O'Meill) loeses his old
harmony with nature., Yank, & stoker on s translantic liner, has
always gloried in his work and in his brute sgtrength until he is
startled and infuriasted when Mildred Douglas, the spoiled daughter
of a millionaire, visits the stoke-hold. Lriven to thought and



unable to rationslise his place in the scheme of things. Yank
is obsessed by the ides that he “dossn’t delong.” He is
clapped into jei)l for sterting & riot on Fifth Avenus, and he
is even thrown out of the l.W.W. as aa unwelcowe int rader,
Finally he attempts to shake hands with a gorilla at the Zoo
but is ¢crushed o death by the animsl,

2he Hajxy Age (1922) takes a further step into
expressionism both in technique and in its disgust at modern
humsnity, The lower classes in it are hairy apes the upper
classes were aagionettes, Like Toller and kaisex, O°'Meill finds
no glory in industrial labour but, unlike them, he cannot see a
way back to nature., Yank, the harg, is a stoker whic does not
feel that he "belongs™ asnywhere in modern society. He endg by
envying the gorila iu the 200, «y is unable to think ad is
content with what he is, He opens the door of the cage and i»s
hugged to death by the animal, which then (only an O'Neill ape
could sct with such proper symboliss) throws his body into the
cage, closes the éoor and shuffles off, °‘And perhaps the Hairy
Ape at last belongs' is 0'Neill’s f4nsl comeent,

It is hapé to believe that sven in his bicakest moments
O'lleill meant .he full implications of this story. It gives,
instead, the impression that his sylboligm has run awhy with him,
Early in the play Yank's fury sand self doubt are first amouged
whea & beautiful, zich woman describes him as & *hairy ape, '
and the end is wegely this idea carried vo its logical comclusion,
cegardless of any sort of reslity. There is evicence of similar
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ewmpty intellectuslism throughout the play, Yank, for instance,
is frequently discovered in the position of Rodin's The T .
This is sn example of the type of theatrical ashort-hapd which
O'NMeill was later o use extangively in the form of psychological
catch-phrases; but at least it has to begin with, a clear and
ironical meaming since Yank's trpoubles started vhen he tried
to think sbout himgelf, Nut then to oae's amazemmt, one
discovers the gorilla in the Zoo in the ssee position, whereas
the whole symbolic point about this cresture is that he does not
think (Yank says this), but merely belongs. The wsaming of the
Rodin theme troubles to the ground,

The production of The Hailry Ape proceedad without Jig
cook,. O'Neill was soon involved in a new controversy, because
sows critics interpreted the play in & manner he never intended,
The audience could not overlook the fect that this plsy repressnted
ah ynususl treatment of the evolution theory 3 Yank's obpessive
seazch for the plsce in which he belongs leads him to gorilla's
cage, At first Tank seems convincing in his strength, his
healthy animsl physique, his brutal sd successful clais to
lesiership of the other stokers. But his zize and self confidence
are not what they seem, His philosopby is that man like him
have mastered the world because they control machines and thus
keep the world rumming but it is reiterated so often that it
looses all credibility for an sudience of non-stokers. It is
one of the lies 1ived by many of O'Neill's characters mnd it
collapses within seconds when Mildred Douglas, the daughter of
a steel magnate, 3ppears in the story stokehold, unreal in her
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wvhite dress, and faints at the sight of Yank., black with cosl
dust and dripping with svest,

Everything Yank believes is shattered, and his anger
drives hin to Hew York, to show Fifth Avenue society who belongs
and who doesn’t, But he cannot make contact with Fifth Avenus
society., Tn2ir anonymous faces pass by like masks; these people
sre as incomprenensible to him in their invuinerability as
spineless ruktber puppets. The scene prepents a situstion typical
of Germer kxpresglonist drama of the first two Jdecades of the
twentieth centugy. The alienation of the osntral figure in a
dshunaniz<qd, hostile wrld, Yank'’s fear of not belonging drives
him on, anc he triesg to enlist the help of the Industrial workers
of the worléd. 7They can not uncerstand him and throw him out. In
the final scene, as he wanders through the 200, he tries to
communicate with a2 caged gorilla, Yank sees in the goxilla »
kindred spirit -~ an unwanted uncultured brute 31 "Ain’t we both
meubers of Co seame club-de Hailry Apes?® yet vhen he frees the
gorille, he is killed by his fellow "ha.t_:y ape,” Yank's
self-regpect ancd sense of jdentity had besn oblitersted by
his exposurz to Mildred, s mewber of a cultured elite, to which
Ysnk could never bflong. But neither does he beleng on the
snimal level of cxistonce, free from comscience, self-ayarensss,
social distinction, mnd feelings of infericrity., Just as he
longed for acosptance in the humen world, he now lougs for the
same in the naive innocence of the anims]l world., He is caught

between the two xrids awvere of hoth, but belonging to neither,
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*I sin't on oith and I ain't in hesven, et we? 1'm in de middle
tryin' to sepearate ‘em takin®’ all de woist punches from bot'
of'em, My Dbe det's what dey call hell, huh?" Yank bscomes a
sysbol of the husan condition 1 the fusion ¢f human anc subhuman,
alone in an eastrxanged world of indifferencs,

Ihe Hairy Aps had been received with reserved applause
but es with Agne ghrigtie seversl critics, among thewm Heywood
Broun, nisintemrgeted it and oistook the nlay for prondganda for
the Industriel mmﬁ >f the world, Once again N'Neill felt
obliged to angwer his critices pointing out that The Haigy Ape
wag propaszznda only in ‘he genga that it gymbolised man®s loas
of hir 21< harmon:, with natuze, “The gtruggle used to be with
the gode®, Lo zals "hut 15 now with hims~lf ris owr past, his
sttempt to belong? 1

Inevitably souwe critics accused him of plagiarism or
pointed to the influmnce of other writers. ZIhe HaliIy MO8 wes
said to show sn undeniable parallel with G. Xaiges's
The Coral anc with the gag trilogy as a whole; and indeed
the confrontation md contrasting of rich and poor in the thirpd
act of The Hairy Ape is very similar to that in the Second act
of Ihe Gopale As has been pointed ocut O'Neill was familiarx
with Xaiser's plays but whether the similarities are accidemtal
or not, the two writers were dealing with Quite different
problems. Yasok, the central figure in The Mairy Apg (iike
Reuben Light in the later Dyngmo), is not a victim of the machin®

1 Hoxst Fres *ﬂc_g_'ggu], Zrederick Ungar Publishing Co.s v v
1871, p. 40,
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like the factory hands in 99g3. He is not a repressntative of
the working classy he stands £for san who in losing his relation=-

ship to God has lost his senge of belonging,

2he Halry ADS continued its run at the plymouth
Theater after a change of cast (first production on 17 April
1922), Mazry Blalx, who cCreated the role of Mildred Douglas,
was replaced by Carxlotta Maatezsy, O'Neill's encounters with
this besutiful actress were brief and not particularly frieadly,
He returned to provincetown soon after the opening little
suspecting the role she was to play in his life,

This is the play in which s negro marries a white girl
and is unhappy. O°'Neill has taken 8 thewe and illustrated it
with seven gcines depicting as many stages in the progoess of the
miscegenetic romance, "All God's Chillum® is exposition rather
than drama most of the time, It has its drasstic womants in
the second act, bhut O'Neill osts be heard explaining snd expounding
throughout the evening, It is sharp and perctinent soalysis of
the question of inter-miirriage between whites and blacks, its
psychology 18 good, Aif palpable; it is mors didactic than
O'Neill has ever before atteaopted to be,
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Hegro and white children play on the streets in the
first sosne, and there is no race prejudice to be discovered
in their attitudes towvard sach other. Two of them aze seen
growing up in the following scenes 8 coloured boy and a white
girl, and prejudice grows along with a sharp consciousness of
it in the zinds o0f the two., The girl is a wrthless gir), the
boy an ambitious youth, she is cast aside by a prise~fighter and,
being alone in the world, is grateful to the negro for his
adoration and marries him in orxder to have some ons to love
her sincerely. But she is white and he black, and neither they
nor those they live among can forget it. Furthermorte, she cannot
bliné hergelf to the fact that, save for her colour, which gives
her a senss of superiority, she is inferior to him, S0 all his
ambitions to grow into a wman of importance are thoms to her
and ghe thwarts them as best she can. He tries to pass an
examination that will admit him to the Bar snd she gloats when
he fails. By this time she has lost her ganity amd, little
shallow gooé-for-nothing that she is, she brings the play to
& close by shrieking at him the word "Migger.” That, to her
mind, sums up her feeling toward him degpite the fact that she
loves him and is grateful.

Basber Gagcoigne thinks that the play is about the way
the racial problem cppresses a mixed couple, the wife white
and the hugband black, until she is driven insane and drags
him back to & state resembling childhood « the only level on

which they had ever been a:tle properly to wmeet. Some of the
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scenes take place on the comer between a white street and a
negro street, The New York set had on one side houses drawm
with them black background, In the photograph this locks both
magni ficent .and significant, but the actors are hardly distin-
guishable in front of {t. The people have been loast in the idea.

