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Eugené 0'Neill, the American playwright! That
these terms are flmost synonymous is.the concluslion one is
forced to, if , ﬁo him, a study of contemporary dramatic
eriticism of the last fourteen years is ény critefion.

‘Oliver Sayler calls O'Neill "the personal symbol
of our awskening American drama" (134:27.) and further sub-
stantiates this by declaring tggt "the variety of his work
thus far, the vigor of his imagination, the originality of
his technic¢, the evident growth of both from play to play -
all procleim him the Americen playwright ", (134:28.)

That "Eugene 0'Neill has brought to playwriting
and artistic inbegrity and a d;sciplined craftsmanship that
have established playwriting in America smong the fine arts",
is the opinion of Thomas Dickinson. (51:56.)

Berret H, Clark asserts that "oy all odds the
most gifted American dramatist we have ever had is Eugene
O'Neill", ( 42:; 7, ) and George Jean Nathan becomes
elmost panegyrical: "When one spesks of the American drama
one says 0'Neill, and is done." (113:9).

Mr, Nathan may be partially Justified in this
broad statement if mere output of plays isfany indication of

primacy. One of the most remarksble facts about Mr, O'Neill
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i3 his literary fecundity., In the fifteen years from 1914
to 1929 he has written approximately fiftyvdramas, at least
thirty-nine of which have had some sort of production.

These plays are the result of "his desire to ex-
press what he knew of life, his philosophy, his espirations,
and his dresms in the form of drama®. (42:12.)

Since it is almest exlomatic that the philosophy
of any artist is reflected to a certain extent in his art,
this monogreph is an attempt to trace through a study df the
dramatist's plays his changing outlook on life, and to
determine, if possible, the philosophy of Eugene O0'Neill.

A8 an approach to the problem, all the avellable
plays of the author have been-examined, as have most of the
fugitive studies of his works found in magazines.

Not only mey & men's philosophy be reflected in his
art, but his art may be so autobiographical that a survey
of his work wbuld ©be incomplete without a review of his
life. Such 1s the case with 0'Neill, a real child of the
theatre, He was born in New York in 1888, He is the son: of"
James O'Neill, the actor of Monte Cristo fame, and Ella.
Quinlan, characterized as impressively beautiful and extra-
ordinarily devout.

In a letter to Professor Arthur Hobson Quinn,

0'Neill wrote:
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"My first seven years were spent malnly in the

1arger towns all over the United States - my mother ac-

companying my'father on his road tours in Monte Cristo and
repertoire, elthough she was never an actress and had rather
en aversion for the stage in generals" ( 42:7. )

After six years of Catholic boarding school life,

and four years preparatibn for college at the Betts Academy

at Steamford, Connecticut, he entered Princeton. From this

point on he tells us:

"My undergraduate education was confined to a
freshman year at Princeton University, Class of 1910, Ny
first job was secretary of a mail order firm in New York,

In 1909 I went with a mining engineer on a gold prospect-
ing trip to Spanish Hondwras, Central America. At the end

of six months I was invalided home-~ tropicsl malarial fever -
no gold. After that I became assistent manager of a theatri-
cal company touring the East and middle fiest.

My first voyage to sea followed - sixty-five days
on a Norweglan barque, Boston to Buenos Aires. In gpgentine
I worked at various occupations - in the drafting depart-
ment of the Westinghouse Electrical Company, in the wool
house of a packing plant at La Plata, in the offices of the
Singer Sewing Machine Company at Buenos Aires., Followed
another voyasge at sea, tending mules in a cattle staesmern,
Buenos Aires to Durban, (South Africa) and return. After
that a lengthy period of complete destitution in Buenos
Aires - 'on the beach' ~ terminated by my signihg on as or=
dinery seémen on a British tramp steamer bound home for New
York. My final experisnce at sea followed soon after this -
able seaman on the American Line, New Yb?k, Southamptone The
next winter I played a part in my father s vaudeville version
of Monte Cristo, touring the Far West. Then I worked as
reporter on the New London, Connecticut, Telegraph. My
hedlth broke down, my lungs being affected, and I spent six
months in a sanitarium thinking it over. It was in this
enforced period of reflection that the urge to write first
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The next fall - I was twenty-four - I began
my first pley The Heb. In 1914-1915 1 was a student in Pro-
fessor Baker s English 47 at Harvard. Thevsumieriof 1916

I spent at Provincetown. It was during that summer the
Provincetown Players, who made the original productions

of nearly"all my short plays in New York, were first or-

ganized. (124:7,

came to MEe

From this time on Mr. O0'Neill was one of the chief
contributors to that group, "the lmpelling desire of which
was to establish a stage where playwrights of s incere,
~poetic, literary end dramatic purpose couid see thelr plays
in action, and superintend thelr production without submitting
t6 the commercisl managers interpretation of public taste.
Equally it was to afford an opportunity for actors, pro-
ducers, scenicnand costume designers, to experiment with a
stage of extremely simple resources - it being the idea of
the "Players" that elsborate settings are unnecessary to
bring out the essentidl qualities of a good play". (161:323.)

The Provincetown Players produced all but one of
0'Neill's short plays during the four years from 1916 to
1920, The 1list includes Thirst (1916), Bound East for

Cardiff (1916), Abortion (1916), Pog (1917), The Sniper (1917),

Before Breakfast (1916-17), Ile (1917), Moon of the ' garibbees

(1918), The Rope (1918), Where the Cross is Mede (1918),

Exorcism (1920), The Emperor Jones (1920), Diff'rent (1920),

end in 1922 The Halry Ape.
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From 1920 on Mr. 0'Neill has remained the out-
standing figure in the American theatre, Since then he has
written nine moré plays, all of which have been produced.
His fame has become internationsl, his 1eading.plays hav-

ing been produced in Frague, Vienna, Berlin, Parlis, Dresden,

Rome, and London.

Three times he has received the Pulitzer Prize;

in 1920 for Beyond the Horizoh, in 1922 for Anne Christie,

end in 1928 for Streange Interlude and once the medal awarded

for artistic achievemeht by the American Academy of Arts
end Sciences.
At the age of forty-one years O'Neill has become
recognized as the pre-eminent American pleywright, the
master of expressionism of reaglism, of psychological reattion,
of tragedy, and of a new and virile kind of romance". (133:27,)
Though Mr. 0'Neill, in common with many enother
artist, has definitely repudiated his first'public volume
of plays, our survey. would be incomplete unless we included
Thirst (1916) as representative of his earlisst technic
and philosophy. Because of the relative unfamiliarity of
these five early one-act plays, a brief symopsis of each
will be given.
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In the The Web, the first play that was preserved,

the scene is "a sgualid bedroom on the top floor of a room-
ing house, in the lower East Side of New York. Rose Thomas,
a tubercular prostitute, has a beby whose presence on one
fourth of the bed irritates Steve, a "cadet". He tells her:
"Git dat kid outa here or I'll put yuh in the Sooler sure

as helll". (The web has enmeshed her.) Enreged, she rushes

at Steve, who in the ensuing struggle knocks her down. At
this moment enother mean, Tom Moran, a fugitive from justice,
rescues her, cowes Steve, and orders him away. Moran gives
money to Rose to escape, but Steve, who has been hiding,
stretches hls hand around the side of the window, kills
Moran, throws the gun into the room, and disappéars. A
moment later the police come, find Kose with the roll of.
money and the gun on the floor. Rose is taken eway. "The
First Plain Clothes lisn goes over to the bed and cuddles
the beby on his lap with elephantine playfulness.

The Child (feebly): 'Masiiaaa!l

The First Flain Clothes Man:- Mama's gone. I'm
your liama now'
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Thirst pdrtrays three characters, a Gentleman,

and a West Indlan Mulatto Sailor, marooned on a

& Dgnoer,

ﬁkti‘ft on the still surfeace of & shark-infested sea., The
i‘ABOgrO 'g passivity convinces the Gentleman and the Dancer
;fgagt.ho has weter. The Dancer offers first her diamond
ssoklace, then herself for a drink, but the negro stolidly
&a;nieg he has eny. The woman insanely dances until she
:i*ralls dead. The negro, sharpening his knife and glancing

at the Dancer says: "We shall eab. We shall drink." The
Gentleman, true to his type, horrified, pushes the body off
the raft. Infuriated, the negro plunges the knife into his
breast. "As he fealls backward into the sea one of his
clutching hends fastens itself in .the neck of the negro's

7 jersey. He plunges in headlong after hime.--- The black stain

on the water widens. ~«On the raft a dismond necklace lies

glistening in the blazing sunshine."

~ Recklessness 1s purely melodramatic. The old
tiiangle plot 1s brought into service; this time two men and
& women serve. Stripped to éssentials we have the engrossed
business man returning from a two-week's absence to learnm
from a jealous maid of his young wife's affair with the

c¢hauffeur, The husband, Enowing it means death, orders the
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chauffeur to drive a machine with a defective steering

gear to the villege for repsasirs. During the sbsence of the
chauffeur, the husband tricks his wife into confessing her
1ove for his driver, and promises to release her that she
mey merry him, just as the dead body of her lover is brought

in. The wife, in desperstion, rushes upstairs, and shoots

herself.

Wernings , & one-act pley in two scenes, depicts

~ the hopeless desperstion of Knapp, a wireless operator on the
Se S. Empress. Though his doctor has warned him that his
hearing may desert him at any mement, nevertheless, driven
by economic urge he ships, not daring to tell his employers
of his impending infirmity. This trip proves to be the fatal
one., The ship hits a derelict and is sinking. The know-
ledge that he has lost the ship for the casptain overwhelms

Knspp, who in abject despair, shoots himself.

Fog, a branch of the Warnings play, which is the
only: one of the first group of one-~acters that in any way
attempts to reach out beyond the bounds of surface realism,
incorporates a delicate sympolism, embodied in the char-

acters,
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These consist of a Foet, a Man of Business, a

pPolish Feasent Womean, end a Dead Child, survivors from the
S.S.Empress. They are'discovered drifting helplessly in a
dense fog off the Grend Banks of New Foundlend. The lowered
temperature warns them that they have floated to the edge
of an iceberg. The whistle of a steamer revives hope in
the Business Man, a hope that is speedily squelched by the
pPoet's refussel to permit the Businmess Man to signal the
steamer, lest it crash into the icebérg. For the moment
it seems as though rescue were impossible; then the fog
1ifts, and the boat approaches., The officer tells the res-
cued that it 1s the voice of the c¢hild that has guided the
saeilors to the life-boats. The Poet answers: "The child
has been dead twenty-four hours. He died at dawn yesterday."

Barrett H. Clark has this to say: ™/e see, - that
the play is not conceived as a2 realistic transcript of life:
the Poet is a symbolic embodiment of idealism, and the |
Business Man 1s an sbstract figure suggesting materialism"-
(42:38.)

And agein "Fog is a drsmetic pereble with a sudden
flash of beauty at the end." (42:38.)

The wesknesses in these plaeys are apparent.

While 0'Neill himself listed Thirst as a tragedy, it, with
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the others, falls short of fulfilling the denotative de-
finition which calls for a serious theme,given dignified
treatment, usually ending in disaster, to say nothing of

the connotative definition given by Masefield who declares
that: "Tragedy at its best is a vision of the heart of life.
The heert of life can only be laid bare in the sgony and ex-
ultation of dreadful acts'", (103:1.)

These plays are not real traegedy. In each case
the struggle is between man and his fate or destiny, never
within his own character. We do not see any "agony and ex-
ultetion of dreadful acts within the heart of life." Rather,
there is an absorptlion with externals, never with souls. In

Recklessness there is a faint hint of character struggle,

but the elevation and exultation are lacking.

These plays contain a harshness, a fatelistic
pessimism which seem to betray, unawares what Robert Lynd
calls "mechanical malice on the part of #@estiny or provi-

dence or the playwright." (95:139.).
In the stage directions of The Web we find this:

"She (Rose) reslized the futility of all protest, the mad-
dening hopelessness of it all" end later on: "She seems to
be aware of something in the room which none of the others

cen see -~ perhaps the personification of the ironic life
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force that has crushed her."

This seems to be representative of 0'Neill's
esrliest philosophy. |

A marked asbsence of plot characterizes the
gtructure of the three sea plays of this group. They are
reglly no moré than sketches. In the two others, much more
complication is evident. However, it is week and extremely
obvious. The most Mre. Clark will concede for these plays
ig that "they show a knoﬁlegge of the technicél side of -
the theatre, and are potentially drematic”. (42:39,)

Characterization is decidedly week. We can't
feel that these are real people. Rather, they seem ab-
stractions. They lack the qualitiés that round out chér-
ecter. At the most, only two motives of action are attrli-
buted to any one character., The resulting unreality will
not permit us to sympathizecwith them in their perplexities.,
We may look with interest at their abnormal reactions and
behavior;y;but we are not moved to share their experiences.

In some spots the dialogue is good, but most of
it is forced and ummatural. In Thirst the speeches lack the
fervor and intensity the situation would seem to demend,
Not once is "do not" contracted to don't, yet we know agony

and deep emotion tend to terseness in speech. This may
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gseenm & triviel point, yet it s;ows the action intolerably.

However. paradoxicel it may esppear, it is the
dialogue that reveals the sincerity of the>author. The
downright earnestness pervading the diaslogues gives the
plays & significance thelir stereotyped melodramatic plots
could never obtein for them,

In Fog we find onlyahint of lyrical qualities in
this first group of plays. Some of the Poet's speeches
have a slight wistfulness and understanding that give
beauty of thought and atmosphere to the play.

"Incredibly bad" is the brief comment with which
_Diiver Sayler disposes of the "Thirst" volume. (134:32.)

George Pierce Baker is not quite as merciless.
He says: "His first volume of one-act plays "Thirst" are
melodramatic in a certain overstanding of stage values and
a greater feeling for the theatre than for human qualities.

Yet there was in them power and promise, 1f cvude."(12:789.)

The Long Voyage Home with its setting in a

London seaman's dive, is a sombre episode of the dumb nos-
talgia of a simple sallor for the mounteain farm where he

was born. The'Glencairn' crew have just been paid off.




13.

the Swede, who has for years planned to go home and

olson,
gtert ferming, seems to be about to realize his ambition, for
he refuses to drink, and squender his money as formerly.

Nevertheless, héris persuaded to teke & soft drink, which
is drugged. He is rqbbed,'and shanghaied on the "worst
ship dat sall to sea" as Olson had previously indignently
declared. |

A moment later Driwcoll appears, ad being told
that Olson had disappeared wlith one of the girls, grins,
end remerks that it's lucky Olson ié sober or he'd be
stripped of his last cent. Then he .~ calls for Irish
whiskeye.

Thet note of ironic frustration is character-

igtic of O'Neill,

In the Zone, 4s another example of suggested
tragedy. The Glencairn has just entered.the submarine
zone at midnight in the year 1815. Smitty is observed
behaving suspiciously; the others think he is a German
8Py, open his trunk, teke out what they think may be a bomb,
submerge it in water, and then open it, to find only a
bunch of letters from Smitty's girl. Smitty enters, and is

bound by his companions who read om still. looking for
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aamaging evidence, and finding none, but incidenteally learn-

in
gir

g the tragedy of Smitty's life. Because he drank, his
1 had jilted him, end he had gone to sea.

. Smitty writhes in humiliation and anger; the men
are sbeshed, and release him in silence. From the rubber
'Eag e small white objeet falls and drops nolselessl}yon the
floor. It is, Driscoll tells Davis, "a bit of a dried-

.up fiower, - & rose, maybe. Perhaps it is that final touch
which csused the London critic to declare "It is a fair
piece of stage craft, but 1n spite oé it4 rather de-
1iberate cruelty it is at bottom just sentimentality &’
rebours. " (24:407,. ) | ‘

0'Neill himself criticized In the Zone , express-
ing his impatience with popular spproval. He writes in a
letter to Barrett H., Clark,who had highly praised it:
™o me it seems the most insignificant of all the plays.
@t is too facile in its conventional technic, too full of
clever theatrical tricks, and its long run as a successful
headlines in vaudeville proves conclusively to my mind that
there must be'sometning rotten in Denmark'. At any rate
this play in no way represents the true me or what I desire
to express. It is a situation drama lacking all spiritual

import - there is no big feeling for life inspiring it.
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given the plot and a moderate ability to characterize any
industrious playwright could have reeled it offecees I
consider In the Zone a conventional construction of the

theatre 8s it 1s. (1247, )

In referring to The Kope kr. Oliver M, Sayler
cheracterizes it as "a study in the sour and sardénic con-
gequences Of greed", (134:33.), a designation which fits
:'1t perfectly. In this bitter play we have a representa-

tgion of hatred and révenge between father end son, father and
.dbughter, brother and sister, brother and brother-in~law,

and father-in-law and son-in-law.
| | Briefly the plop of this hideous story may be
summarized as follows: Abrehem Bentley, a hard militeant,
Christian New Englend miser has hoarded and hidden a treasure
of gold pieces which his thieving son and unscrupulous son-
in-law try unavallingly to locate. The 0ld man refuses

to divulge his hiding plece. From this point on chicanmery,

& maltrested woman and a half-wit child, a mortgaged farm,
and desire for revenge rempant in the minds of all form the
horrible and grim motif of the story of the rope which the
014 man had suspended from s fafter in the barn, in hopes

that his purléining son would return and heng himself,

S ———
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Fate ironically frustrates all their regengeful
désires by permitting the imbeclile child to discover and
toss into the sea the mich-sought gold pieces.

There is an unnecessary amount of exposition in
:this play; as & result the movement is slow.

The usual 0'Neillian vigor of dislogue is present,
pnd strengely enough Nr. Clark finds & "grim beauty in the
nistory of the characters. " He corroborates his opinion
by a statement Mr. O'Neill made years later. '"There is

peauty even in its (life's) ugliness." (42:48.)
: To Eugene 0'Neill alone belongs the prerogative

of having projected the seaman into literature and the

fthsatre. in support of this statement we find: "He is

eractically our first and only dramatist of the sea. His

%’ork, as critics of no less distinction than George Jean

athan have pointed out, has an authenticity and vigor

ggite unparalleled by any of our advertized journeymen

laywrights of the Broadway school. His plays suggest the

pmk of Joseph Conrad in their marvelouws:.. fidelity to sea-~
aring folk, but they are never imitations of the English
vels." (107:159.)

NMr. Ernest Boyd in his Fortra ts Real and Imag-

RIY adds corroborations to this assertion by explaining:
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iNeill has in his blood and in his imagination the rov-

4ng, restless impulse which drive men to the sea, traps
’

'hem in the
hem from time to time, bu the curious wild poetry of the

ir own weakness, tortures them and then lulls

“gea, which is the will-o-wisp after which they grope. These
iiare the men 0'Neill describes', (26:73, )and these are the

ii.even men we find in the seven sketches of 1life on or near

| tne sea, published under the title of the first, "The Noon

| of the Caribbees!

The Moon of the Caribbees itself,while theatri-

’oally the weakest of the group,is saturated with tropic
atmosphere and coloring. Not Smitty, the nostalgiac British
sallor, who steels himself against memories of home by rum,
but the spirit of the sea, is in this play, the hero., lNr,
0'Neill hims2lf, in a letter to lir. Clark,explains why to him
The Moon works with truth. "In The Moon,posed against a
background of that beauty, sad because it is eternal, which
is one of the revealing moods of the sea's truth, his
(Smitty's) silhouetted gestures of self-pity are reduced to
their proper insignificance, his thin whine of wesakness is
lost in the silence it was mean enough to disturb; we get

the perspective to judge him - and the others - and we
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4 his gentimental posing much more out of harmony with

’th “much less in tune with beauty, than the honest
; ’

1garity of his mates." (42:43,)
Because 0'Neill has both seen and lived this life

fore the mast, and because his whole rature is cognizant

the very spirit of these seeamen, his interpretation of

’hcir moods has authenticity. He interprets for us the

4nsrticulate and unexpressive "mates", those wild, roving,

: adventurous, pessimistic, disillusioned beings who feel and
fe;uffer deeply, but cannot analyze the emotions and moods

~which enslave them.

These are real people. Benjamin Ceseare, re-

e

E;viewing a recent revival et the Provincetown Playhouse of

' $hese four "masterpieces of dramatic art", as he calls

chem, commands his readers to go join the "audience watch

the soul weltering in raw, primitive emotions and see the

. universal caged beast loose when he takes to drink after

- eoming home,
"In these sea plays we see the beginning of 0'Neill.
In this special field of evoking fundemental human emotions
in creating the drunken filthy -, loyal, sailor O'Neill
has never bettered himself in his 'higher phases'’=-w---
“G0 down to Macdougal Street and study Yank, Driscoll, Scotty,
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Ivan, and the rest in The Moon, In the Zone, Bound -

14 Tom,

: for Cardiff and The Long Voyage Home (the heart breek-
; Best 222 =——

%ins pathos end terrible irony of this latter play) and if

kiou do not say these are the most vital, vivid, living crea-

i
o

¥ tio
Q;then you should attend only doll baby moviesd "{N.81:76.)

ns on the Americen stege, or on anys tage for that matter,

In the series of four episodes which meke up the
i Glencairn cycle two characters, Driscoll and Cocky, eppear
in all foﬁr plays, and five others, Olson, Smitty, Paul,
Davis, end Ivan are present in three of them.

The Bound East for Cardlff eplsode is played dur-

Ving "a foggy night on the voyage midway between New York and
Cardiff." It is a pathetic episode depicting the tongue-tied
friendship between the two bruisers (Yank and Driscoll),
that even death cannot loose into words.Yank lies dying in
his bunk while the others talk, laugh, and smoke. He takes
a turn for the worse, calls Driscoll, rambges on, wishing
hé end Driscoll had not taken this last trip, and dies.

That intensity of emotion which characterizes
0'Neill 1s here. He has chosen a dramatic moment and pre-

sented it with power and simplicity.
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Edmund Burke once made the remark: "All men that
are ruined are ruined on the side of their natural propen-

] So in The Dreamy Kid which Montrose J. Moses says

gities.’
Nen essayal e delineatlon of negro weskness" (107:158.),

8
| :e have more than the brief story of a negro gangster and
;Emnrderer; pursued by the police, who returns to his dying
;t?srandmother, and 1s caught.

The Dreamy Kid displays the weakness, natural to

Eathe negro, in his fidelity to the vein of fatal softness,
%f\gccompanied by a superstitious awe, which impels him to re-
¥ main e the side of his old memmay, risking certain death
ggrather than the curse of an 0ld negro woman.,

Again, an ironic fate decoys an impotent human

' being to his death.

Before Breakfast 1s a naturalistic monologue sug-

gestive of Strindberg in its clear-cut and powerful projec-

 tion of incompatible tempersments. Mrs. Rowland, the ma-
terialistic, slatternly wife of Alfred, the poetical, im-
provident, dreamer,nasgs him until she hears the drip-drip:

~ of something in the bed-room. Alfred has cut his throat.,

It is interesting to note in connection with

this play that this is the only production 4h which Eugene
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%neill ever took any part. In this one would be tempted
call it only a maenual role since his only sppearance was

. projection of his hand around the door to receive the

having watere.

%1 The philosophy revealed in these three plays, The
; pe, Before Breakfast, and The Dreamy Kid betrays a growing

jterest in psychological reactions and mental perplexities.
ﬁjﬁte still seems to predominate the lives of men too weak to
iresist its ironic brutality.

: Since 0'Neill is not drawing from his own exper-
.dences for hlis characters, they lack some of his former
~%§ir111ty snd convincingness. In fact, these plays seem
irather melodramatic, Thls lack of complete sincerity pre-

;cludes the possibility of beauty and lyricism In dialogue.
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Because of the great variation in qualities be-

gween the "sea plays" and the other three one-act plays we

i ghall treat them as two different groups.

That "the sea lives, not spiritually, but human-
1y rough in these sea plays" is the opinion of Montrose J.
Moses, who further asserts, "There is something outside of
faith, something fatalistic in his ironic playing with 1life
| end death. The sea has falled to leave 0'Neill with any
lyric impulses." (107:168).

The structure of the sea plays 1s not as compli-

cated as that of the Thifst group. In fact, these are hard-
ly more than sketches conteining not a small amount of limp-
ing action and some conventional motivati®ne. What contri-
butes most to that unified lmpression so necessary to the per-
fect one-~act play is the emphasis on characterization brought
out in virile, racy dialogue. As has been seld, "Always
O'Neill cuts down to the elemental emotion of his drama.
However reslistic may be his settings, and to some extent his
characters, he 1s principally concerned with the emotional,
the inner 1ife of his dramatis personse." (17:855.)

3 On the whole, the sea plays are permeated by the

suthor's rather restricted, if intense, outlook on life, end

E Py an impassive, impersonal observance of the grim part played

4
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py fate with the destinies of souls too weak to resist.

Because Mr, O'Neill wished to be represented on
the Provincetown Players' opening bill for 1918-19, he con-
gracted a four-act play Gold to one act, which melodramatic

expedient he labeled Where the Cross is Made. This will be

discussed later in connection with Gold, produced in 1920.

In Ile we have the cruel traegedy of an all absorb-
ing passion for enidea wrecking sanity and heppiness. The
play opens on the last day of the two year period for which
Ceptain Keeney's whaling crew have signed up. Until now the
ship has been ice~bound; no whales have been sighted, the
erew sre mutinous, end Annle, his wife, is nearly insane from
loneliness md monotony. The Captain quells the mutiny, and
has just yielded to his wife's entreaties to turn south for
home, without his full ship of "ile" just as clear water ahead
and whales are sighted. He instantly reverses his decision.
His wife succumbs to insanity. Captain Keeney, of Calvanistic
¢onscience, is an unforgettable figure. Driven by that fero-
6lous pride he says to his mate,

,\ "It ain't the damned money what's keepin' me up in
~[the Northern Seas, Tom, but I can't go back to homeport with
Emeasly four hundred barrel of ile. I'd die fust. I ain't

vVer come back home in all my days without a full ship. Ain't
hat the truth?" '
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Annie's wild, pathetic appeal,

"Then do this this once for my sake for God's
sake - take me home! It's killing me, this 1ife - the bru-
td ity and cold and horror of it. I'm going med. I can feel
the threat in the air. I can hear the silence threatening
me - day after gray day and every day the same. I cen't bear
it. (Sobbing). 1I'll go mad, I know I will. Take me home,
David, if you love me as you sey. - I'm afraid,for the love
of God, teke me home."

rouses a terrific struggle in her husband's iron
spirit, end he assents reluctantly.