F. DESIRE R_THE 2

The next important play of O’Neill is [egsire yndex the
klmg, which marked the highest point of nis development as &

tragic writer. Giving the story of this play, Percy Hammond
says that it is in 1850 on a New England farm and old Ephraim
cabot, as long as his hostile acres is bringing home a bride
his third, 1w s0ns by his first wife, foresesing their
inherxitance, start for the gold fields of Califomia, leaving
Eben their handsome stepbrother to face his new mother., She
is an 010 Kew Englender, a combination of hot blood ki cpld
heasrt, Casting h®r inscrutable eyes on Xben's pleasing pe rson,
she devises a means to be happy though married,

Alded Dy her step-son’s hatred for nis grim father,
she seduces the boy, and as a consequence of that misbehsviour
has & child by him, Later in the play, when life, as O*NMeill
seesg it, dowmes to Srips with life, she murders the babe,
thinking to please the irresolute Eben, The action at first
horrifies him, anc he gives her upto the congtables. However,
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Eben tells the gheriff that he, too, is rfesponsible and will
share the punishment, ror cmce Ephraim is fmpressed,

This latest blow has discouraged the old mmm, and
he decides to abandon the unrewarding life and join his other
sons in California, He looks for his hoarded money, but that,
of course, is gone., Bitterly confirmed . in his belief that
man was oot meant for a life of ease, he consoles himegelf with

his new concludion that, like God, man was meant to be lonely,

“he origins of pegire Undey the Elgg stretch to
Ruripides’ {ippolytys the tragedy of phasdra's doomed love for

her stepson. 7The wmurder of the baby has parallels Euripides' Mudea.
Like his great Grek predscessor, O‘Neill sees in the story the
digasters wrought by uncéatrolled passions, but he brings to his
play an awarensss of modern psichology and 8 preoccupation with

the American conflict between two gods,

Euripides bases his tragedy on a struggle between
Aphrodite and Artewmis g¢goddesses of love and chastity., 0O'Melll
turmns to Freud for his explanstions. Abbie*s love for Ehem is
an unstable nixture of maternal protectiveness and unrestrained
sexaelity, anc the latter wins out and in the murder of the baby
28 well as in the seduction of Eben. The youngman ig almost &
textbook demonstration of the Oedipus complex., He is compating
with his father for his mother's love and for masculine
dominance, After a night with Men, he retums triumphantly to
announce that she is his no longer his fsther's when AbbiZ>
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seduces him, it i{s in his mother's Parlor while, she plays
the mother's role, Hope for his father's desth rums in Eben‘s
mind throughout the play. Oaly when he can sccept his
relationghip with Abbie as a nutusl love can be aleo accept
soue regponsibility for hia actions,

While these psychological elements were strikingly
novel when the play appeared in 1924, they now seen less
significant than the contrast between Ephraim’s puritanical,

014 Testament philosophy and the lovers' discovery of a less
abrasive belicf, ‘‘he play owes much of its powsr to the unresolved
tension between ihe playwright's assertion that Eben and Abbie are
redeanmed and transfigured by love and self-pacrifice, and his
allegance to Ephrain's grimmer view that the world is a harsh and
lonely place, Though kben is meant to be the tragic herm who is
more l1ikely to be remembered as he stanchil] goas about remaking
his world, bereft of wife or child orx hope. 8Similar ironies
surmound the dramatizat ion of other desires, for property,

for security, for pescs. In esdh instance, the ending points
toward a rejection of worldly, masterisl greed and to an uplifting
spiritual view while the dark tone of the play as s whole throws

doubt am optimistic conclusions.

Pegire Under the Elmg is the most enduring of O'Neill’s
non-autobiographical plsys. The struggle with the father is a

pattern borrowed from the suthor'®s own life, appearing in play
after play, risin, to the surface most honestly in jong Day's

Joyrmey into night, #rom the start Deglre Upder the Elmg was
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described as 30rdid and sensational, condesmed for its crude and
clumgy plot mapsuverings and dully repetitious dialogue, and
ridiculed as & sophomorxit attempt to give tragic stature to
lumpish besgtisl characters. Yet it has never failed to grip
sudiences, =nd more than forty years of disparagement have left
it unmanaged, Begpite, or perhaps because of all crudities,
O°'Reill somshow cresated a dramatic mstaphor that is for greater
than the sum of its pusgts. 7The peraistence of Critical
diacussion is itself a sign of the Play’s vitality, My

of the author’s works that raised fewer c¢ritical problems have
been nearly forgotten, Another sign of jts vitality is the
eagerness with which performers approach the three major roles,
for each is profoundly challenging and satisfying,

The fusion of the archetype with the particular,
unsuccessfully attempted in yglded is splendidly achieved

ip Pegiye Under the Elmg, Here we have the senss of place that
O'Neill conveyed in the &.5. Glencarin plays and in Beyond the

Horpizop anc Apha Chr.gtis, but for more vividly and intimstely
than before; we have characters whose past is as complicated as
Anna'’g or as Michael's and Rlesnor’s in gelded but the new

figures come fully alive unhindred by the sensge of 8 thestrical
stereotype; and we have also 38 rigomus economy ani the ides of

a recurrent pattern in humen relationships.

The settin, is a farm in Rew kngland in 1850 The

Exterior is always visible and upto four rooms of the interior
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can be simultanecusly displeyed. Thus the alterxation between
interior and exterior that marked Beyond the Morisop is replaced
by 8 comtinuing duality throughout the action ! we are consclous
both of the domestic lives of the characters axkd of the farm
which is the framework of their lives and a consuming object of
their desire. The notion of 4 frame is visually repreasated by
the overhanging trues s

" Two encimous elms are on each side of the houss. They
bend their trailing branches down over the roof -~ they appear to
protect and at the same time subdue; there is & sinister matemity
in their agpect a crushing jealous absorption, when the wind
doeg not ktep them agtir, they develop from their intimate contact
with the life of wan in the house an appsling humaneness. They
broad appressively over the house, thaey are like exhausted women
zegting their sagging brsasts snd hands and hair on its rof, and
when it rains their teazrs trickle down monotonously and rot on

the shingles.'

Bt it is not merely nature and 8 particular story
farmland that is thus sysbolized : the msternal trees repragent
also the secret dominance of the famale in the action; the desd
second wife of Ephraim cabot, worked to exhsustion by her husband,
is yet powerful, in the life of her son Ebeny Ephraim's third
wife Abbie is stiong enough to Sestroy Bphraim and Eben and the
child that is oom ¢o Kben and herself. In this respect

Resire Uncer the Elmg has the kind of geperalising quality that
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O'Neill had cultivated in the exprassionist plays, and thig is
reinforced by the echoes of the Hipoolytug the Qedipys Rex

and the Madeg s Abbie is her stepson’s seducer and the murderers
of her childy; Eben's love for Abbie is in part & love for the
mother whoas place ghe has taken,

when the play begins, Ephraim aged ssventy-five, has
been gone from the farm for tw months. His three sons - &imson
and Peterx by his first wife and Ebss by his Seconé «~ have long
known bis tyramny, as he has forced then t0 wrik alongaide him
in making an efficient farm from stony soil. BEben is full of
hatred as he longs to take reveage for his mother's family had
a clais when the news is brought that Ephraim has married again
and that he and the ney wife will arrive goon, Kben persuades his
half<brothers to sign a paper oelinquishing to him their eventual
shares in the farm, and pays them for this with three hundred
dollars belongiang to Ephrsim, whoss hiding-place in t he house Eben
knew from his mother, &imcon and Peter set out for the gold-fislds
of Califomis, exchanging final words of abuse with their father
as he arrives at ths moment of their going. The stage ig thus
cleared for the multiple oppositions of Ephraim Edben and the
new wife Abbis. Shoe is aged thirty five; she is pretty; she has
married Ephraim for security. She will be amistress of a farm-
~houss, not simply during Ephraim's remaining yesrs, but for the
rest of her 1ife, There ia O'Neill makes plain a stiong
determination in her 3 "Abbie is thirtyfive, buxom £full of
vitality. Her round face is pretty, but merred by its rather
gross sensuslity. There is strength and cobgtinacy in her jaw a
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hapd determinacion in her eyes and about her whole parsonality
the samt ungsttled, untasmed, cespizate Juality which is 30
apparsnt i{n Eben.”

Abbie wighes to egtadlish good relations with Rben,
for she wants to dominste the housahold and not to risk losing
the farm vhan Ephrais diss, but socon she has a further motive
for attempting to cure Eben of his resantment that ghe hag taken
his mother’a nlesce, Ephrsim will leéave the fare to her if she
gives him & son, So she determines to have a son, and Eben must
be 1tz festher, DIPut the pursuit of Eben that she engagss in is not
simply caueed by her desire for security., &She has strong sexual
faelings, and the voung Fben arouses them, And she is teh yesass
clder than Eben, she has taken his mother’s place in the house 3
there s in her attitude to hin a manifestation of the matemal
element in her which was thwarted when heér child died, This
three-gtrinded web of desire is further complicated by the slow
development in his of 3 "normal” love of a woman for a man. Slowly
she bresks down Eben’s resistesce, and they become lovers in the
parlour vhich wes Bben’s mother's special room sndé which has not
been used sinCe her desth. 1In this setting Eben thinks of and
sorrows for, his mother, Abbie asserts that his mother blesses
their union, and this is no pretence : in his wmother’s room this
"new MW" can identify herself with the dead woman, can love this
lost son as & rother would, cas love him too, as 8 lover,

After their night together, EXben lemves Abbie and meets
his father, whoever ill at eass in the houss -~ has been sleeping
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EREN.coceacaiBBlysencescnces Y Dottar get t* woIk,
CAROT ., coeae (Grimly amuged), ALX ...