"I'11 do it, Annie & for your seke - if you say
it's needful for you.

This momentary softening renders more ironic his
sudden grim reverssal of decision the instant he hears that

there is a clear passage to the northwerdd His love for his

E wife is disregarded.
‘ "and I was going home like a yaller dog" he says
derisively to himself. Then turning sternly to his wifqihe
unconsciously gives voice to the philosophy embodied in thsat
ineffaceable pride that dominetes his life:

"Woman, you ain't adoin' right when you meddle
in men's business and weaken 'em. You can't know my feelin's,
I got to prove a man to be a good husband for ye to take
pride in. I got to get the ile, I tell ye."

Thet O0'Neill has scquired the expertness of a

Practitioner is shown in the swift movement and interaction

of the plot, but more so, perhaps, in the emotional intensity
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embodied in the terse dialogue, In this play, more than any
other of his one-act groups 0'Neill has fulfilled the re=-
quirements for effective dialogue as set forth by lir. Gibbs,
who states: "The dramatist must always be trying to attain
the dramatic: mot juste, the word or sentence whiéh is re-
cognized as the all sufficient expression of the one thought
worth thinking at the moment. And out of this absencé of
rhetoric, this utber simpliclity and straightforwaerdness '
will emsmate the atmosphere of the play." (62: 48. {

"If I regard 0'Neill correctly, he means that we
all dream beyond our power, and that often the bad men, the
failures, are those who have dreamed most bravely and passion-.
ately." (51:56.)

In Robert Mayo, protagonist and material faillure

of Beyond the Horizon, we see a sensitive ldealistic New

Englender who dreamed passibnately but lacked the courage to
live his dreams.

Robert liayo has been dominated his entire life
by a wenderlust, which is sbout to be realized as the play
opéns. He 1s to sall for the beloved Indies of his imagin-
ation on his Uncle Dick's shipe. His brother Andrew, born of
the uso0il, exactly an opposite type to Kobert, is well satis-

fied to remain at home and help his father on the farm, Lhe
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gllure of the "far off and the unknown, the mystery and
spell of the East......the joy of wandering on and on in
quest of the secret that is hidden just over the horizon"
polds no temptation for Andrew, who however, fejoices in
the realization of his brother's dreams. |

Ruth Atkins, the neighbor's daughter, whom both
brothers have loved, gppears to favor Andrew, and the matter
is considered closed. opoth hHobert and Andrew understand and
are satisfied.

With the advent of Ruth on the evening befqre
Kobert's départure the situation changes. She impulsively
rejects Andrew snd with a passionate cry implores Kob »
"Oh, Kob -~ don't go -.away." The revelation of Ruth's love
for him chenges Robert's plans. Andrew ships to sea in his
stead, and thus each brother has chosen a life pursuit which
crosses with his inborn temperament.

Inevitable tragedy results. From this point
on we have a relentless portrayal of deterioration and de-
cay. Ruth soon discovers that, after all, it was Andrew
she loved, not Hobert.

Three years of unsuccessful effort to run the
farm pass, a nd Robert, unhappy, disillusioned and ill, has

only his tweo-year old Mary to comfort him. Andrew returns
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¢ for a visit, but dGoes no more than intensify the situ-

Not any of the romance of the sea or forkign pprts
as gouched him, and he farther prosaically dispossesses

'th of eny idea she might have had that he still.cares for
her, with the words :" I want you to believe I put 21l that

¥ ’ After five years of physical and mental retro-
Eé;ression on the part of Ruth and Robert, Andrew, summoned
:E}rom New York by Ruth,is amazed and horrified to find
E::-;.‘7,;-ovidences of decay end actual poverty in the once fairly

§ prosperous farm. What distresses him most, though, is the
ré;ondition of hobert,who is in the advanced stages of tuber-
‘ééulosis. The specialist he has brought with him to examine
;Bobert tells him flatly that there is no hope for his |
Eﬁfother,and Robert overhears the verdict. He mskes one
éiast desperate effort to reach the hilltopsand when hiuith
and Andy find him there,hetells them in a voice suddenly
ziibrant with the joy of hope: "You musth't feel sorry for
:ﬁﬁw; It's ridiculous! Don't you see, I'm happy et last -
?ecause I'm making a start to the far off places - free-

free! Freeca from the farm - free to wander on and on-
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eternally!:Even the hills are powerless to shut me in now.'

raising himself on his elbow, his face radiant, he points
to the horizon. "Look! Isn't it beautiful beyond the
pilis? I cean hear the'old voicés, calling me to come =-
and this time I'm going - I'm free! It isn't the end. I've
won my trip - the right of release - beyond the horizon!
Oh, you ought to be glad - glad - for my sake: "

So-it would seem that his‘cherished dream has
paid for his suffering and disillusionment.

However, the stage production was not played

‘ag O0'Neill had written it, with the last scene &n the hill-

top ,where is established the real motif of the play, Kobert
Mayo's aspiration, which as a boyrhe had dreamed of and as

a men given up at the demsnd of Ruth's desire. The stage
presentation closes in the farmhouse, Andrew in his despair-

ing love for his brother denouncing Ruth for not having

lied to Andrew that he might die happy in the belief wshe still

loved him.
As in a1l of 0'Neill's,a note of irony pervades

Beyond the Horizon. Pierre Loving finds this difference,

however: "Previous to Beyond the Horizon the note of irony

is superhumen end external to the dynamic will 6f the

charscter. There is a touch of cold fatelism aboutit."
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_EXQEQ the Horizon he declares that '"the ironic note is

%k;de humen; it is particularized end given a local temperament-
beautY-“"“The tragic conflict is real and worth while;

“the exercise of the human will may produce grief, but at

%;east jt has an even chance with events." (93:519.)
£

) Beyond the Horizon marks kr. 0'Neill's first

@
%:
[
}’:.

%mong the many criticisms leveled at the play that of lir.

gonscious deviation from conventional theatric technic,

e

Hgouis V. Defoe seemed the most irritatingly admonitoryi He
%ieproves: "His instinct for the theatre haé not taught

2 m that the theatre must defer to certain practical demends.
» hes not yet learned that brevity is a virtue. His tech-
ocal method, surprisingly effective asit is on one side is
im'bitrary end wilful. on the other., He will yet discover
ﬂuhat, however minutely he aims to analyze his characters,

b must respect mechanical necessity, and must not write

_i;s plays in what amount to six acts." (48:33.)

( This last comment seemed to particularly gall
0'Neill, becsuse, in a rather hurt, naive letter to
Barrett H, Clark he defends himself:

. "You remember when you read Beyond,you remarked
bout its being ' an interesting technical experiment’.

Ay 1s it, I wonder, that not one other critic has given me

edit for a deliberate departure in form in search of a
Peater flexibility. They have all accused me of bungling
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gh ignorance - whereas, if I had wanted to, I could
leid the whole play in the:farm interior, and made
git tight as a drum, a la Finero. Then, too, I imagine the
b~ polism 1 intended to convey by the alternating scenes
é'gﬂld be gpparent even from a glance at the program, It
V;ather irks my professional pride, you see, to be accused of
'3 oporance of cogventional everyday technic,. I, & Baker

47 alumnus —=-e (42:583.)

The symbolism of the six alternating in-door -
fbut_door scenes was that of a tide-like rhythm in the lives

of the characters, and kr. Clark declares that even in this

B
~pirst of his long plays O'Neill was striving for new methods

“of expressing the spiritual impulse within him." (42:52.)
§
Lo -

During one of his rare interviews lir. O'Reill

:

b

Eiet it be known that he considered The Streaw his best plece

TS

ST

F
s

?bf work. He classed it as a tragedy of human hope, and furthe y

o4

%

&,
i

5
‘explained: "Wy whole idea is to show the power of spiritual

gmlp, even when the case is hopeless. Human hope 1s the

&

;éreatest power in 1life, and the only thing that defeats
‘death." (44:264.) |
§  ' The play is intensely autobiographical as the

Kplot reveals.

As Eileen Carmody is entered as a patient at the
111 Farm Tuberculosis Sanitorium she meets Stephen Murray,
young neswpaper repprter, who isrecovering, and who soon

jmrf:;:{lill be dismissed.
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At Eileen's suggestion Stephen tries writing
E?.rt gtories which Eileen types, and acts as critic for, de=-

W>ite per modest protest that she is unable to do them

“:stice'

Notwithstanding the anti-Cupid atmosphere encour-

aged DY the steff this friendship develops into love on

’..u-.wjh ,,' gy ieclni ,
s PR, i

'9yleen s part, a love to which Stephen remains utterly im-

prvious .

Four months later we find Stephen exulting 'in the
setor's decision thet, as an "arrested case',he may be
fdismissed to carry on his work of story-writing,in which

iBileen has been so inspiring and helpful.

During e midnight rendevous at the cross-~roads
kvleen pathetically and desperately decleres herglove for
?‘n, but Stephen cannot reciprocate.

The next day Stephen departs, leaving an Elleen

Uésolated in spirit, and rapidly deteriorating in health,

}%mm that Yope of Stephen's caring for her is demolished.

f; Another four months have passed and this time we
3&1nd Elleen on the isolation porch at the samitorium, sbout
?*0'be removed to.the State Farm to which the incurebles,
loon to die, are sent for the ostensible purpose of getting

Iore rest and quiet.
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Stephen returns for an examinastion end visit,
gnd before lilss Gilpin, Eileen's nurse can warn him, goes
;;o Eileen. He is norrified at her emaciated appearance and
goannot hide his misery and worry at her physical deterior-
gtion. Vith unconscious cruelty he destroys any vestige of
‘pope she might have had by referring to the midnight meet-
4ng et the cross-roeds and telling her: "Well, I rather
You

thought you wouldn't tske it seriously -~ afterward.

gere =11 up in the air that night."

As he leaves Eileen he meets liiss Gilpin who re-

-;v‘eals to him Eileen's real physical and emotionsl condition
i}md implores Stephen to mske Eileen happy the few remaining
ﬁ;days of 1ife by declaring his love for her.

: Stephen, now fully aweke. to his unconscious
f{%allousness, determines to make‘complete amends. With

tj@itying tenderness he asks Eileen to marry him, She is

- "eh, Stephen, any place in the world would be
gPesutiful to me if you were with me! (His face is hidden

ian the pillow beside her. ©She is suddenly startled by a

imffled sob - anxiously) Why - Stephen - you're - you're
;Brying.

3 Murray,(reising his face which is this time salight
é.th a passionate awakening - a revelation) Oh, 1 do love
jyou, Eileen! I do! I love ¥you, love you!
g Eileen, (thrilled by the depth of his present
gincerity - but with a teasing laugh): Why, you say that as
L you'd just made the discovery, Stephen.

’ ilurray:- Oh, what does it matter, Eileem! I




Prese
N\

B s A —

i
ERpEt ey

B

S L e e

?r

near death,senses the t ruth that she is to die.

|
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)

Oh, what a blind, selfish ass I've beend I

: 1

oUs
'igzz gouﬁ You are my life - everything! I love you,
“gileen! I do! I do! And we'll be married - (suddenly
.pis facge grows frozen with horror as he remembers the
 doom. For the first time the gray spectre of Death con-
'fronts him face to face as a menacing reality.)

Eileen, with t hat intuitive awareness of those
Againian

yronic fate has loaded the dice against two- players.

However, in an effort to retrieve her habpiness

stephen vehemently denies this, telling her that it is he

who has to return to the sanitorium, and that she must look

" out for him snd help him to get well.

Rather doubtful, Eileen has the confirmation of
Miss Gilpin,who lies valiantly to confirm Stephen's story.
Later Stephen explains his newly realized sincerity to

Miss Gilpin, and declzres passionately:

"But we'll win together., Ve cani T¥e must:
There are things your doctors cannot value - cannot know

the strength of! (Exultantly) I'll make Eileen get well,
I tell you! Happiness will cure! Love is stronger then -

(He suddenly breaks down before the pijying negation she
cannot keep from her eyes. He sinks on a chair, shoulders

bowed, fece hidden in his hands, with a groan of despair):
Oh, why did you give me a hopeless hope?

Miss Gilpin sounds the change in 0'Neill's
philosophy in her answer:

"Isn't everything we know just that = when you
think of it? (Her face lighting up with a consoling re-

- Velation) But there mist be s omething back of it - some
bPromise of fulfillment - somehow -~ somewhere - in the spirit

of hope,"

S
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Ironically enoughi, to this young couple love is

f?hopeless hope and so is life, and Stephen voices the de-
ﬁﬂ da that an ironic Fate explain why, in the face of a
ﬁ;art pbreaking reelization that love has come too late,
;wpe should still persist.

% v "Héw dare you use the word hopeless, as’  if it

fere the lasti Come now, confess, damn it! There's always

gupe, isn't there? What do you Eggy? Can you say you know
ﬁ;nything?" and though Miss Gilpin assures him she knows
;,othing, we sre left with a feeling that 1t is sn illusion
%}pon which Eileen and Stephen are about to basettheir lives.
{ 0f course, the point has been made that it is al-
%;ays the pursuit of happiness, the search for the meaning
ijnd justification of life that counts more than the at-

“tainment of one's desirey so whether or not kileen lives

&

git is, as lr., Parker has pointed out, "because dying,

%Eileen Carmody 1s brought to the realization that she may

, vanquish death because Bhe must live the life of her lover.
1

;This decision to live may have come too late in her losing
fbattle against death and disease, but it seems to be lr,
go'Neill's great and thrillihg point that it does come; and
éthat with this decision his heroine livesg, intensely,
étriumphantly, if only for a few days or a few months."