Youw Yossin’® me, ye calf ?

EBXM......{Deginning to laugh), Ah-eh !

1'm Dossin' yow ? Ha-ha«ha? sse how ye 1like it? Ha- ha- be 2
1'm the prize rooster 0' this r00st... Ha-ha-ha? (He goes off
toward the bara laughingl.

We have geen that the schievemant of a2 satisfactory
drzmatic dislogue was something that 4id not come eagily to
C*Neill, He could rum into inflated platitude ss sarly ss
Servitude; it was still with him in yglded. The cockmey lenguage
¢f the trsder Smithers in Ihe Empepor Joneg is altogether inert
ané 1is a sericus blemigh on the play. The speach of Jones there
qné of Yank in Ihe Heizy Ape is only acceptable as an econcmical
symdol of semi articulateness in @ type-character ; these plays
are not givan any nergy through the woRis spoken. ' Above all, we
have found O*Heill incapuble of even versimilitude in middle~class
lenguage, 3as in Ihe Pirsy Nep and yelded, In pesile Upder the
Rlmp he neecded a spesch that was fitting for the complex and
powarfully imagined characters, 8 speech that would not galnsay
the vitality of the earth that the charactexs came from and
wregtled with, And indeed the play is successful here as in
SO mEny other plasys. He went to 2 remote farm-land 3 3 sense of

difference from the lmguage of the twentieth century town was



scceptable. and he used characters from whom wokis would not
come fluently, wio would rely on gesture and truncated utterance
to convey thair wents and direct ;Lwa."z

G. IHE GREAT QOD SROWM (1926)

with The Gpest dod Brow) produced on Januery 23,
1926, at the Gresnwich village thestre, symbolism became triusphant,

In the concrete nlay, there are four characters s Dion Anthony,
an artist, Billy Brown, s sucosssful architect and builder,
Margaret Anthony, the wife of Dion, whom Billy has slways loved,
and cybel, & prostitute, From the beginning of the play, at the
dance after thair graduation fyom school, Dion wears & magk, that
of g handgow® mocking sensuslist to conoceal his real naturs, too,
senaitive to ptand the misunderstanding of the world. Nargazet
lovesg him as his gk zeveals hin the poet and brillimat dpsamer,
and she, without ever umderstanding him Dbears him children,
mothers him and protects his reputetion from the world, 8She
evan pmetendsg to herself that he does not visit cybel, the
proatitute, She is loysl, a&as Dion says, to her vemity. Cybel
s¢ag Dion without his mask; she takeg off hers in his preasence,
and their scenes together contain some of the most striking lines
in the play such &8s her wonds to him "(8tooking his hair

2 Clifforo lLeech s Wm Grove Press, Inc.,
New York, 1963, pu>0.
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maternslly) You were boIn with ghosts in your eyes #nd you
were brave enougli tc go looking into your own <dark and you got
afreid,” But oven more poverful is the scene in which Dion
reveals tc Brown his inner nature., “I've besn life's lover !
I've fulfilled her will and 1f ghe's through with me now it's
only because 1 was too weak to dominate her in tum. It is n't
enough to be her creatumm, you've got tc create her orf she

requests you to destsoy yourself.*

It is the cxy of the creative artist again, and the
bitter wils with which Dion tells Brown that life has yreally
passed him by, thcugh the world thinks him a success, e
terzible Ln their truth, Dion dies leaving Brown his wask,
Brown: takes it apd Margaret thinks he is Dion. It i3 & revenge
whiich no one but O*Relll would have conceived, The struggle
between the 2ual natures in BErown now tears him in pleces ss it
has remded Dion, «ith one mask on he is Brown the successful
arthitect, Iat hasgd pregsed by the loss of Dion who has besn
the genlus >f the firm » With the other mask on he is Dion, “in
paradise by proxy *, pursued by God ané by himself, till hé can
stand the torture nc longer and welcowes the shot of the police
who believe ho is the mutderer of Brown, Cybsl comez Lo wam
him of the pufsuit ac he ¢ies in her soma. "1 don't want
justioe * he begs s "X want love.* “There is only love ¥, she
answers, An? after Brown has died with the ®"our Father who Art®

uporn his lips she durstg forthwith the requies

*Always spring comes aging besring 1ifel Always agein

Alvays always forever again ! —Spring ! —life again $ —Summer
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and fall snd death an¢ peace again ! - (with agonized sorrow) --
but always, always, love and conoeption and birth anc pain
again - spring bearing the intolerable chalice of life again !
{than with agonized exultance) - besring the glorious lasing
crown of life again ! (She stands like an idol of Barth, her
esyes staring out over the world,*

It is this speech and the heazxt -~ broken cry of
KNargapet, *My iover, wy husband and my hoy:“‘ that resain most
vividly from the performance of the play. Motwithatanding the
novelty of the meske the awiience quickly respondsd to their
symbolism and the concrets tragedy, with its final note of
exaltation, held the theatre spelli-bound for months.*

Cosment ing on the The Great God Browp J.W.Krutch says
that this play should have rewmoVed any lingering doubt of the
fact that 0'seill’s conCern was not with either the litemml
accidents of contemporsrxy 1ife or the local problems of our day,
Aerxe the use of maske emphasised that the dramatic pesronal were
not to be taken as simnle individuals and the contewporary aspects
of the struqgle between a genius md @ *sucomas’, were sudordinited
to the sysbolic presentation of an ctemal story of aspirstions
and frustratiom. Despite the suthor's own published explenation,
it rswmains the most puzsling of a))l his plays, hut in the
hal f-degpairing half-exultant cry of its hem, “Ive loved,
lusted, won anc lost, sung and wept ®,is sugoested O'Neill's
contzal theme - the effort to transform into some peace-giving
beauty the crude and obvious fact that life is vivid and restless
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that it ia, He is concemed with the effort to et beyond
that f.ﬂt.

Ou the surface, 1he great God Browy is a tragedy of
lJove, Billy Brown loves Margarst. 35he, however, loves Dion

Anthony, and marcries him, It is Mr, O'NMeill's contention that
she loves nol the resl Dion Anthony, & sensitive, bruised being
but a distorted imasge of Dion, 8 mocking oynical surfaoe
appearsnce renresented by Dion's magk. Beyond these simple facts,
the subetance of The Grest Jod Brown rests within the various
personslities that come and go by clapping on or remwving the
magks. Only one of these pnersonalities remains virtually cunsgtant
the megk of Dion that Margaret marries, and that ghe lovezr even
when ultimately Billy Brown wears 41t once {n the pmlogue Dion
rempves it in thw ecstasy of passion; but Margeret rzodils. She
does not recognisze him not trust him again until he weexe the
sppsarance to which she is attached, mce long after their
marriags Dion reveals his true self to her hungrily. Bt
Margaret draws back affrichted. She never spees him unmagked
agsin. Only » prostitute, the symbol of Mother Earth, 3ees Dicn
unmagked an<d keeps unmasgked hersgelf in his presence,

in the larger sphers of form The Ggegt God Broyg is @
woxk of azxt, with & beginning a midcle and an snd, with character

developaent, and with a penetrsting criticism of 1ife, BY
predicting the tragedy with 8 prologue that introduces the parents
of the main characters, and by sppending to it an epilogue that



87

Ieveals Margaret as 4 middle~aged womsa and her three boys now
growss to maturxity, Mr, O'Neill gives his play the sweep of
universality and the continuity of successive gsmerstions. Nor
is the play iteelf the chronicle of three individualas. In the
concluding act, when Billy Brown has breathed his last, an
investigating poliCeman demands the victim's nams, “Map™, says
cybel conclusively, And "How d'yah spell it 2" the policessn
demands as the finzl words cf the play, For M, 0'Neill does
not write in one key, In the dialogue, asr well as in the
characterization, he modulates his theme frwely, From passages
of winged poetry he shifts quickly to mordant irony: from the
abstract he nasses to the Concrete without missing & baest, And
the implications of The Great God Brown carry us far afield aong
the cruelest uncertainties of a pleading skepticel mind, Obscure

or clear, ihe Grest God Brown is packed with memprable substance,

He LARARUS LAUGMED (1927
in his next play Lezaypys jauchet, U'Neiil gave &u

expression i his philcsophy of life anc desth. Cuwaseiing on
this play B.H.Clark nas cbgerved in the book, Rygeue C'HKejll -
the idn ang ojs Claxs that LIZarum Leughed ls fixst of all tw
expositiczn ¢f a philosophy of lite and death, derc we a9
concemmed Tore with the idce than witn the characters. Lazarus
has risen from the tomd and after Jesus Geparted he bogan to
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from that tise on, preaching his doctrine that ‘Desth is the
fear between,’ The chorus chant ¢

Laugh ¢ Laugh
There is only life !
There is only laughter ?

Fear is no moom !

Death 1is dead,

Fortified by his faith, Lasarus fears nothing as he
tests its validity by setting himself against those who fear
life in fearing death, He evean attempts to convert the Emperor
Tiberxius. The materialistic Philosophy of the Roman cannot resist
ecstatic Lazarus, anc even though Tiberius oxders him killed,
the prophet of eternal 1ife is triumphamt, At the smd Caliguls,
the scoffer, the cegenerate heir of Tiberius is alsost won over
to the new faith, aad ss the curtain falls, he cries ocut *Pool!l
Mmdam ! Forgive me, Lazarus ! °

L223gys Leughed is & hymn to life, & cry of triumph
shouted in the face of those Christians who 100Kk upon existencs

88 & vale of Sears, the petty cgotista who expect an ever-lasting
happiness in heaven because they lack the courage to be contemt
on earth. O0'Neill's conception of imamortality, though not new

is & happy and courageous one. He regents the jmpucdent insult

to 1ife's nobility which gibbers "1, this Jew this Romdn...

must survive in my pettiness for ever ! In the mouth of Lazarus
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who possesses 3 will to live not for his own sake but for all

men, he has put words that express the essence of this philosophy
‘Believel wWhat if you are & san and men are degpicadble 2 Men

are alsgo unimportant ! Men Pass ! Like rain into the asa ! The
808 remaing ! Men remain ! Man slowly rises from the past of

the race of men that ~as his tomd of desth, For Man desth is

not ! mn, son of God's Laughter, is .

I._STRANGE INTERLUDE (1928)

The next importent play of O'Neill is gtignge ipcerjude.
Commenting on this play B.H.Clazk remarks that Stiaage Interluce
carries four charzacters throughteir chief emotional crises
during twantyseven or eight years. ¥Xina Leeds, dsughter of a
Collegs Professor, losss her fimmce shoitly after he goes to war
to be an aviator. Her puritsnical fasther has prevented the
congumsation of their union, which precipitates her decision to
leave home, At first she becomes & nurse, then sha peeks other
outlets for her wo:e of less imperfectly adjusted desires and
aspirations, As she enters the main action of the play, she
has already begun toc take on the appearance snd characteristics
of woman with a capital W « to syabolise the Earth Spirity; she
is mother, wife, mistress, adultress materialist, idealist.
Into her life are wven strands from the lives of many men 3
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of Gordon (a romantic nemory of an ideal)y of the patient
mother-cidden Charles Marsdeny of sam, her husbandy of Edmund
Darrell, her lover, and lster of her son Gordon, For this
woman no men is enough, This epiC creature, &ndowed with an
inordinate thirst for 1ife, takes on the proportions of a
super woman, with drxeam that can never guite be fulfilled,
held in check by imhibitions forced onward by appetites, she
is the incarnation of vitality, a creatusre that is driven to
msddle in the lives of others in order that her own life may be
filled to overflowing. No one 1is a match for hery nothing
assertsg her progress, nothing but 0l€ age. At last she is
defeated by time and by that very spirit of youth(in the person
of her son} that urged her on to rebs]l when she was young. The
boy Gordon, and the girxl, he is detemined to marry, leave

her even ag she had left her helpless father.,

gtrange interiyde is & long psychological study of &
woman, using 8 wodemv ersion of soliloquy to express inner iife,
In this connection Allardyoce Nicoll says that Once more & novel
theatzical devios is introduced intco ftrgnge lnterlyde(192s),
& drama made extrsordinarily long by its somevhat tedious and
fundamentally undramatic elaboration of the quite worthy
convention of the aside into a pretentious artistic instrument.
The story of this play is, in the main, concerned with the
heroine, Nina Leeds, who, having lost in the war the on® man who
might have satigfied hexr whole nature, drifts from male to male,
rinally we find her with her three lovers- her husband, Sam,
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pPr. barrell, by whom ghe has had a gon, and Charles Norsden, a
novelist who tends t© look on her as though she were his mother,
It {3 all very psycho-asnalytical and very subtle and very long,

It is an advasntage to sbandon strict chronology in
order to bring together the two plays in which O'Meill wost
ambit iously anc most successfully attempted the writing of wodern
tragedy., It is evident from several of his statements in the
mid-ninetesn=twantieg that the desire to do this was strongly
on him, In the unpublished version of his forward to ZIhe Great
God _Brown, he asserted that the theatre should give us what the
Church no longer gives us - a meaning, In brief it should retum
to the spirit of Greek grandeur. aAnd if we have no Gods, or herces
to portray we have the subconscious the mother of all gods and

heroes.

In §gxange lpterlyde the fact that Nina, in marrying
Sam, should find gh® has married intoc a family with a taint of
insanity, should thus find not a refugs, as she had hoped, but &
starting-point for further imtrigue, is not dictated by her
unaconsciocus s it is 1f we lilke to put it that way, bad luck, It
is also sommthing appropriate for her in that 4t images the way
in which, for any husan being, the doors contimually cilose as the
years pass, But it would be making something altogsther malign
of the unconscicus to suggest that she chose Sam ag her hugband
because, unconsciocushy, she knew, he would bring further
disaster., The position here is that, as in Hamjet and in Qedipys
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the cramstist recognises that the particular incident may geen,
ang be arbitrary, but will -~ at lesst in petrospect - fmsge wvhet
we commonly perceive in our lives, The doors do closs, the
refuge is open to the windg, the thing chosen hasS slways sowe
toxic quality,

_ “ atzange Ipterinds is O'Neill’s longest plisy, and that
is partly becsuse the acticn has continually to freese while the
character or characterg concerned apeak what is deepest within
them, We have gesn that for a woment he cawe near to the Strange
joterjude technique in gelded, That was sn unsatisfectory play,

but it did show an atteapt to combine the generalising pattern

of the expressionist plays with the particulsrs of individual

humtn beings, end it éid hint that the difficultics of Richasl and
EleancI wepre outside the range of the rational and the® controllable,
How he setg out to deal with a group of peonle who are sharply aware
and therefore in a better nosition than most to realise the Jjimits
of what they capn know, to glimpse the pattern of things of which
they can not be more than a8 triusmphant becaupe conscious, part,

But "canno. be wmore® s important 3 none of the characters in the
piay is fully aware, fully caspable of apprehending tiwe pattern of
things. MNina Leedg and Edmund Darrell and Charxles Marsden achieve,
from time to time their glimpsss -~ but that is wuch more than

3

nothing; it valjidates their claim to be tragic,.

3 Clifford Leech 1 Eygeng O°'Meill, Grove Press, Inc.New York, 1963,
Po”o
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In his earlier plays O'Neill had frequently used an
extended témm-schese, but in Gerange Interlyde the slow passage
of time becomes & dominant factorX as never before. aAnd it is s
time alaost wholly freed from the particular references of an
outside world, The action begims soon after Gordon show the
fiance of Nine Leedy, hasg been killed in the First world war,
It continues for twenty~five ysars - that is to & point well
beyond the date at which the play was writtem what hsppened in
the world at large in the ninetesn-twenties is of no woment to
the play » we are concermed only with the tim® - process as a
gensral influence on the lives of the characters. The pleay
congists of twd parts, The First part, is in five scts covers
only three years; the second part in four acts takes as mone,
then twenty-two years forwards eleven years separating Acts Vi
and V1i, ten years separating Acts Vil and Viii. Part 1 gives
us the gracdusl establighasnt of a stable gituationy Paxt 11
shows us the tolerable anguish that the pasaing ysars bring to it,

Though it is the longest of O'Neill’s plays, gStrsnge
Abtexrlydg is one of the most economicsl. It has only eight
charscters. The nine acts have only six settinga, andé after
Act 11 the action is wholly in New York city or State, The
limiting effect thus secured brings into prominemce the ides of
the interacting group.

The action of §trapge Igterlude is cosplicated and

original as never before in O'Neill., His earlier plays confotsmed
in their plaaning to on® or another set patcern. In Peycnd the
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Hozisop and Qifftent evexything depended on the working-out
of & siwple contrast. iIn Gpld AgRa hiistls Ihe Stiae

The Ficgt Man - despite the range of their Quality -~ the basis
is a theatrical stereotype. In the axpressionist plays the
action is a convenient msans of demonstrasting the particular
social problem in hamd,

O*Neill has worked cut his action as 8 novelist
comnonly does, holding the reader's of spectator’s interest
partly through the arbitrary element in the details of the action.
And to do this he had to have a story vhich was narkedly and
individual one, 7This kind of drama runs the risk of appeasing
asorphous entirely arbitrary in its conduct. It is to O'Neill's
credit that Strange Jnterluds preserves the suthority asssociated
with an action that develops by “probability or Necessity.” There
is & feeling that in its wain ocutlines the patterm had to be as

it 1ls.