&

; 129:
iz 236. )
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Eileen is an intense character. She feels deeply,

iis easily moved,.is most sensitive, and one imagines, must
ihave suffered mental anguish after having revealed to
:%stephen her unrequited love. Stephen is real, in his un-

& sconscious indifférence, though how he could be unaware of
iiEileen's love for him is rathér puzzling.

~ As alwéys, O'Neill's minor characters are vividly
.?presented, even though they are types. Perhaps it is the
f?realistlc dialogue which accowplishes this.

] ‘That O'Neill can rise sbove this pure realism in
; peech 1s evinced in ﬁhe agrpealing, spontaneous scene be-
ftween Stephen and Eileen in the moonlighti Emotion is
éhere intensified with a poignant sincerity and pathos.,

1 - Though this paper is not concerned with a balance
'of merits and defects in any. play it is rather interesting
ito inqulre the reason for the failure of The Straw.

-;. From the v1ewpoint of pure exposition it is excellend,
%each act being a link that‘carries on the life story of
Eiléen Carmody. The play, it is true, lacks unity of struc-
iture, and lir. 0'Neill is rather non-selective of detail.
:Almost every bit of Eilgen's home life could be omitted,

%Fnd no violence would be done the play. The somewhat ob-

E'imls mechanics are balanced by the varfiety and freedom of

g .




i 364

1;the structure of the play, while its length is compensated
:% for by excellent charecterization.

More than one dramstic critic has commented ad-
?ﬂversely on the setting, that of a tuberculosis sanitorium.
Mr. Macgowen perhaps volces the sentiments of
meny when he writes:

"The Straw is written, strongly, truly, and its
$ characterization is excellent, but its emotional effect

. gs drama is bound up so closely with its subject, the

b paveges of tuberculosis, that the individual resction of
§ reader or critic is unrelieble as to its dramatic worth,"

L (96:334.)

; ind, "seve for the illuminating flash that lights
f up its last act, the play is an ironic picture of the

. regulation, the standardizationy almost the capitalization

b of the white plague. Bir. O0'Neill exposes the life of the

I heterogeneous victims in a sanitorium in Connecticut.

£ (129:236.) -

In a rather general statement lir, Ernest Boyd

j%has cultivated a new idea énd a new form to the contemporary
fgtheatre." (27:370.)

Kenneth licGowan, sn ardent admirer of 0'Neill,is

38

%&mre explicit. In an article entitled Experiment on Broad-

E¥8Y, he writes: 'This explorstion into the racial mind of
é§he negro is so definitely subjective in its materials and

?0 free in form thet it is an obvious step toward the
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;?1aywright's completely expfessionistic drama."(99:175.)

; The aim of expressionistic drama is to alienate
zitself from reelity, from the obvious and the natural, and
gto ally itself'with the unreal, the conventional, and the
st&listic. Stylization is the degree of creative insight
zjwith which the producer: has grasped the inner meaning of the
ifplay and reflected it in the acting, lighting, and setting
£s° that one mood or tone prevails.

In Emperor Jones that mood is terror. In this

! psychoanalytic study of atavism we have eight abrupt scenes,

7 each the sublimetion of a phase of fear rising from mere
ibewildered apprehension, to culminate in all-devastating
‘?sheer panic - terror.

Imperor Jones is not the only actor in this ironic
itragedy of the illusion of fear, which so dominates one

é;negro, symbolic of his race. Each spectator is compelled

Eto enter into the motives of this negro fanfaroh, to
;sympathiZE, (in its brosdest.sense) with him, and thus be-
:come en actor in the drama. <This dramatic triumph has been
i secured by at least one physiéal devige, the insistent,

- Intensified beat of the tom-tom.

As the play begins,the regular relterated beating
i_Ofvthe tom-tom gives werning that the natives are in conclave

In the hills, using voo-doo charms and incantations to work

| —
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i?p their courage to the point of rebelling against their

f emporoT e
¢ This emperor, Brutus Jones, is a genial sophisti-

Egated rascal, an er~Pullman porter and<ex~convict, who hés
Z?@stablished himself as ruler over these African savages.

] Up to this time he has passed unharmed emong his
éjubjeCtS’ due to 2 self-invented tale that nothing but a

L 1ver bullet could kill him.

4 Though he has exploited the natives to the edge
:gaf revolt, his plans are so carefully laid. that,though the
f pminous reverberations of the.tom-tom warn him their fury
Shas broken prematurely, he is not caught unprepared.

He reaches the edge of the forest, a jaunty

fpelf-assured adventurer, confident that he knows a trail to

;bne silver one for himeelf in case - ridiculous thought-
,The is ever re¢ally cornered.

] But when, in the mysterious night shadows of the
,i'immobile forest jne is unable to locate his cache shis self-
’gpossession is a bit shaken.

From this point on & series of dim tableaux ob-
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1 ttle Formless Fears emit a Utiny gale of low mocking laugh ~
Eefgand with a yell of terpor he dissipates them with his
:%irst lead pullet.

3 In qiick succession the scries of episodes un-

iiold: gach & crisis of feser: first, the Pullman porter he

'?zd murdered in a gamblers quarrel, next the guard of the

% ain geng,whose brutality goaded him into another slaying.
iéxt ne is confronted with the visible hallucination of his

éﬁ ro fears, his racial superstitions. The auction block

; élds to the galley of a slave~ship, wherc, as if under

%;me uncanny compulsion, he joins the rhythmic wail of
?;soiation of his own people. Next, most horrifying of all,
j;e Congo Viitch Doctor demands that he sacrifice himself to
?;e Congo crocodile. At last, stripped in body end s Qul of
%}e artificial trappings and veneer of civilization, his
‘}lver bullet expended ageinst this last apparition that

:?d 8o completely and utterly routed his courage and resource-
'?lness, he ends his tortured, hopéless circle at the very
'gint from which he started, only to find the natives im-
Arturbably waiting to shoot him down with their silver
J}llets. And so he died, a victim of the superstition he

;Qd scorned end despised.
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Thus in Lmperor Jones a psychological theme is

L pied to its logical, Inevitable, and appointed conclusion.
% jronic. fate, in this play morc¢ humanized and localized,
strates the protégonist's designs, but the conflict

i; peen more worth while,

Imperor Jones, as the protagonist of this series
Rh episodes, unfolds, not only the concentrated history of
ﬁﬂe men, but the poignant history chronicle of a whole

;: 030:
: Emperor Jones is a powerful picture of a subtly-

Brown cheracter.

The dialogue is forceful, at times humorous,

t ways realistic.

"Here, as in all of 0'Neill's work, there is

ovidence of his dual gift of deploting cheracter in swift,
?’vid strokes:nd scenes, and of expressing himself in lang-
-éage that is iyric in its insistence on utterance by the
hunen voice. (134:37.)

kr., Ludwig Lewispohn attributes the success of

i#hﬁ exotic elements in its admirable presentation more

i%han to any inner completeness or perfection." (89:902.)
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As in Beyond the Horizon and The Strawswe have the

potive of illuslon dominating Gold. This play, sn unfortun-

gte expension of an earlier one~act play, ‘here the Cross

1§'Eggg,"is a study of the effect of the discovery of
supposed treasure on a desert island upon the men who found
it and an account of the trail of rmurder and madness which
followed." (..891:903. .)

More specifically, the'plot‘of this four-act study
of the psychological effect of lust of gold is as follows:

Captain Bartlett and his crew are wrecked on a
coral reef in the Mslay Archipelago. Dying of thirst and.
hunger, they find, ir the water logged hulk of a Malay war
prau, two chests of treasure. The cook and cabin boy pronounct
it junk, and'are~murdered, with the tacit, but unspoken con-
sent of Captain Bartlett. |

Rescued, Captain Bartlett fits out a schooner
to dig up the treasure which he had ordered hidden in the
sand. By a rather theatrical and obvious ruse the Ceptain
is prevented from saeiling to recover the goid. From then
on it becomes an obsession with hime. He has the top floor
and roof of his house fitted up as a lookout post, and
baces eternally up and down, waiting gnd watching for the
ship that has lain bottom side up, for three years off the

Celebes.

F‘ﬁ*m‘ i
;

S
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Finally, he reveals the secret to his son, and
ghows him the sample of treasure he brought along. The lad
exclaims, in irritated disappointment just as the ship's
cook had, "It's dammed brass.” |

This doesn't alter the Captain's insane delusion,
which results in the death of his wife, the unhappiness
of his daughter, end the complete demoralization of his son.

There is nothing particularly significant in
this melodramatic story, but some critics have resd more
into it than sppesws-#a: the superficiél, realistic dialogue,
end. shaky structure would seem to warrant.

"that is finely conceived is the symbolism,ﬂ
decleres Mr. Lewisohn. '"l'he treasure is brass. Illusion is
illusion. Yet the man who secks to bring his fellows in
contact with reality is killed. They spend the rest of their
lives chasing the false treasure, sleying for it, maddened
by it. But it remains brass, chesp, but gleaming." Then
he adds, rather skeptically, "Only the unpleasant doubt
obtrudes itself that perhaps lir. 0'Neill did not mean any
such symbolical meaning at all." (89:902,)

Miss Euphemia Wyott, of The Catholic Vorld, is

o

assailed by no such misgivings, and confidently asserts:

"The play may be taken as an allegory satirizing in powerful
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%ashion tne stupidity of those who seek worthless treasure

;;t the ends of theworld and ignore the real beauty and
value of life as theyex1st about them." (150:555,)

Pierre Loving seems to have struck more nearly

;the philosophic note the author intended when nhe says,
i?ﬂulunder currvent of irony ---- lifts the play above the
%plane of mere Incisive study of the collapse of a fine
énindi it emvelops the character of Captain Bartlett with
itﬁe sadness of a futile heroism.........Ve grow aware by.
?degrees thet the plot has been spun in advance by a higher
épowef; the dice ere loaded, and thememorsble lonely figure
? is in rvesllity gripping with fate." (93:516.)

4. i1t is true that this play marks a complete pe-
version to the fate domination idea, which 0'Weill had seemed
4o have left behind him. In just so far as this philosophy
%_13 untrue to real life, which permits an occasionsal gleam
é;of hope, so is this play a fallure. The audiences seemed to
‘feel this deficiency for it lasted only thirteen days, his

| first resl failure.
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Diff'rent, announced by 0'Neill as a "daring

gtudy of feminine sex psychology," is a play of an unsatisfied
jdeals.

The central figure, Emma Crosby, repudiates her
engegement to the young caeptain of a whaler, because she
hears that during a trip to the South Séa‘Islands he has
fallen an unwilling victim in a hour of folly to one of the
" pative girls. She will live single rather than sacrifice
her ideal illusion that Caleb was "different" from other
men. As a matter of fact, this is no ideal at all, but
sheer finical egoism. 4<hirty years pass, during which the
captein comes and goes on voyages, never omitting to call
on ¥mma between times, nursing his own illusion, which is
that time will reconcile Lmma to him. Of course, time
doesn't, and the same thirty years that leave Caleb a
strengthened character have changed meaeidenly modesty that
considerea itself too precious to be bestowed on one just
like other men to a pitiful spectaclé of unashamed pursuit.
Benny, Caleb's nephew, = degenerate young craven, with a
cynical twisted outlook on life, is ﬁhe object of kmma's
autumnal passion.

In honor of this waster, off-scouring of thd
“iorld Var, Emma refurnishes her pérlor, dyes her hair, rouges,

end mekes many moral adjustments, not the least of which is
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per tolerance of Benny's imoral lapses. Jlronically enough,

ghe, Who thirty years before ruined her life by just one

quick credulity,now refuses to believe a single word against
.this ne'er-do-well.
| Threatened with exposure of theft Benny proposes

‘marriage to bkmma to save himself. Emma accepts with de-

| greding alacrity.
; "hirty o' the best years of my life flung for a

%
5

“yellow dog like him to feed on. Godl" raves Caleb, when he
%
‘hears the news. In his anger and desperation he talks of
fmurder, then of bribery to force kmma from Benny's clutch,
bu 1life is not worth 1 ving now,nor is anyone worth -
gacrificing for,s® he goes ouf,feeling it must be ended.
Bribery: meant money,and Benny, in his speculation
iés to his uncle's seriousness on that point, displays the
depthis of depravity to Aunt ‘mma. In a scene of utterly
cruel disillusionment, Benny asks her:
"hat're you taking it so dammed serious for -
me aling you to marry me, I mean. I was on'y sort of
kiddia' anyway - just so you'd tell him and get his goat
gh§ Say, honest, Aunt bmmer, you didn't believe - you
didn't think I was really stuck on you, did you? ﬂxy,
Jou re as old as ma is, alnt you, Aunt Ewmer? And I'11l
#ay you look it, too! =--- This is what I get for fooling
?rmnuixuiL.an old hen like Tou that oughta' been planted

the cemetery long ago! Paintin' your mush and dressin’
dike a wig!™
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As in & tfance, Emms dismantles the room of its
gaudy decorations. Lenny returns to tell her Caleb has
;hung nimself and she 'moves:like = sleépwa&ker toward the
'door” murmuring, "%ait; Caleb, I'm going down to the bsrn'l-
’to put an end to her lifé.
Mr. Arthur Quinn has said, "dr. O'lNeill is not
conce:ned with "meking"any kind of ending. The endings
" form themselves in his ceapable hands out of the characters
gnd situations." ( 130:418) Wnile this may be true in the
greater number of his plays Diff'rent seems an exception.
i Two suicides’are two too many in this case. Given the

? charscters of Zmma and Caleb as they have been presented,

2 and developed, self ddstruction is not the inevitable way
%fout of their situation. That should be reserved for a real
] tragedy, which this is not.
Nir. Clark comments on this are pertinent: "In
Diff'rent though 0'lieill shows both Calbb and Emma driven
to extremes, I am neither emotionally not intellectually
persuaded that they would commit suicide. There are many
who either dare nots; or perhaps, do not want to, kill them_
selves - even though they believe they have nothing more
_to live for - who go on living in quiet desperation. Caleb
and Imma are such. To k1ll them off at the end is an:ct of -

mercy, and O'Weill's mood here was anything but- merciful;

——
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AR

ﬁe is after truth." (42:7.)
L That hr. O'Neill seems to be "eurious, rather than
ﬁjrious" in his search for the truth is the opinion of

?r, Firkine. He found the second sact particulariy repulsive.