Jo IQURNING BLCOMss EACTRA (1931)

The next important play of O'Neill is Joumning
Becomeg Electis. Giving the story of this play, John Hutchens
s8ys that in the thiee plays of this trilogy - Home-~Coming
The upted and The lgupted O°’Neill has gone back to one of the
world’s grestest stories the Electra ... choosing from the variocus
Greek versioms such points of anslogy and departure as serve best
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8 borrific sarder stox¥ee.e The atill with which he has adapted
fxom the Goeek pattemn, reditectiang 1its guspense to that of the
inner =0 /emmat of the trilogy, is spparent in a quick symopsis.
The Houss Oof Arteus i3 the House 6f Mapnon, the time is Aprll,
1865, when Lee's surrender is as Yot an unconfirmed gumous. The
firast scens of the first play is thes exterior of the Mnnon house,
its Doric columns rising in reminisosut susterity. ihe family
awaits the mtuln from ithe war of Brigadier-General Ezxe Mnnon,
the Agessmmon o5 the play, who had won fame in the Mexican wWar,
becomes rich in the shipping trade, beonn the wmayor of the small
Bew Englant town in which he lived, and won further glory in the
Civil War. The return of his son, Orin (Orestes), is alac
imminent, 7The first scene is compact in exposition., Christine
Mannon (Clytessnestrs), wife of Exra, and their daughter Lavinia
(Electra) are at swird’s point of mutual hatred and suspicion,
lLavinis is in love with a ses captain, Adam Brant (the Asgisthus),
an illegitimate son of great uncle by & French servant ¢girl. She
discovers that her mother has besp having an &ffair with Rrant,
hag been eceing him at intervals in Mew York, whither she has
besen going on some pretext., &he soquaints her mother with her
knovledgs 0f the affaly, makeés hexr oromise to see no move of
Brant, and together the twdo women Swait the retum of Ezme, If
& burried interview with the captain, Christine, has plotted

the muder of Mnnon, wiich takes plaoce on the night of his home
coming a4 wesk later, By telling him of her affsir with Brmnt
she brings on one >f the hsart-attacks to which he is subject,
then gives him poison instesd of medicine; a fact which Lavinis
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accust her nother,

With the retuzn of Orir two days latex, there begins
a struggle betueen two women to dominate him ending in victory
for Lavanid when sh® takes him to Brant's ship at Soston wharf and,
from the deck above, they look down into the oabin and see
Christine with her lovex., when she hag left him Orin murders
BEramt, the brother anc sister returmn to their home anki ¢confromnt
their mother with the fact of Brant's death upon which she
commits suicide and brings the trilogy to fits climax at the end
of the second play. Thereafterx O'Neill's invention is more or
less free of its Greek background, The furies that haunt Orin
conaist not only of an active madness of blocd=guilt for the
death of his gother, but alsc the transgition of his fixation for
her into sp incestucus paasion for Lavinia, of which his sudden
avareness 18 provocation for his suicide, She, wiho had ‘tried
to bscome the wife of her father and mother of Orin’, has growm
recognizsbly into 8 likeness of her mother; Orin's and her own
knowledge of this their mutual guilt and twisted relationships
azre the culmination of the theme which has flared £ikfully
throughout the play; that the dead shall coms back to haunt
and pillexy the living that hereditary and crime shall be
expiated only as Lavinis esxpistes them when ghe forsakes her own
futups, bars the houss anc getires into it for ever.,"”

dn_¥ourging Recomeg Klectrs (1931), O'Neill t:iied to
write a version of the Orestes story which would be as rejevant

to the twentieth century as Aeschylus’s Qregteijg was to Athens.
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His wmethod wasg to transplant the story to New Enjgland at the
time of the Civil wax, and to give sexual motivation to every
twist of the plot, His result was merely to belittle his arche-
types, dhers Clytasmmestra had exulted with a fiexrce magnifi-
conce in her aurder of Agamsmmon, Christine Mannon'®s mirder of
E2re is a sozdid boudoir affair which is brought to light only
when Lavinia (the Electss of the story) accidentally finds a box
of poisonous pills. Orin Menoon (Orestes) takes time, aftsr
sardering Brant (Asgisthus), to fabricate evidence which makes
the deed lcok like the work of tnieves, 0O'Neill has taken out the
Furies and brought in the police.

The sexusl motivations might possibly succeed 1if O'Reill
used them leéss opWnly or carriec themx less far. As with his other
idess, from the hairy ape to the adsks of The Gypegt God Brown
he goes to axtreass, The Meancn troubles revolve rowmd three
incestuous attzactions inside the family; fsther-daughtex,
mother-gon, brother-gister. Leaving aside howmosexuality, the
OBDOn is complete, Lavinis's emotioms)l involvemsnts, if one
separates them £froam the megh of the play, tum ocut to be as
follows s she hateg hexr mother, loves her father, loves her
brother, loves Brant, her mother's loverx, and in moments of
confusion sees hex brother as Brant and herself as her mother
and therefors hates her father snd desires his death, ss her
mother did, Even g0, 811 this wmight be tolerable if O'Neill had
merely left it implicit, Insgtead he makes the charactexs themselves
express it. So Christine says to her daughter 3
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*You've tried to become the wifs of your father and

the mother of Orinl You've always schemsd to steal my place,”
Christine pdmits that she fell in love with Brant only becauss

he emiaded hex of her son, and Orin adwmits that he flisted with
8 gixl only #0 os to make his mother jealous, It ia  this pat
sdnission of their Freudisn Mns vhich makes thess characters
ludicmous, OnCe again O'Reill is sigoposting usiag & modermmn
shorthand, writing fiom outside. In several scenes the suthentic
O'Neill style, the drsmetic muscularity of the first sosne of
The Ewpemor Jonegs begimg to reappear; but it is soon swamped

again by the ideas. A character im §trsnge jptexiuds saié that
‘Horr Freud® had ‘a lot to account for* nmot the least of which igs

this perjod of sugene O°Neill’s work. Looking back over the plays
with all the o8n putting their heads in their nistresses' laps

and calling them mother, one can validly wish that the characters
would stop behaving within their given framew ik, with such
predictable coaventicnality. MNouining Becomwes Electiq failed

to be a aonument, but it did in s sense become a tomb for the
O'Neill of this period,

HouiRing Becowss Electiy, perheps O'Neill's most

secular play, is sls0 his least gymbolic work to date. Such
symbols ag exist in the play, the houss, for example, orf the
portraits, or the flowegs, 8re all relsted to the human beings
at the central focus. Now name of the conflict between
chacacter and syiibol that be set many of the minor works and

such mejor plays as Strange Ipterjyde enters to plague this
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study of crime and retribution. There are no ambiguities;
nothing is vagos or suggested, The characters are drawn
precisely thelir story fully told, and they wmove toward a
comprehensible and convincing destiny. Thus O'Neill, returned
to his point of origin to the realiastic thestre, fror when with

the single exception of Peys yithout End, he never again departed,

A Mr. O'Seill comes now into

the full stretch of clear narrative design, He discovers that
in expressive pattem his the possibility of all t hat parallels
life, & fomm on which fall infinite ghadings anéd details as the
light with its inexhaustible nuances and elewsnts appeaxs on &
wall., He has come tou what is so rare in Northern art, an
understandiing of the depth and gubtlety that lie in repstition

and variation on the same Gegign.

Mpusning Becowes Ejectyy is of course, not one play
but three and is subtitled ) Trijogy. Umtil shortly before its

£insl production, O°Neill hoped to have the thres plays produced
on successive nights;y but practical considerstions prevailed,
and the thirteen acts of the trilogy were produced togethers,
following the marathon couxse of gtrange Interiyde, Aand this
was both practical and artistic - the three plays hal bomm
planned and cowrleted as & whole, In the first two, 0°Neill
consciousiy translated classical myth into modern psychological
terms) in the thipd, he created his own myth, The first to
follow the Greek pattern move clossly, whersas ths thind ceparcts
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from it to describe ¢ a modern *'Electra’, whether ons likes
the first two plays best, becsuse "0O‘Neill was never moxs fully
an artist than in £il1ling out this pattern to the limit of its
possibilities as selodramd; of whether and prefers tiw "superdb
conclusion, completely his own,* 13 » matter of taste,

However, in forwm JMouinipg Secomes Nlectry is as
sternly restrained as O'Meill’s eaxlicr work was effusive,

using soliloquy occasionally and masking use of the portraits

cf ancestorls cu the walls to symbolise the oppressive power of

the super«ego, the life.denying sterility of the Puritan conscience,
If 0'Neill had told his story with @ greater command of postic
laaguage anc variation from the oppressive manochrome of morbidity
{which Greeks achieved through spectacle, dance, andé the lyric
chorus), there wiulC be no doubt that Mourning Becomeg Electzy
belongs with the Creeks, Shakespeare and Goethe, Even with its
shortoomings, it is prodbably ome of the two most ifimportant

tragedies Written in America,

Ko g, GILOSRNESS 3 (1933)

Edmund M.GJagey thinks that gh, wildeimesgy ! is a houely,
bouxgecis comedy of the amexican large ssill-town at the tum of
the century, with a3 charming dedication to George Jean Nathan who
also, OnCe Uupon & time, in peg-top trousers went the pace that
kills along the road to ruin. The protagonist here is really
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the entire family, typical American ad wpper middle~clasas,

with the kindly father, the adolegscent child the aaiden aunt,
the fawmily drunkard, and so on. All are depicted graphically
with the faithfulness of portaits in & family allum, what plot
there is concerng Richard, the adolescent boy, who has been
reading redical literatures and sending erotic poety to his
high-school sweetheart, shen he is reprimended by the family
and -~ as he thinks « spurned by Murial, he seizes the opportunity
to get even by making an assignation with 2 "College tart.* 1he
only damsge h: suffers is intoxication, but when he finally reels
home reciting poetry the houseshold is plunged into conscternation.
The next day Nat Millex, the father, stamm®rs out some acvios on
the facts of life to Kichapd, who is later brougnt back to kliss
when he askes up with Mugiel, 7The portrayal of young love is
pleasant and husorous, and the eutire production « excelliently

acted and directed -~ samed § deserved success.

O'Neill sald that the ides for jh, Wiljdemepgyg !(1933)
came to him in a dream, Certainly the play, his only commdy,
is very wmuch an idyllic dream O°'Meill's version of a youth
he never had, It contrasts shazply with loug Dey's Joummey
Ad8%0 Bidght in which the author faced fully the painful truths
of his family. In the earlier play, he chose only s few element
¢f his own past, combined them with details drawm from the lives
of friemds anc neighbors wd placed them in & faniliar stoly
of tmubled adolescence,

Richard Miller shares with the young O0'Meill a taste
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for writers who spesk of redbellion. Unlike the O’'Neills however,
the Millers aze a warm, protective family in which radicalism is
tempered by love and theatrical posturing is corrected by
understanding snd healthy leughter. It is significent that in
the first procuction the role of Nat Miller was played by

Gecxx ge M.Cohan, whose own fame rested on his projecting a spirit
of sunny patriotise and optimism,

O'Neill called his play a comedy of recollection, and
its nostalgic tone gives it its character, All the scenes,
whethey comicC or Sentimental, are tinged with a longing for »
simplerx, purer time, Of al) O'Neill’s plays, Ah dilderpegs !
hag been the nmost popular with amgteur groups, high achools and

commmnity theatres 8ppealing on & level gimilar to that of

I _Remember Mauk or Life with Fgther. Only when we know C’Neill's
other work 60 we sense that jAh, Wildemegs ! is not so wuch

recollection as wishful fantasy.

Lo LHE _JCha COMH (WR. 1939, PROD. 1946)

Commenting on this play B.H.Clark has chsexrved that
the scene of Ihe jcemsn Comsth is the ‘back room and ssction of
the Bar of Harry Hope's ssloon' in the yesr 1914, a low dive
patroniged by a strange ssgortment of bums, male and female,
most of them hopeless wrecks who find in the liquor generously
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furnished them by the easy going proprietor an escape from the
realities of a world in which they no longer have & place, Here
are the dagmaged gouls who in their day have sought success,
honour and gloxry ~ & Boer War general, & British captain, &
disillusioned anarchist, a Harvard Law School graduste, Negmo
gambler, a circus man, bar-kespers, Street-walkers, & youth who
has betrayed his sother and the political cause that was her 1ife,
Bach of these doun-and-outs tries in his lurid moments to explain
himself, to account £or his failume, or deny it, mnd each i»
driven ultimately to foxget or ignore it., Each, too, mimages

to sustain himself by creating some kind of illusion, som® brand
of besocothed pipe-~dreams. As the play opens they are anxiously
awaiting the arrival of Hickey, former friend and companion of
them all, a sslesman wio turns up periodically to give them a
party. Hickey turns up on schedule and provides lavish
entertainmenty but he alpo provides what they had not expected
and certainly never wanted, & long lecture on the evils of
pipe-dreaming. He has himpelf stopped drinking and he claimm
that he haas st last faced realityr not otherwise, he tells them
they can win happiness. He persuades sach of his friends to begin
8 new 'life of peace and contantment whers no pipe«~dreaming can
ever nag at you again.,' Having as he thinkg, found sslvation for
himself, he will not zest until he has scld it to others. They
must rid themselves of the ‘damned guilt that makes you lie to
yourself you're something you're not.' Thers is something in
Hickey's sloguence that forces each s0rry wreck to sober up long
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eanough to make himgelf prasentables, and gtart forth to do today
wvhat has £for years been put off till tomorrow., Rut esch in tum
comes back to the ssloon mispersdle, digilliusioned, facing an
intolezrable reality. Hickey'’s solution does not work, for
instead of bIiinging psace mmd happiness it plunges sach of jits
victims still deeper into his will of misegxy. But liickey has not
despaizred; he will tell his friendsg how he had found the light,
ahd he tells thewm the story of nhis life and how the light came to
him, But he xeveals norXe than he had intended, uncovaers depths
he had hapdly understood himgelf, and his compmions see that

he too had his pipe-dreams. He who had found happiness in the
love of his wifs, hag killed her in omisr to save her from
himself, ‘The last night', he confesses '1'd driven myself
crying tw Eigure some way out for her.' But there was only one
waY. ‘80 1 killed her ... I saw 1'd alva¥s known that was the
only possible way to give her psace and free her from the migery
of loving me,’ In m acoess of fear, wmomentarily terrified by
the revelation of himself that has come from his deep probing

he denies for a second what he has just confesssd ; "You know

I must have besn insane ?7 o.o-.

But thesre is 0o way out, ‘uho the hell cares?' asks
Hope, anc ss Hickey is taken off by the police, Hope sagerly
accepts explanation that everything Hickey told them, as well as
attempt to reform them, took shepe in the wmind of s lunatic. And
the bumg start drinking again, discovering at first that the
whisky has no effect on them, but as Hickey's ‘crazy’ notious
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recade intoc the cackground the liguor begins to exarcise its
potent magic, Hickey has done what he had to do, and the wrecks
he thought he was keeping return to their pips-~dresmg, all but
the anarchist anéd the youth who betrayed his mothexr, For them
theye remasins only self=destruction, the guick kind, & little,
more vioclent and gudden that the death awaiting the others.

in Ihe joessn Cometh O'Meill combines many of the

thematic lines ol the play. The Joemsn is the source of Hickey's
jokes in which his own philandering is unconscicusly transferred
to his wife. The jiceman is also death, in the person of Hickey,
who not only has murdered ivelyn but wiose message is one of
sslf-destruction, for without illusion there can be no life,

The suthor's use of "cometh” gives the title a Bibliceal soundg
suggesting revelation and salvation, which Hickey claims to bring,
Thus, the ribald and apocalyptic are imonically blended in the

title as well as in the work {tself,

Like 20 miny of O'Neill’s later plays, The lcewmgn Cometh
{19393 produced 1948) is an attempt to dsa) with the author's own
past. Harzy Hope's is modelled in part on Jimay-the-Priest's,
s waterfromt saloon where O°'Neill lived for a while when he
returned from sea. Another modsl was the Hell Hole, & Greenwich
Village speak cagy where O°'Neill sought refuge in drinking bouts
through much >f the twenties, even after he was successful, Here
he also, at cne point, tried to take his own life. in wmoiic 20770

O'Neill came to understand the cefensive behaviour 0FX wie wwma. 3
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he so vividly recreated in his play. In The Jcespn Cometh

as in lonq Day’p Journey jnto Night he dealt sympatheticelly
with those damaged spirits who can survive only by clinging to

illusions.

O'Nieil]l was aware of the parallels between his play and
Gorki's Ihe loweg Depthg (1502). In both, & "savior® presents
himself to a grouwp of derelicts Dbringing the message of truth,
which becoaes a burden rather than a release. In sach, the
abgsenger is revealed as a fraud, and most of the characters
return to their dreama though st least one i3 destroyed by the
knowledge of nis own worthlessness. Like IThe Jowsr Depthy
Ihe jicemsp Cometh is & masterwork of naturalistic staging
demanding a scrupulous repmduction of {ta grimy setting and
minute attention to the behaviour and speech of the characters.
The intensity of O'Neill’s involvement, the thoroughly American
context, and the richness of detail and thematic variation make it
much more than an echo of Gorki's play., ahere Gorki draws on
Rusaian piety and mysticism O'Neill discovers pmfound parallels
between Americen commercialism and philoscphys Gorki's ssintlike

wandierer becomes O'Neill's saslesmdn of salvation.