%view the self abasement of the woman in the second act

&

[ githout a stricture or strengulation in the throat. Hr.

Nl com ot in

{i'Neill is rather curious than serious; his second act,

'?1nstance is not typical, but extravagant.”" (58:207.)
‘ Not only is Lir. 0'Neill extravagent in his in-

§Stanoes, but #b #s this lavishness of gloom and pessimism

4 1s again theme which domineted this drama of depression.
1 In the charscter of Emma we seem to find an e cho of 0'Neillls
reactions in his quest for truth. Nr. Krutch summarizes

them in the following excerpt:

A i‘u x!, =7 T e R T ST TR R e et e oo
» g i 0 B et
HR R

"Her (Emma's) tragic guilt is as definite as that
of any Greek heroj it is a sort of inflexibility which will

———
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ermit her to accept things as they are. &nd her
P tastrophe gbows inevitably and with ironic suitability
peon tnis guilt. Having refused a true and generous man,
;he jgnoble compensationnwhich she seeks is snatched
o r graspe. He who will not when he may may not when

;‘°§uly 17 (82:565. )

; The Hairy Ape has the tang of sociological pro-
f;aganda. e have Yank, the ocean liner stoker, who in his
’?ast strength, feels he makes the world move, confronted

,}or one brief moment by Mildred, a decadent daughter of the
i;lass Yank thinkétdoesn't"belong". Her look of utter aversion
;;ndterror and exclamation "Ihe filthy beast!" later trans-
éiated to him as '"Hairy Ape" so shatter Yank's confidence

gin himself that he leaves his job, determined to seek
%revenge on the "baggage class" which,he feels, has insulted
égnd degraded him. |

j; He seeks Fifth Avenue that he may meet them.
éﬂurling “himself against the marionette sutomatons parading,
lghe is further enreged and baffled by their indifference,

iand his effort to be recognized landshim in Blackwells

@ Island,

4 While he meditates béhind the bars he learns of the

E I.W.7.'s and as soon as he is released volunteers his ser-

ZgVices to blow up the fuctory of Mildred's father, symbolic
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E ¢ the hated high social order.

v Believing him a spy, tne I.W.VW.'s throw him out.
?Rejected alike by conservatives and radiCals, more dazed
;than ever, with the hated epithet "hairy ape’ éver in his
?consciousness, fank seeks the Zoo to look}upon his counter-
%part- He confides his trouble to the gorilla, and in a
ilast desperate effort to locate himself  -somewhere in the
ggocial system he releases his prototype that together they
,imay wreak vengeance on an unfriendly world. With unconscious
éirony the gorilla accepts him in a huge embrace, crushes
?pim, and £lings him into the open cage, then saunters off.
'; Yank staggers to his feet, supports himself by
ffi;he bars, end dies with his "boots on", still defiant,
iﬁhough frastrated in his final attempt to find his own soul's
5;tatus in the modern social scheme.

] Underlying this "“extraordinary blend of weird
:iantasy end extreme realism, of satire and symboliém"
33164:566.) which make up the eight expressionistic scenes
;f the Halry 4pe is an intellectual concept in which is
%mbodiea the philosephie message 0'Weill wished to deliver
jit that particular time.

1 He has chosen Yank, svmbol of primitive and

;hySical strength, and a victim of modern industry as the
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3rotagonistl Through him 0'lieill wishegto voice that
;;ocial rebellion,that sense of buffeted” frustration which
:éinds itself helpless in its effort to find a place in the
];xistlng social order.

: As the play opens we see Yank amid the deafening
fioar and unbearsble heat of the firemen's forecastle glory-
iing in his physical prowess. In his crude strength he
;uults in his creation of the energy and speed that drives
fihe ship across the ocean. Over the din he bellows his
égreed:

i "Everything else dat makes de w011d move, somep 'n
}nakes it move. It cnn 't move witout somep'n else, see!

fDen get down to me. I'm at de bottom, get me. Dere aint
Bnothin' foither. I 'm de end! I'm de start! 1 start somep'n
dand de woild moves!™

; In that tense climeatfic s cene where Yank is brought
ace to face with the social parasite, Mildred, her horri-
Fhis joy in his vast atrength as well as his confidence

ﬁs to the utter rightness of his place in the.world. His
gf@raged feelings seek revenge, and as he hurls himself
i-ainst the inperturbable IMifth Avenue church parade of
E;nservatives, synmbolic of an impregnable social order which
f} ely has "disposed of " that which threatens its security,
he begins to realize his impotence in his conflict with

Yégue social forces he cannot comprehend.

—
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The I. WeW.'s further convince him of his inability
;;'to cope with the social order and he rather pathetically

g uses: |

3 "I'm a busted Ingersoll, dat's what. Steel

i was me, and I owned de woild. NNow, I ain't steél, and

t de woild owns me. Aw, helll I can't see -~ it's all dark,
L get me? It's all wrongt-~----- WWhere do I get off at,

‘ h hq 14 .

’ Still in search of an answer, Yank seeks his. kin,
‘?the real hairy ape. As he staresat the gorilla he painfully
égvoices his groping efforts to locate himself in the scheme
of thiIlQ;SO

; "I ain't on 01th and I ain t in heaven, get me?
:I'm in de middle tryln to separate 'em, taking all de
Brot st punches from bot' of 'em.

After the released gorilla had crushed him in
ian ironic death embrace, Yank's bewildered rutter "even
.gsm didn't tink I-belonged" mounts to passionate despeir
fﬁs he demands, "Christ, where do I get off at? Where do
fit in?"

He answers himself, bitterly,
: "In de cage, huh?"and with a lsst pathetic gesture
f°f bravado in the strident tones of a circus barker, calls
padies and gents, step forward and t eke &t slant at de one
jend only - %his volce weakening) one and original - Halry

kApe from de wilds of - (He slips in & heap on the floor
fand dles. The monkeys set up a chattering, whimpering

And perheaps, (in O'etill's own words) the Hairy
Wpe at last "oelongs "

———
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éThat o'iieill himself regarded The Hairy Ape as purely
};ymbolic is indicated from a letter he wrote to the lew
York Hereld-Tribune.

mp——

‘ "The Hairy Ape was propaganda in the sense that
Pyt was & symbol of man, who has lost his old harmony with
5hature’ the hermony which he used to have as an enimal and
E nas not yet acquired in a spiritual way. Thus, not being
fgble to find it on earth nor in heaven, he's in the middle
grying to make peace, taking the ‘woist punches from bot'
bor 'em’. This idem was expressed in Yank's speech. The
gpublic saw just the stoker, not the symbol, end the symbol
fmekes the play either lmportsnt or just another play.

fvank can't go forward, and so he tries to go back. <This
#4g what his sheking hands with the gorilla meant. But he
Eoon't oo back to 'belonging' either. The gorilla kills
ipim. <The subject here 1s the same ancient one that always
was and always will be the one subject for drama, and

f4¢het is man and his struggle with his own fate.

tnused to be with the gods, but is now with himself, his own
fpast, his attempt to belong."

=

Though Hr. 0'Neill rather ironically subtiyles

§ﬁe Heiry Ape "4 Comedy of hncient and Modern Life " most

i,’

Ibf the dramatic critics list it as an expressionistic

Rragedy.

George Bsker tells us that "0'Neill studies re-

Wxpression for what:is discovered.” ( 13 :79%.) He
}vidently feels that the dramatist is sincere in his method
;f exposition. . He explains: "0'Neill becomes an

®xperimentalist in form, even a symbolist at times - not

The struggle
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in order to experiment, not as a follower of any momentary
vogue, but because,likeany of the great drametists he has
come to feel not what he so easily illustrated in action,
put what can at best be only hinted, hinted, suggested,
symbolized as ultimately the most discerning, the most
honest pilcturing of the complicated mingling iﬁ emotion of
hereditys; environment, a multiplicity of ceuses, large and
smalle (12:792.)

lir. Macgowan is even more explicit, e is almost
diagremmatic:

’@gg_ﬁair Ape 1s expressionistic in form because
the author deliberctely subordinates plausibility of
lenguage or situation to the need of making life clesr., The
people do not talk or act as they would in real life, be-

cause O'lNeill wishes to give us things they feel which
reach us - either in real life or realism - by fainbttand

" 1llusive indications; these sgeak out directly in The
- Hairy aApe « The process of O
g fi

Neill is to let Yank shout
of boastings in rythmiéc sleng...... The emotion-

{ al vigor and truth of this is so striking that:many specta-

tors take t he four opening scenes for grubby but terrific

§{ naturalism and do not notice until Yank gets on Fifth

I Avenue that the play is written in a vein of extreme ex-~
3 aggeration. Upon Fifth Avenue the 'thing is clear enough,
I for here 0'Weill exaggerates the exteriors as well as the
4 speech, and sets marionettie automatons parading.

"4 reader of the text of the play, or an acute ob-
8erver of the performance will see that O0'Neill has succeed-

§ ed in almost all the scenes in going down beneath the sur-

. face essentisls of character and presenting those essemtials
i With such truth and vigor that the net” result seems the

. 8Xpression of truth." (101:187.)
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It 1s rather interesting to note that until this
jast yeer the casual mention of Lugene O'Neill's name al-
most always called forth the remark "Oh, yes. He wrote
. gnne Christie."

’ What is there about:this play that seems to make
;1t so unforgettable? Reduced to its simplest elements ,it

gis merecly another of the countless variants of that age-old
éplot, the woman with a past. In this case regeneration
follows, and with it, most incredibly for O'Neill, the con-
Evmﬁdonal happy ending, which Oliver Sayler declares is no
#mding at all, and thet what does exist is "merely a play,---
;eaching an ironic finger into the future, like 1ife,"

(134:35.)

Accuracy to life is the basis of O'Neill's appeal.

@Tom the instant we see Chris, that drunken old sentimentslist

W1l into the dull and sordid saloon of Jimmy-the-Priest,

?ntil we leave him gazing out into the night, lost in his

tombre preoccupation, guttering, "Only the old davil the

4
lea, the sea - she know", we are face to face with even mre

than g pungent realism. A4s Kenneth lacgowan expresses it:

B
§




T

55,

T

sy

miore than realism, however, something of the inner spirit,

T T

tne fullness and vitelity of life floods to the surface.”
' (99:5.)

P The dull, plodding, sentimental old square-head

éChriS bas kept his daughter Anna on a Minnesota farm to

Eprotect her from "the old Davil, sea", his obsession. Her

tor. She joins im on the coal barge, not without some
éiisgivings.

“ About two weeks later she mystifies and elarms
éhris as she gazes awestruck into the dense fog and dream-

Mly voices the fulfillment of her ztavistic desires.

"y

1 Iunny! I do feel sort of - nutty tonight. I
feel old.....like I'd been a long, long time - out here in
¥he fog., I don't know how to tell you yust what I meen.

Bt 's like I'G come home after a long visit away some place.
Pt 211 seems like I'd been here before lots of times -~ on
Boats « in this same fog." She persists perplexedly

fBut why d'you s'pose I feel so - so - like I'd found some-
Bhing T'd missed and been looking for - s'if this was the
Bight place for me to fit in?Y And I seem to have forgot -
Nerything that's happehed - like it didn't mmtter no

ore. ind I feel clean, somehow - like you feel yust after
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E ou've took a bath. 4And I feel happy for once - yes, honest!
v neppier than I even been anywhere befsre. "

Through the enveloping fog sn "shoy" of distress,
;and with the rescue of the shipwreéked crew and the entrance
iinto their lives of liatt Burke, "the very broth of a boy,
;boastful, chivalrous, romentic, blasphemous, superstitious"
;(56:20) the conclusion is inevitable.
1 4s hobert Benchly inimitably puts it, "In the
ésecond act we are asked to accept not ondy love at first
%sight, but love at practically no sight at all, as the

%;almost simultaneous meeting, courtship, and proposal are

%carried on in a dense fog at night on the deck of a coal
ibarge." (21:16.)
. hatt proceeds to deify hAnna, who will not permit

éit. Before he accepts Matt she tells in a scene of almost
éunbearable intensity, the story of her life. The remsinder

5of the play is concerned with the reactions of the two
gmen, Chris's maudlin self-pity, the Celt's furious and
ivirtuous single-standard anger, and the ultimate readjustw
gment of their individual theories to their need for love.

| But it is left to Anna Christie, ignorent, laconic,
fhlmost inarticulate, to voice 0'lleill's burning ironies of

i

f life. She tells her father, "It ain't your fault, and it

fﬁJﬂt mine, and it ain't his neither. We're all poor nuts,
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-

gnd things happen, and we just get mixed in wrong, that's
pll."

Again 0'Neill has chosen the sea and the men and
women of the sea as the symbols of the eternal realities
gs he finds them. Just as 4nna is baffled, yet faces un=-
afrald these eternal reelities, the inexplicable inhumsn
power of nature against man, symbolized in "that old Davil
sea” so must we all according to 0'Neill match our impot-
ence against these realities. Though we cannot conquer
Fate, still the very facing of it may‘bring out latent

qualities of manliness and nobility that will not mean

complete spiritual failure.

With almost more than his customary terseness
Oliver Sayler dismisses the dramat13t§next play The First -
: Men (1922) with two words. "O'Neill's worst'. (134:52.) ,
and even Kenneth liacgowan, usually so loyal ,is forced to
E% point out that "the psychology and the mechanism.by which the
husband's objections to fatherhood are established and &

climax of action produced at:thedeﬁd;ofwthé‘SéCOnd act,

-

leave us just another of those forced.specimens of surface

é realism with which the French stage of Pinero and Augustus

¢ -

Thomas are littered.” (98:182.)

il S
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lir. Clark is rather paradoxical. He calls it a

ssgesem e e

mpess successful effort'and a most ambitious failure" in

£

| glmost the same breath'. ( 4276.) A review of the
%storY may clarify these conflicting opinions.

' As & great concession, Curtin Jayson, noted
iscientist, hascobtained permission to teke his wife Marths

%along on & five year expedition which is searching for

;traces of "The First kan'. Two years:previous they had
;103t their daughters, and had determined to have no more
ichildren. The Jayson relatives wanted a man child in the
éfamily, but Curtis Jayson's work seems the parsmount in-
%terest of both their lives, but not permanently. On the
geve of deperture almost Martha announces to Curt that she
%13 going to have a child. His career and life-work threatened,
;Curt finds himself growing to hate the coming baby.

Z Martha dies, giving birth to a bog, and in his
%:grief and hatred Curt cannot bear to look at his son. It
fis only when the light dawns, that his petty scandal-mongering
;relatives suspect the paternity of his son, accusing his
ébest friend, thedt he dashes up to see the baby, and in so
Edoing recovers himself and finds in the "First lian" born to
;the Jayson family a new impetus to live. He returns to

b 8ddress the assembled Jayson relations : "--~-I'1l come back
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l(the 1ight of an ideal beginning to show in his eyes).

2When he's old enough, I'll teach him to know and love a big,
%free 1ife. - lMartha used to say that he would teke her place
4n time. liarthe shall live again for me and him."

The idea, whether a man and wife can collaborste

iin their deeper mental interests at the same time they co-
2°perate in love and parenthood,betrays the author's interest
1n ‘soul relationships. In fact, in his effort to express
this psychological interests of the age in dramatic form,
;o'Neill sacrificed every other factor in the play. His pre-
,;éssession with his idea devitalizes his language, characters
spectacles, movement, ad plot. The play becomes little

imore than an intellectual thesis on "Ehildren versus a

Career. "

i In;st?ucture this pley attempts to be narration-
?al,but it is loose, disjointed,and diffuse.

' On the whole, the Chafacters are shallow weak-~
lings, who do a great deal of artificéial, humorless talk-
ﬁng, which MNr. Mentle fecls '"showed Mr. Eugene O'Neill's
power in a2 direction not hitherto wery aspparent, the ability
to give us repid, clever conversauion which in itself
fatirizes the soclal velues of a decadent pabrician clsss. !
(1303220, )

B

L
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In lielded (1923) which lir, 0'Neill has optimisti-
,, cally lebeled 'a romance of love and marriage ", he has
attempted to show thedsvastating interaction of a variety

‘ of tense love. His thesis is that a happy conjugal exist-
}‘ence is only possible where each of the couple strupgles to
?maintain the personality within the love.

1 What Mr. O'Neill has actually produced is a study
. of the psychology of love - morbid, garrulous, hectic.
Lacking eny real dramatic action, it is, in the last analysis,
%@erely an exhlbit of emotional instability.

i ‘ The theme he has chosen is a common favorite

with modern French dramatists. It may be interesting to

note the curious parsllelism in exact repressiveness of title,

gr_estless intellectualism of theme and utmost economy of
%mtion of lir. 0'Neill's Welded and li. Porto-Riche's

g OUreuse.
Just as Porto Riche haseliminated from his plays
hl elements that dornot immediately furthef or illustrate
hMs centrel and controlling idea so has 0'Neill ruted out
zéf Vielded all encﬁmbering, non-essential environment, char-

:lcter, and action. DMNothing must deflect the dominant idea
{ .

;I'Om its mark.
{
§

¢

“————
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Eleanor and liichael, actress and playwright,
jn the throes of their particular crises, are shown as
gbsorbed in these elone, and are suddenly deprived of all
other interests, passions, and hopes. Even though the re-
sulting character is at most two-dimensional, an amazing
concentration and tensity sreeffected.

Cepe and Eleanor in VWelded paralell Etienne mmd

PR

_ Germaine. E£tienne cannot send-Germaine away. At the door

ne laments:

™hy have restlessness and jealousy forced me to

' pe-open this door? Ve have torn at each other like bitter

foes, irreparable words have been spoken; I have misunder-
stood you, you have betrayed me and yet - I am here. It

- seems as thuough we were riveted together by all the evil
- we have done each other, by all the shameful words we have
~ spoken. "

"But we shall not be happy,” Germaine cries.
And all his enswer is: "What does it matter?"

Compare this with Velded. Eleanor and Cépe, after

Ea violent, jealous quarrel, have eazch returned, learning

?that love 1s stronger than either. Cape declares:

e can live again," (Exultantly as if testing

berl) '"But we'll hate!™

Eleanor agrees: "Wes!
"snd we'll torture and tear, and clutch for each

‘other s souls - fight - fdll - and hate again ( he raises

hiz v01?§ in agressive trlumph) - But! fail with prlde -
}m Jo._

vy
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The play closes on a note of abnormal intensity,
which, somehow,does not convince. Nor were the audiences,
gpparently, convinced of the dramatist:s sincerity, or perhaps
this presentation of love neurosis was too intellectual and
devitalized to maintaln their interest ,for the play was
E sha tly withdrawn and must Bé classed with 0'Neill's

failures.

Conventional dramaturgy seems to have no: limita-

tioﬁs for lir. O'Neill if he determines to put upon the stage

iwhat he finds vital and interesting in contemporary life.

| In one mad taunting epithet "Nigger" flung at
her colored husband by his delirious white wife we have
concentrated the theme of lir. 0'Neill's next play, All
God's Chillun Got Wings. (1924)

In commenting on his choice of theme, Mr. Clewisbhn
tells us :

"I is in revealing this dark and secret thing -
the 1mmemorial, ineradicdble character of race prejudice -
| that lir. 0'Neill rcaches a height hisherto inaccessible to
‘]him. The problem he has selected cleaves so near the hone
t10f human 1life itself that it possecsses a transcendent sym-
;{bolic chargeter. There are not many such themes in this
| workd; tiis is one of them." (86:664.)

‘Simply and directly, in an obvious narrative se-

quence, with crude realism of dialogue and simple violence

| of action,lir. 0'Weill exhibits a serles of scenes from the
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ghe life of black Jim _Harris and white Ella Downey.

priefly the story deals with the childhood affection exist-
jng between two children, Ellea:and Jim, who live on the
frince of the blatk belt. When they reach adolescence

Ella scorns her former chum ; but when she is flung aside by

ner white scoundrel prizefighter, refined, sensitive Jim,

{ who has always loved her, befriends her, and eventually, at

? her ovm request, marries her. Ella loves Jim, but fecels
go keenly her anomalous social position after their return
from France that she becomes insane. Her monomania tzkks
; the fbrm of a consclous, definite attempt to.prevent Jim
. from passing his bar-examination, by demanding all his
a.attention as a nurse., Her object'attained, and her tortured
gself-respect and feeling of racial superlorty preserved,
zzher desire to kill Jim passes, and she reverts to the artless
friendliness of her school dayse

Bencath this surfacs simplicity exists a psychologi-
cal subtlety which 1lifts the play from the level of a rather
confused mixture of hapless matrimony, an economic failure)
a demimonde, the race problem, poverty and insanity,to the
- elevated heights of a tragedy capable of exciting pity in

~the hearts of the spectators.
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For 1t is the spectator who comprehends far

gébetter than t he inarticulate characters themselves the hope-
éiless struggle which takes place in their minds - a struggle
? petween their own character and forces more powerful and

? gubtle than they. Society, environment, circumstances, and
%%nwst of all, their own temperaments,all combined against
ﬁ;Ella and Jim in their hopeless search for happiness, a search
IT-%«.iecr'eed to faeilure.

! Emotionally and intellectually Jim and Ella might
%argue that no sense of inferiority existed in the one, but
édeeper than love and reason, instinct, born of habit and
%tradition, condemried them for their transgression of the
;taboo.

4 The feeling of racial inferiority which Jim
?cannot conquer dooms him o & lonely spiritual existence,
the common lot of mankind,according to O'Neill. In Jim's
iisolation we may trace a reflection of Mr. 0'Neill's philo-
éiophy as pointed out by Llizsbeth Shepley Sergeant in a
%discerning criticism of this devastating drama of misce-
3genation. She points out :

j | "Through the beauty and tragedy of a mixed marriage
fPlerces the suggestion of the deeper and more sacrificial
288pedts of marriage itself - a hint of the torture and

tfliss that the imnterweaving of two strands of intense and

86parate life may bringe. Here, more effectively than in
Melded, O0'Neill, the solitary artist expresses the constant
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restless struggle between the separateness of the human
goul and 1ts need for fusion and immolation. (138:93,)

éi Desire Under the ilms (1925)."God's hard and
' jonesome", believed dour, seventy year old Ephriam Ceabot,
gnd based his life oh that principle. He was lonesome,
. tooy so he took unto himself a third wife, half his age
%'and attractive, and the incarnation of acquisitiveness.
Awaiting her in her newly-acquired home she finds

only Eben, Ephriam's thirty-two year old son by his second

;swife, whom Eben 1s convinced his father not only worked to
iédeath, but also sppropriated the farm which should right-
‘Efully belong to him. Naturally,Eben despises this designing
A;interlOper.

Abbie, consumed by an overwhelming greed for
gzmaterial posséssions, tells her husband that she believes
;%it is still possible to have an heir. Delighted, £he old
giman promises to will the property to the new sone. A&bbile,
{;deliberately proceeds to seduce Eben, who suddenly discovers
Ethat his envenomed hatred has turned to impassioned love.

In Abbie, Eben thinks he has found an instrument of re-
j%Venge for his mother's suffering =nd death. In his huddled,
fgconfused mind Abbié in some way represents both mother

,i&nd mistress. The child, ostensibly Ephriam's, is born, and
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ghe stark old farmer rejoices temporarily, at least, in one

/ fulfilled desire. But with all her carefully planned

ﬂachinations Abbie finds herself énmeshed in her own waéb.

~=

she has not counted on the strength of emotion, and she finds

per passion has developed into a sincere love which wrecks

ES

gll her scheming calculations. They can no longer carry
on, and Eben tells his father all. Ephriem disillusions
gben by telling him what was previously the truth, that
~ Abbie had pretended to love him only to deprive him of
/yhis inheritance. Eben turns from her in fury and despair,

%;and she, to prove her love for him,smothersiithe one thing

’ petween them, the child. This only incurs his horror, and
Ewhile he feels she loves him, his instinctive reaction is to
?fush to the village and call the sheriff.

i Kegretting his action almost immediately she re-
rms, begs her‘forgiveness,‘assumes the responsibility for
%he murder, and joins her in waiting for the officers.

?-e sheriff arrives, Eben surrenders himself as a partner

i} crime, and heppy end exultant in their complete sbsorption
:; each other the two go out to their punishment together,
gﬁaving gaunt Ephriam granting grudging admiration for his

-

;n's courage, and to face his last years in the loneliness

? thinks is God's.
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That a diversity of opinion existed as to the
jeaning and yalue of this naturalistie tragedy of perverted
jesires 1s indicated by a review of the contemporary
drematic criticism, renging from the usual unqualified
%@Ommendation of BarrettH., Clark to the deepest vilification

gngMphemia Wyatt.

i lir. Clark writes; "Mf ever that disputed passage
tgbout Katharsis meant anything it meant it here, for

inegire purges the soul, scars, tortures and twists it, only
e exalt it in the end. 0'Neill has built a shining edifice,
ien epic drama of the workers of thesoil, with ingredaients -
ugly end as beautiful as can be found in contemporary

foivilization. " (42:89.)