Like most of O‘Neill’s playa ZIhs Icemapn Comsth hag been
disparaged as well as praised, Its staggering length and its
repétitiousnegs have been attacked., Eric Bentley says that it
can he shortened with little loss of effect or wmeaning. Morxe
sexious is the Juestion of how persuasively the author has developed
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his thems, Are thege derelicts and their half-crazed vigitor
representative of the human condition ? Thers arse many imonic
parallels here to Christ and His disciples (particularly to the
Last Suppez) as well as pagan, Pilonysiac echoes. But the very
accuracy of the suthor's portrayal puts his ugly, self-destructive
characters 8t a Gistance both from their great counterparts and
from the sudisnce. It has also bemn pointed gut that dy withholding
the truth about Hickey's actiomns 0°'Neill creates a powerful
melodrametic effect, but this deprives the esarlier acts of the
complexity they need, Thus, the overall pessimism of the play

is not as fully universslized as O'Neill intended, and the world
outside Harry Hope's back~room is relstively untouched by the

demonic forces Hickey releases.

Paradoxically, these very objections themselves are a
testament to the stature and scope of the play. Mo other
American playwright has attewpted so much and achieved so wuch,
O'Neill weasured himgelf against the great novelists as well as
against the great dramatista, and like Mslville, he pushed at
the limits of Lo and of hia own abllities, The megult
transcended the rough, unbalanced works he produced,

In this play, Ihe Jceman Coweth O'Nelll reverted once

more to the Past, to his New York days at Jimmy the priest’s, The
action takes place in a shabby saloon somewhere in midtown New York
in the yesr 1912, In this gloowy atmosphere, O°’Neill asseumbles

8 group of seedy characters most of whom have given

up sny occupétion they ever had and abandoned
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themgelves to drink and their wishful illusioms. Like Ebgen
especislly in his ihe Wild Luck O'Neill pregents the human
condition as such that man camnot live without changing to sowe
illusions or ‘life-lie', About a dozen of his characters arm
sprawled ocut on the iron chairg of asleep with their hands on
the grimy tables, From time to time they ask the proprietor, an
equally sorzy character named Harry Hope, to stand them a drink,
They ars all weiting for Hickey, 8 harxiware salesman who € IODs
in once & year to osishrate Haxzy's birthday. But the Hickey who
shows up thig time i» sot the familiasr 0ld joker who megales them
with lusty stories of his wife and the fceman. HNe is as friendly
as aver, but he is sobex, and he hag come with a purpose 3 to get
then to see the light, to free thexselves from their illusions.

Mach in The Jcemen Gometh derives from O'Neill's owm
experience at Jimmy the priest’s dive on the Naew York water fromt,
shere 8 friend of his obce committed suicide, Its similarity to
Gorki's Ihe igwer Lepthg is probably not coincidemtal, for O'Neill
once seid of this play that it “Ss really move wonderful propaganie
for the submerxged than any other play ever written, simply because
it contains no propaganda, but rather shows humanity as it is -
touth, in terms of human life." Yet the two plays present this
truth in different ways.

O*Meill’s characters are not social outsiders proudly
and deliberestely avenging themselves on § soCial system they hate,
but rather victims of their inherently human vulnersbility to life
lies. This four-act play again cosbines symbolic and realistic
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eleasnts, Thée language is Dealistic sometimes brutal, 7The
characterization is superb, Unlike most of O'Neill's other plays
Ihe Icouan Cometh is not very experimmatal, unless the Ibsgen-like
tendency of conoealing the motives of & osntral character until the
snd of the play canh be called an experiment., 1In O°'Neill's case, this
delayed exposition requires that the audience in spite of the extra~
-ordinary length H>f the play, reinterpret Hickey's words and actions

in the light of the final disclosure,

In The Icetman Cometh O'Neill rejected the Pssudo~Greek
classicliem of Duroin; Decomes Electra, At the heart of his play,

there iz neither the conflict between divine will amd human

happiness nor the tragic flaw of the dramatic hexro, but rather the
paradox of the human condition in which dresm is mality and reality
dream 1in which despair becomes hope and hope degpalir, Man is too
fralil to withstanc the slsmk tzuth of reality amd must, in order to
survive, renounce it in favour of self-~delusion, As Larry Slade,

one of Harry Hope's roomers, says s

“to hell with the truth { As the history of the world
proves the tyruth has wo bearing on aaything. It's irrelevant and
immaterial as the lawyers e8y. ZThe 1ife of a pipe-dream is what
gives life to the whole misbogatten mad lot of us drunk or sober,”

Although The Iceman Cometh is perhaps too deliberstely
eschatological, too determined to avoid the superficial, O°'Neill at

least attempts to confromt fundamental problems of human existence
to present in dramstic terms a tragic vision of lifs. In so article
in Ljfe of 2 December, 1946, it was suggested that two conclusions
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can be drawn I{rom tlhis pldy 3 that great tragedy contradicts the
spirit of American d¢euoCracy and that it is kncompatible with the
Americen belief in progrees. This raises the guestion whether
tragic greatness is possible in Americs, whether consciousness of
evil, fear and jinsecurity can be weaningfully treated, anc whetherx

such meaningful artistic treatment can help man attain new dignity,

ihe lcemap Cometh gives & negative answer but Long DBy's Joumey jpto
Bight will show that this ¢iynity is not unattainable - even in
hmerice,

Even in the second half of the twentieth centuly,
perfoeraances of 0'Nelll’s work have continued to raise new
questionsg ocondeming Asverica's greatest dramatiat, new world
draan, an¢ even wolem drama as a whole, After his early
successes hoe s recognized as 3 great talent, and it was assumed
that he wuld ¢o on to become a8 master, But his Jdevelopuent ag »
dramatist was nol dictated by any logic deducikle from the

degelopment of modern ¢ rame,

M. LONG DAY'S JCOURNEY INTO NIGHMT (wWik. 1941, PROD, 1956)

It is an sutobiographical play dealiny with O'Neill’s
life in the year 1912, It was written in 1941, and posthumously
produced end published in 1956, The stoxy of the play runs like
this 3 recently released from an institution as cured of ‘her drug
sddiction’ Mary Tyrone, a handgom®, ne&rvous womtn, is in August
1912, once again at her summer home with her husbsnd James, ad
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aging fomer matinee ido), and their sons, Jemie; at 33 8 hapd-
~drinking coynical Broadwey hanger-on, sad Edmund, a sickly

morbid fatellectual, Mery's srpeaxance, and detached conversation
soon make clear that she is not cured, and aa the men & rink
heavily to sscepe reality, she nostalgically mevives past dreams
Oor becoming 8 nun or a concert pisnist, and seeas an innocent girl
again, BPut ghe algc reveals that her addiction began when her
aiserly husbexi chose a quack doctor who treated her with morphine
after her sickness in giving birxth to Edmmd. Like his mother,
Edmmd wants to 'be aloneu... in another world ,... vhere 1iife

can hide from itself.® Life her too, he ahows both love and hate
£or hig family as he confronts his liaited future as & consumptive,
realizing -hat his fathesr will send him to the chespest &tate
sanitarinm, since e is expected to die. A similar ambivaleacs

is exhibited by the debauched Jamie, who drunkenly tellsEdmund how
»ach he joves him and yot how much he hates him as responsiile for
their mother’s addiction, As James curses the sad gpectacle Marxy
sppears : trailing her wedding gown, utterly imsmersed in tiw
happier past. Realizing that ghe s forsver lost to them and

that their fates are intimstely bound with hers they impassively
contemplate their owm degtruction.

0‘Neill began work on Lgng Dey's Jousmey ioto Nicghs
just as he was conpleting The Icemsn Cowath his fullest exploration
of the thewme of necessary self-delusion. In his study of the
Tyrone femily, he agein showed how the weak and insecure could find
refuge in alcohol, drugs, and pipe-dreams, but he also sseerted the
strength of young sdmund, who could face the truth about his
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family and himpelf and transmute their pain into poctrf. The play
itpelf is the fullegt affimation of that strength, for its final
effect is neither gloom nor escape, dut rather s sense of
purification skin to Aristotle‘’s catharsis of pity and terror.

Iopg Lay's Joumey igto Night is basically simple in

form,. Thers is no attempt to experiment with gymbols classical
perallela wmasks inner voices. There is almost nothing one can
call a plot, only a series of incidents which prompt the characters
to d1g oz retreat into their pests, while one, Rdmund, can begin to
come to temms with the futupre, Much of the force of the play
derives from the senge that artifice has besn abandoned in favour
of naked truth., A closer look, howeverx, shows that the years of
experimmntation nas served O'Neill well,

The Tyronts wear mesks, mpeak in sany voices and there
is not one moment of the ostensibly ramblimg dialogue that 1is not
rich 4in overtones. Slowly and with what almost seems like &
disregapd for theatrical excitement, O'Neill’'s characters grow to
dominate the audience’s consciousnsss and achieve a tragic
substance, ¥hils we are alweys awere of the suthor telling his
story, we do not experisunce the play a3 an explanation but as 8
re=tnactuent of an archetypsl situstion that transcends the suthor's
own life. By focussing on the reality of a personal criais O°Neill
givea a far truer senge of the mingled hatreds and loves that a
femily cen sustesin then he was ever able to do when he drew upoh
the neat patterning of Freudian or Jungisn theory. Finally, by
using the remembered speech of his own family - with its repetitions
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and cutdated glang - he achieves a richness and correctness of
expresgion he was never able to find when he deliberately stiove

for elogquence,

O'Neill’s reputation went into decline daring the
late thirties following the unsuccessful Dygyg Without Epd (1934).
The fixst production, in 1946, of The Josmep Cometh a piay out of
tune with the immediste postwar world, did little to peawvaken
interest in an ostensibly dated, overpraised writer, Them, in
May of 1956, a powexrful revival of Ihbe Jcewsn Cometh creatsd s
new interest in the playwright, and the opening six months laterx,

of jgaqg Pay’s JOouipey igte Night at once marked O'Neill as

Ammzica's forxrsmost dramatist,

O’Nelll's effort in the American theatre has besn &
wide-ranging one. Like PFaulkner, 1if, he had not written so much
and attempted g0 many different things, he would perxhaps have not
written his mssterpieces. MWe may charge him with awekwardness,
with lack of proportion, with a too sprawling asmbition, with &
fajilure to see the clear line between melodrama and tragedy, with
lapses into uncocfortable sentimentality, with an inCapacity to
see and Spply the point of technical experiments. We can never
chazrge hiwm with frivolity, with sheer imitation, with ghallowness,
with aimless theatricality.