I In the samme tone we find this comment: "In many
fyeys Desire Under the tlms is in the finest Eugene 0'lieill
byrodition. And then again it isn't. 'Uneven', that's the
byord. But there are moments, high, bold, relentless moments
Bhen this stark lNew England tragedy is more than you can
Besr. Life is here, 1ife and irony, and an utter lack of

Prettification”. (61:3.)

The entire play seemed to be more phan liiss VWyatt

ould bear, as her criticism quoted in its entirety proves:
k- "Like The Hairy ipe, Desire Under the Elms is
written in scenes, discursive, short, reiterative. Each
Wharacter has a characteristic phrase to which his or her
flips are moulded. The setting is the exterior of a farm-
pouse, a lone white farmhouse with a stone wall.

i "Vie are never allowed to forget the loneliness
®f the stones for we enter the house through! the outside
Blapboarding, which is removed in sections, and first one,
Bhen cnotner of the bedrooms, the kitchen, and the parlor
gre revealed. The seven Capital Sins are revealed with
sh6m. Indeediy they might well be the subtitle. Fride,
ovetousness, iust, Anger, Gluttony, Envy, and Sloth are

;esented to us in one cubicle after another. They form

—
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¢ tpe chief topic of conversation, particularly the third.

. nIhe seduction of a stepson, the smothering of =

f pecby, are incldentel. All the family - from the two elder

P prothers with their hoes, the younger brother with Iis lust,
£ ine reptiliean third wife with her acquisitive instinct, the
¥ 01d lian with his bitter industry went the stony farm for

i ;nemselves. In it is buried their vitality and théir

E: ambition. The twin brothers free tpemselves by running away
g o ncgliforni-a' with their father s money. The younger boy
E 35 diverted by the diversion of posséssing his stepmother.,

¥ The baby is murdered. 1 here is left only the OLd Man,

E whose mania for sgriculture and matrimony has never wavered.
f pecausc he has the good tastetito prefer the cows to his
;gamily'sasoéiety, he has some of our sympathy.

4 "0'feill hasadmitted these people are only types,
i but even types, to be dramatic, need some humanity.

k. "o woman - even the type who can smother her own
' infent in cold blood can stand up and make a long speech

f sbout it. As the gpeech is written the infanticide is the
f 1east unpleasant because it bears no semblance to reality.

. "Desire Under the Elms is a tempting subject for
ka parody, obut it has about it such a persistently putrid
Fodor that it inhibits mirth like a channel crossing when
fone is the actual victim.

;. "tije have heard of the odor of senctity. We have
know suffered the odor of sin." (14B1519.;

St. John Ervine declares thet "Mr. O'Neill has
bchosen to present us with men who are almost lower than

faninels. Here definltely is unredeemed brutishness."(57:58.)

&

: . It is hardly fair to close the discussion without
?resenting Mr. O'Neill's defence for his c hoice of theme.

an a letter to the FPhilasdelphia Public Ledger, Jamuary 22,

?922, two years before the play wasproduced he answered his

?ritic's inquiries regarding the so-called "unheppy endings"
Efﬁhis playse.
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: Sure, 1'11 write about happiness if I can meet
EuP with that luxury, and find it sufficlently dramatic and
4p hermony with any deep rhythm in life. But happiness is
g worde What doesit mean? Lxaltation; an intensified feel-
ing of the significent worth of man's being and becoming?
gell, if it means that - end not a mere smirking contentment
yith one's lot - I know there is more of it in one real
%tragedy then in =11 the hep:iy-ending plays ever written.
1t's a mere present day judgment to think of tragedy as
unheppys The Greeks and the Ellzabethans knew better,

They felt the tremendous 1ift to it. It roused them spirit-
uglly to a deeper understanding of life. Through it they
pound release from the petty conslderations of everyday
‘existence. They sew their lives ennobled by it. A work

‘of art is always happy; all else is unhappy .... I don's
jove life because it is pretty. Prettiness is only clothds'
deep. 1 am a truer lover than that. Ilove it naked.

There is beauty to me even in ugliness." (42:87.)

While a hint of the "Oedipus Rex" plot is evident

1ﬁ Desire Under t he Elms,nevertheless 1t has been obviously

modified to fit in with the theories of a certain category

pf modern psychology, in which the spiritual clarity and

klevation, 80 intrinsic a part of Greek drema, are con-
gpicuous for their absence.

In the Greek tragedy the significence of the
;gatastrOphe was always intensified by either the overt, or
%he irplied contrast between the creative and destructive
%orces of life, whereas inlir. O'Neill's dramas t he destruc-
?ive note alone pervades the play.

! In the last actuof Desire the Greek formula to
;certain extent is followed since Abbie and Eben go to

:eir punishment, so lir. ©Meill would have us understand,
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Jiifved from sordidness through sacrifice.
However, in permitting the emotions, greed and
Justs issuing froﬁ their envigpgnment,to motivate all the

' characters and cause their downfall kir. 0'leill lays himself

 open tO the criticism of belng a blased interpreter of life.
As apoet and a philosopher he assumes the privi-
;1388 of interpreting the outward eftions by the subjective
iﬁwtives. Appafently he does not feel that life is a
tgtrupgle between two definitely opposed influences, one
?degenerative, the other regenerative. He chooses his
:@aterial from the degrading influences only, a predisposi-
}ion which sutomatically bsrs him as a sane and balanced

émmositor of life.,

"Love is & founteain
Forever blooming,
Beauty a fountein
Forever flowing

Upward into the source of sunshine,

Upward into the azure blue heavens
One with God but
Ever returning

To kiss the earth that the flowers may live."

In the lyrical chant which constantly recurs

fake up jir. O'Keill's next venture we have embodied the

fthene of The Fountaine
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he story itself is concerned with the slmost

iwnollY imaginary legend of the search for the Fountain of

;ybuth by Juan Fonce de Leon, his materialistic failure and

_%?

Wspiritual success,winich he voices just before he dies when

éﬂhe declares exultantly in comprehension of the song of the

?jfountain:

"I am that songl One must accept, ebsorb, give

?back, become oneself a symbol! Juan Fonce de Leon is past!
f He is resolved into the thousand moods of beauty thet made
f up heppiness - color of the sunset, of tomorrow
fE preath of the.great Trade wind -'sunlight on grass, an insect!'
§ song, the rustle of leaves, an cant's ambitions. I begin to
6 xnow eternal ¥outh. 0 Founteain of nternity, teke back this

¥ drop, my soul.

s dawn,

Though BPhe Fountain was written in 1921 it was

5&mt produced until 1925. During that time the author sub-
ijected it to frequent revisions, and preéented it'finally as
;a narrative sequence of eleven episodes, chiefly dependent
iom atmosphere and illusion and less on idea and character-
?ization for its appeal. After a twd week!s run it was
gyitbdrawn‘for lack of patronage. The audiences féﬁndi.t

;@nll,and the critics were unsparing in their comments.

lir. Preed attributed its fallure partly to lir.

;O'Neill's shift. of emphasis,becoming more discernible in

iﬁach new play, from realism to symbolism.

He writes: "O'Nleill in. stepping from the sub-

g'tantial ground rock of a well-understood realism up to the

higher levels of expfession has thus inadvertently slipped

——



in some of the eternal and ever present morasses. There
are elements of firmness in his foothold, however, which
give assurance of power and stabilitye.e.....It definitely
marks a period of transition from the dramatically strik-
ing plays of the slums and the foc'sle plays in which a
natursl human bestiality appears without apology - toward
those in which the mind, soul, spirit, or what not takes
the lead." (59:44.)

T2

The Great God Brown (1926)

In thig. struggle for self-expression of this
symbolic dramea, the conflict between ﬁhe:;oul of the artist
and the materiglistic albitions of the Great God Brown is
presented for the understanding of the audience. Lir. 0'Neill,
in presenting the "overtones'as he did, explains his pur-
pose. hie says:

i "It was £ar from my idea in writing Brown that

' | this background pattern of conflicting tides in the soul of

t | Men should ever overshadow and thus throw out of proper

- | proportion the living drama of the recognizable human beings,

| Dion, Brown, Margeret and Cybel. I meant it always to be

| mystically within and behind them, giving them a signifi-

g cance beyond themselves, forcing itself through them to

| expression in mysterious words, symbols, actions they do
not themselves conprehend. And thet is as clearly as 1

- wish an audience to comprehend it. It is Mystery - the

mystery anyone men Or woman can feel but not understand

as the meaning of any event or accident - #in any life on

earth.," (42:97-8,)

Almost as though it were an instantaneous assurance

to kr, 0'eill that he had achieved his purpose is the

comment of Mr. McGuire, three years later. In part he says:
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"Great d ramatists as well as poets have the .

gift of renderigg their meaning on two pleanes: one object-
jve, the writer s intended message; the other subjective -
the overtone, the personal message, transcendental enough
o mean something different to.each rééder or listener.
O'Neill's rise from promise to fulfillment of his genius

pas been the story of the development of his dramatic
overtonss. what reached a high point probably untouched
pefore in smerican literature except by Whitman, was the
gemi-mystical presence of universal values in The Great

God Brown. Over meaning, which lles fallow in Thé human heart
Tntil impregnated by the touch of ewful insight thet is

enius, rose like a strange, new sun out of that play.

Under its spell, puszling and unknown flowers of thought and
feeling were warmed into growth in each individual heart.
And people asked on another, "Do you understend It.....do
iyou know what it means?" because they were conscibus of
&ugnaineffable'truths it had brought to them, and wondered
‘4f the same trmths had been brought to others.” (110:172.)

Dion Anthony's childish experisnce of having his
?picture destroyed by his friend Bill Brown resulted in his

inssuming a protective mask, thé Bad Boy Pan, to cover his
;aint sclf, while Bill Brown, who was abhamed, developed
ﬁnto good William Brown, a friend. liargaret's vision,
?hich is wholly maternal, sees only the Pan side, and she
grges him for herself and the children to s acrifice him-~
}elf to materialism to the Great God Brown. With Cybel,
éother kLarth, Dion can remove the mecsk, but\Brown covets
;er for himself, just as he does lMargaret and everything
jélonging to Dion. At Dion's death, Brown assumes his
Rask snd is loved by the unknowing Margaret. However, he is
.;rsed, just as Dion has been,by his torn personalities,

Intil he resigns himself to:desth in Cybel's arms while
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ighe chants:

b "wlways of the eternmal cycle of spring, death,
jmﬁlpeace, but always the chalice of life again in the
jgpring acain - life agein! - summer and fall and earth and
fpace &gaine

- The epilogue brings the play around to the full
;;ycle which was begun in the prologue when the Browns, the
‘é,thonies,and lMargaret were disclosed an the moonlit pier.
;ow, jlargaret . with her three sons is on the same pier with
éhe living memory of Dion and her lost youth, and her |
fternal pgssion for motherhood,

”J In tne pbignant scenec where Brown, like a tired
ghild, resigns himself to die in Cybel's arms, O0'Neill
;oices through them both his interpretation of the meaning

24

it

EI sufferinge.

Brown asks Cybel:

"ihat's the prayer you tsught me - Our Father - 2
Cybel (with calm exultance) Our Father, who arti
] Brown (taking her tones g exultantly) Who art.

fho art! (Suddenly with ecstasy) I know! I have found
Bim! I hear Him speaks '"Blessed are they that weep, for
Bhey shall laugh! Only he that wept can laughi The lmaghter

pf Heaven sows earth with a rain of tears and out of Earth's
Pensfigured birth pain, the laughter of lan returns to bless

fnd play again in innumerable daencing gales of flame upon
fhe knees of God: (He dies.)

4 Cybel (gets up and fixes his body on the couch.
e bends down and kisses him gently - she stralghtens up
d looks into space - with profound pain) -Always spring
omes again bearing life! Always again! always, always
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g er arsainl Spring againl 1life againt - Summer and
2011 and earth and peace again! But always, love and con-
: jon and birth and pailn again - Sy ing bearing the in-
golerable chalice of 1life againl

: So as Mre Skinner points out "“He (Mr. Ot'Neill) tells
‘;s in his new play that from the tears of earth is ban the

R eternal laughter of Heaven = that resurrection lies beyond

k geath - that man should keep himself forever as a Pilgrim

t of this earth - that God 1s.

i There is still confusion in his thought for O!Neill
f.peels more acutely than he thinks. But he has definitely
foome forth from the shadow which fell forbiddenly over his

t recent work. He is approaching that ecstatic moment when
tragedy transmits 1tself, through song into spiritual

toomedy ecese... In all a most notable play, not for the
toccasionally preverse and confused dregs of an older O'Neill
¥4t contains, but for 1ts latent momise and momentary attain-
fment of lofty vision." (139:384).

Dion, Cybel, Margeret, and Brown are all abstractions
Fto the point of being unilversal in thelr connotation. Dion
f}ymbolizes poetie pathos. Margarsv, the unseeing wife, is
i&ealistic up to the taking of Dion's mask from her heart,

Eﬁhe real man to her who never recognized nis real self the

f infrequent times she saw it. In that instant she sgain be-
{hOmes symbolic,

In referring to the technic employed in this play,

T g T A

Mr. ¥rederick Donaghey remarks:

T

: "He (ir. O'Neill) fought hard against all limitations
:imposed by modern stage craft, and at length broke away in
%EE? Great God Brown by harking back to the ancient Greek
:device of masking the characters, wlth each mask representing
8lther a trait or a mood. Thus, one of the characters
‘(Dion) in that play had three masks - - - one to show

‘him as he was; one to show him as the world believed him

&

——
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f4o be; the third to show him as he wished to have the world
: "Finding the device of the rasks awkward, he made
:another break fgom restrictlons and harked back to the old

i ime "soliloquy’ and "aside" of the days before Ibsen and

b pofore the telephone permitted a playwright to get ideas

f goross O the audience without "thinking aloud® This third

¥ Jerson rorm of conversation gives a sense of the inner mind
‘being revealed, and expresses the aloofness and separateness
of the S;’.")U.l. .

One complete scene 1s a soliloquy by Brown in which
he reveals his subconscious mind." '

The Ancient Mariner (1924), Mr. 0!'Neill's next pro-

duct is interesting merely as an experiment in the formali-
gation of the stage, almost to the extent of the Japanese

No drama. Inasmuch as there are no words of Mr., O'Nelllts for
the actors to apeak, it cannot be 1in anyway representative

of Mr® O'Nelll's philosophy.

Marco's Millions. (1927). Asainst a background of

xotic Eastern beauty moves the soul-bound Venetlan merchant,
arco Polo, perfect extravert, the symbol of all the go-
stters of Vestern civilization.

Junior member of the firm of Palo Brothers and Son,
rco reaches the court of the great Kubla Kahn, where
th condescending good nature he offers to the improvements
" civilization on the cultured and.sophisticated Rast.

1s given a commission under the "emperor and




T o

and grows fat on it,

Kukachin, delicate, sensitive, charming princess,
daughter of The Kahn,lédves this fourteenth century Bebbitt
and insists he nas a soul., Her fathe: and the court philo-

~ gopher doubt this, but permit larco to escort the pfincess
Tthrough the kingdom of her future husband.

| liarcols soul doesn't materialize; the little
%princess dies of love, and more pompous, avaritious, and
E'j_nsens:i.ble then ever,Marco returns with his millions to
{Vgnice and his commonplace Donnata.

An ironic symbolism flashes across the gorgeous

gtapestry‘of the eleven narrative episodes that make up

ithis study in contrasts: provincialism witi universality,

‘modern practicselity with encient idealism, and common sense

2w1th romantic love,

| lMarco, sggressive, obtuse, pragmatic, pafflles the
{Wisdom of the medieval and aristocratic Kahn with his cyni-
écal and utilitarian philosophy of action aimed at instant
itangible results.

Mabco is. really a man in search of his own soul.
jIn his inability to recognize it as reflected in the eyes
0f the Princess lies the tragedys

: Much more pethetic, however, is the Frincess's

ilight-’ She has dilscovered, in chasing her illusion,
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- gnrough her trials with Marco's imperviousness, what love is,
and for her, how unattalnable. Again we have the 0'Neill
of traglc frustration. '
In the song of the sallors at the harbor of
'Hommxz end in the sad music of the unrecognized love song
of Kukachin surges poignant, touching lyricism.
Regarding the one element which up to this time
had been lacking in the dramatist's productions we find the

comment:

"Humor has not so far been a strong characheristic
of kr. O'Neill's work, but now the diligent craftsman of
the gaunt and melanchol¥ theme emerges as an ironist of
satertaining quality. 'Marco Millipas' is certainly his
most jovial play and the acidity of his satire is warmed
by a lively sense of genial ridicule." (177:516.)

Lazarus Laughed (1927), a symbolic mystical inter-

pretation of the earliest history of Christianity, has for its
- theme the laughter and words of Lazarus: "™here is no
fdeathls There is only Life: Stars and Dust! Eternal
gLaughterl"
: Mr. O0'Neill has conceived Lazarus as growing
visibly younger from scene to scene, symbolizing the re-

 birth motif brought out in Cybel's impassioned chant of

the eternal ceycle of "spring, death, and peace, but aslways

{the chelice of 1life agein in the spring.”

N ———
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Mr. O'Neill selects the brief sentence ° "Jesus

3ept”before he cried with a loud voice, 'Lagzarus, come

}orthy'" and on that basés his allegorical fable that

%shriSt called Lazarus forth to life, not béck from death.

éith "god's eternal leughter" on his 1ips he molds the

; 1titude to his own will. He urges them to remember laughter
;;ocast out their fear of death. Particularly he sings to
éiberius, representative of the impulse to accept death

;n life - resignation; and to Caligua, emblem of destruction,
?jm believes that pain is the only truth humans understend.

1 His laughter always rouses first anger, then re-
gﬁctant ldve. Only while he 1is preaching and laughing can

e convince his hearers that death is an illusion, that

; ways when he leaves the scene the old fear of death re-
;urns.

' That Lr.0'Neill was successful in his presentation
§f this ilast idea to modern audiences is brought out in a
%riticism by kr. Joseph Krutch,who ndtes:

"'his central idea is so effectively bodied forth
%hat it seems true as long as the play endures, and it is
Weaningful within the framework of theaction however little
¥¢ as individuals maybe called to carry it beyond those
limitations. " (80:19.)

&-k

A}
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lr. Louls Kalonyme paradoxically speaks of

{Mr, 0'lNeill's"dithyrambic"Lazarus Laughed, and proceeds to

- explain his apparent contradiction of terms.

"I have described Lazarus Laughed as being di-

hyrambic. I have used that™ Greex word only to indicate
ghe Dionysion inpulse in the symb@llcal figure Lazarus, and

- glso to indicate that O'Neill's play is nelther tragedy or

| comedy e The songs of Lagzarus are Dionysion 1n their egstacies
but not in their sentiment. O'Neill has me4 written a

' elassic modern play - asmodern as the sun. It is a play of
: our time, one answer to our hopes, discontents, sterilitiese.
4 It is a play of our world for our world that
ao%uﬁll has written. Out of the New Treatment's Lazarus
Lgtory O 'Weill has reconstructed the earliest Christian moment
i in the decadent workds of Jerusalem, Greece, and Rome as a
Epirror of our moment. Lazarus' exhortation to the men of
E that world to remember laughter # to let the Man in them

i oot drunk on life - is as applicable mow as 1t was then."
i (74:68.)

In this drama sll the characters save Lazarus are
?ia&ked, and in a comprehensive sbheme the seven periods of
:iife are each represented by seven masks portraying general
;&ypes of character, so there are exactly forty-nine different
;iombinations of Period and Type, embracing all Mankind. In
%his universality of representation "0'Neill recovers some

of the primordial impulsds of drama. As a work of creative

é“agination Lazarus Laughed takes rank with heroic poetry."

Nine years ago, April 11, 1920, to be exact, lLir,

'?Neill wade this statement in a letter to the New York Times:
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) "I dreamed of wedding the theme for a novel to

‘ghe pley form in a way that would still leave the play

mosber of the house. I still dream of it, and when audiences
.develop four-hour attention, and are able to visualize a
ghole set from one or two suggestive details, then!

That enigmatic "then' so full of promise has
paterislized into'the pley that for more than a year has
peen the most celebrated anywhere in the world,"(181:2.)
stranze Interlude. (1928)

Superficiall& the stdry is not complicated.

¥ .
'¥r. O'elll shows us how one woman, neurotic and introverted,

2 .
‘draws three men under her spell, until she can say "My

gthree men!...I feel their desires converge in me to form one
‘complete beautiful male desire which I absorb....The three.

Ehquandl lover: father...." She spoke truly. JThe three

;areemwtionally involved, with her, .., Sam as her hus-

%band and the supposed father of her child, Darrei, her

ﬁover, the child's real father, and faithful old Charlie,

iho acts as a proxy father to her, giving her kindness.
Symbolically, the woman stands for Woman,rthe

husband for Boy, satisfying her desire for maternity, Darrell

for passion, and Charlie, with his doglike devotion, for

;Father, who mekes no emotional demands.

Hinga is in one sense not a character at all. &8he

o eps i

s an abatraction of the eternal mother. O'Neill would have
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Eus feel that she is like other women, only more so, and
;that under all surface agitation runs an unswerving in-
i dgomiteble stream of instinctive purpose.
Of the men, her father is out of touch with life~-
- gfraid. Charlie is a novelist who never dared to put life
on paper. Darrell represents the scientific rationalist
who discovers, just as &bble Futnam did, the age old fact,
that retionalism is helpless in the face of emotion.

Just what lir. 0'lieill's purpose in presenting the

: is
‘play/We can only conjecture. Does he with to present sa

¢ picture of life as seen by the advocates of "new morality"
iwho stop at nothingy feeling the end a wise and valiant
:life (to their minds) justifies the means; is it satiricsal?
%Does the author wish to show humen beings 'wisdom, or lack
iof it, in interfering in the spiritusl life of others?

i | Or did he merely wish to try out a new convention
éwmth which he had experimented before? This brings us to
;hiS'use of the "over tones'.

’ In the use of the "aside" and soliloquy kr.0'Neill

;hasfonly expanded an idea formerly used,Im The Great God

gprown the mesk acrried the idea. In Strange Interlude
ihe permits his characters to speak the sub-strate of their

;&houghts aloud, on the assumption, no doubt, that they
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.o her girlhood place by merrying the faithful paternal

uars dene

4 Wiarsden says, “After all, dear Nina, there was
fgomething unreal in all that has happened since you first
.met Gordon Shaw, something extravagant and fentastic, the
§ sort of thing that isu't done really.....So let's menand

¥ ouforget the whole distressing episode, regard it as an

f interlude of trial and preparation in which our souls have
tpeen scraped clean of impure flesh and made worthy to
plush in peace.

a And Nina replies, with a strange smile: '"Strange
;ﬁnterludef Yes, our lives are merely strange dark inter-
8iudes in the electtical display of God the Father...

u

Now whether this last comment which O'Neill has

f%y-the dynamo is a question not to be taken up in this
i}uscussion gsince the author has neither read nor seen the

iplay.
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CONCLUSIONS

In this chronological review of lir. 0'Neill's

éplays, which show a constant growth in profundity, scope,

 and imagination, we can perceive three periods. To the

24

sfirst’ which tends to be romantic and objective, belong the
 following productions, followed by their date of composition:
: Bound Hast for Cardiff (1914)

Moon of the Carlbbees (1916)

The Long Voyage Home (1916)

Ile (1916)

In the Zone (1l916)

- Where the Cross is lade (1918)

The Rope (1918) |
‘ The characters and experiences in these esar-
‘lier plays weré gquite wholly in the hands of fate. Thils
-1s characteristic of Mr. ¢'Neill, who from the very first has
- evidenced a belief in "en ironic life force," which resem-
bles the Greek Nemesis or Fate. Msn, to Mr. O'Neill, is
always the eternal protagonist in the grip of forces greater
and more subtle than himself.

The second period is inclined to the natural-

- istic and autobiographical. In it are included the plays;

—
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Beyond the Horizon (1918)

The Straw (1918)
Gold (1920)
Diff'rent (1920)
aAnna Christie (i920)

Welded (1920)
. That lir. 0'Nelll was losing a little of his harshness was

" gvinced in The Straw, and this quality of mitigation grew,

iculminating in the so-called happy ending of Anna Christie .
' gontemporaneous with this tendency was the writing of plays

~which have been called sordid. Diff'rent (1920), Desire

éUnder the Elms (1924), Beyond the Horizon (1918), for in-
éstance, did not contain the fate element of the earlier
iplays;;rather they seem to be groping toward hew ideals of
%tragedy, the frustration of hope against a background of
édegenerate farm life, and the psycho-analyzation of morbid
ESpiritual states.

: In the last period symbolic and subjective
jmaterial, expressed in deeper, more poetic and philosophic

%form, displaces the hitherto prevailing naturalism. Emperor:

' Jones (1920), and The Fountain (1921), are not only more
==

%richly exotic in setting, but are more highly symbolic than

——
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any of the others except Lazarus Laughed (1926). This lat-

ter 1s interesting in that it is & declaration of nis be-
lief'« "We should laugh, rather than weep, if we but knew
all ", he voices through Lazarus.

The Hairy Ape and The Great God Brown, poles

apart as they are in form, language, and charascterization,
both reveal man's aspirations to identify himself in the .
scheme of life, nature, God, - call it what you wiil.

This brings us to the last play to be con-

sidered, "Strange Interlude', somewhatit of an anomaly with

its overtones, & typical device of the new realism which
seems to assume that man 1s honest only in the lowest strata
of his mind or soﬁl, his primitive self.

lMarsaen typifies unresisting acquiescence ,
& form of 1life in death ifor which (0'Neill has always voiced
his condemnation. To larsden alone, who dodged life per-
sistently, comes everything. On this note of spiritless
resignation, so opposed to the primitlve energy thet the
author admires,  the play closes, and we Seem to find in the
dramatist's philosophy & note of morose resentment at a
God who will let the Charley Marsdens of the world have

all the luck.
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A COMPLETE LIST OF EUGENE (O'NEILL'S PLAYS REVIEWED

IN THIS THESIS

(Dates indicate year of composition)

i1915 Thirst
The ileb

1 1914  Recklessness

{ Warnings

Fog

Bound East for Cardiff

51916 