O'Helil]l was engaged throughout his cageer in &
challenging of the meanings and sstisfactionsg of 1ife itself.
He offersd answers gropingly and tentatively, noever simsply
committing himgelf to any on® course. U'Neill, like Faulkner,
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James and Nelville, spoke the American jdiom with depth and
involvement, He engaged with life, Like Faulkner and Hemingway
O'Neill deemphasised mind for he felt and apprehanded bettar
than he could think. His dramatic efforts were never the msult
of simpls perponal statemsnt orf apologis; perxsonsl, understanding
yes, an understanding that io its depth and honesty transcended
Auiobiogzaphy and becams tragedy, that is, became an account of
the human passage through life. Lomg Day's Joymey sopre thsn any
play of O'Beill'’s crystallised his power, written, as it waas s&s
he said, “in tears and blood.®

Iong pey's Journey wes published posthumously. It waz
written close to the ené of his carser, is plainly sutobiogrsphical,

and was not intended for publicstion during his lifetime, It is
pezrhaps al) the more yemsrkable, then, that it is drsmaturgically
on® of the tightest of his plays, It is not 0 loose and rambling
s0 verbose, as Ihe Jcessn Cometh, written for production. Long Dey's
Jouiney is necclassically conventional i1 One setting obe compact
period of time, wWe concentrate on the four msmbers of the Tyrone
fomily. The cook is never geen, rzsminding us, hauntingly, of the
vampixish cook in strindbexg's Ihe Ghogt BORStE. A senge of doom
pervades the action; syamkols emerge the fog that enshrouds the
landgcepe, the lust for land, for rootedness of the father; the
mother’s nostalgic metumn to her wedding gowm s the consumption
eating up Edmmnd,

in _kotg Dey's Jouimmey, the charactera confronted with
theuselves, with sach other, begin the sustainec attempt 1o detfine
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and chamacterise themselves wvith excrucisting sel f-honesty. 7The
dope addiction of the mother, the alcoholism of the father and

his two soma, hejighten smd justify the tortures they visit on one
snother. In the final a¢t, which vacillates between sacsbre humor
and grotesgue tragedy, 811 four characters have long ago left the
territory of sobriety s they live in msmory, they live in their
desirzes they live him the baring of lusts weaimesses jealouaiss
and affecticons., Ephreim cabot’s hardness put off his sons; they
leave for tiwe softaess of Califomis., Mers, at last, the harsh
landscepe softened by time and a comspiratorial sharing of the
apalgegia of aloohol and dope, father, mother and sons talk out
their careers as mortal man anc as fanily personages s we s8¢ Janes
Tyrone slone and as a husband and father; we see the brothers
isolated anc then intertiined only the mother floats awey, out ol
the family. The cruelty of the blunt speeches and confessionals is
8 tendemess of final intimacy, the compassion of the surgeon, the
forced assumption of ultimste and necessary honesty.

it is Jameg Tyrone, the fatherx, who carxies the greatest
guilt, the greatest responsibility, the greatest burden of “tragic
flaw," His uiserliness his compulasive real estate purchases,
have become lustful, an energy directed toward a form of naterial
immortality, a desperateness in trying to wipe out the insecurity
of his awful childhood when he became the head of a family at the
age of ten, He knows a8ll this, he says all this and yet he can
not £or all his normal human affecticn, satisfy the nesds of
simple mortality, the nesds, first, of his wife, them of his son,
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for decent medical attention. He is as willful as Lear in
railing against reality. Death or diseass or dope addiction

can not become as compelling for him as the threst of poverty,

of landleassnese. Resl egtate - ag distinguistwd, possibly, from
nonreal possessions 3 lova, familial ties wipes out the texzors
of the pagt, At the same time, much like Ephraim Cabot, he keeps
his sons in & tyranically £il1ial subjection, gaining identity
thus as father snd ag wan,

The wother has perheps leagt force sywmbolicallys she
wanders about the edye of the action energiszing i§ drawing love
and attention, but asserting only sn sancient identity. She was
once besloved, wiie, mothex, she has no pressnt, no future, only
bare moments 0 contact with the ismediate, and she seeks herx
fins]l refuge in an escape into the past. But she does establish

and integmte the familial structumm,

%1 msant it as 3 tribute to your love and tendermmess *,
C'Neill wrote in cedicating the play to his wife-— “your love
anc tendemess which gave me the faith in love that enabled me to
face my dead at lagt and write this play -~ write it with deep
pity and understanding ami forgivemess for all the favour

hesunted Tyrones,” ¢

Whatever the anguish at the source of Long D&y Journey
into Night, the destination of the journey is finally the calm and

4 Morris Freedman s jmerics : oct
Southem Illino:l.s Un.tversity, Lpru 6y 19‘7!.. PedTe
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peace of the acceptance, that comes with soul.deep understanding.
The conclusion of the play is infused with the wisdom of Cedipus
at Colonus; of Lear sheltering the dying Cordelia and acoepting
1ife asg it is including deathy; of fathers and sona o©of brothers
of human beings, reconciled to their mortal limitations but
wmodestly, uietly, sadly celsbriating these,

Me A MOOM FOR uHk MISBEGULITAN (WR. 1943, PROD, 1957, PUE.1958)

ihe play was written in 1943, but was published in 1958,
The play begins as farce and enda as tragedy., It is a3 love story
dealiny with a lusty Irighfamm girl, Josie Hogan, who has none of
the obvisus trappings of conventional beauty, and an attgactive
but disillusioned and dissipated man, James Tyrone Jx.,, who falls
in love with herxr, and parts soon aftex, It is an autobiographical
play. Jameg Tyrone Jr., is no one else but O'Neill’s elcex

brotherx,

A ¥oop for the Migbeqotten is another of Eugene O'Neill's
dark anki brooding contesplations of tormented souls. It suffers

from his characteristic failings of excessive length and
insufiicient eloguence, but, whatever its incidental weaknesses
may b®, 1t i3 a moving, beautiful and shatterxing play., It is a
remarkable tribute to & playwright when the only possible current

rivals to on® of his dramags are a couple of his other worka and

A ogp_for the hisbsgottep must inescapably be compared o
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kepg Ray’s Joyrney lpto Night end The Josasn Cometh. There is no
way of avoiding or reason for denyimg that his final play 1s

the leagt satisfyiny of the three, In it, their faults unques~
tionably bulk lazgez. lmt this has little to do with the fact that,

after ) taop for the Misbogottey has mmaged its occasioaslly
tedious beginning 1t is overweluing.

The chief comparison, of course, must De to long Day's
Journey. 5incs one of the trio of aentral characters in the dress
is the Jemeg Tyron¢ Jr.,, who is the sad dissolute older brother
of the author in the autobiographical play. Here he i3 some
Years older anc nas been drivem farther along his alocoholic path
by the death of hisé wother, A bitter and deeply torwmmated man, who
longs for his own cdeath, he has fallen in love with 3 great bulk
of a woman, but Doth of thew realise that he is already a cCorpse

and no romance is nossible,

O'Neill’s plays have a manner of smoldering alowly and
thea bursting into dramatic flameg, and here the saoidering takes
much loagex and the flamss are less freguemt, Once they have
arrived, they sre trenmendous, but the unfortunate part of the
periods of marking time between outburets of fine is that they
make the dramatist’g known weakneégs the inability of his prose
style to rige to the heights of his ifwmaginative lyric conceptions

too evident, S50 A _Mgon for the Migbegotten has its languors.
They seem unimportant, though, when the high points are reached,
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Although there are two minor characters in the play,
it is chiefly concerped with thrse figures and they are studied
with superb insight and eompassion. They are, in addition to
the doomed Tyrone, the giant of a women, who pretends that she
is a wvanton beécaupe ghe wants to conceal her innocence and goodness,
and her old Irxish father, who is capsble of sny guile to protect
his land anft his daughter, LEven O'Meill has written few more
AOVing scenes then the climetic one between the gicl and the
drunken James, and it is unforgettable in its power and pity.
is further proof that EBugene 0’Meill

was one of the titans cf the theatre,




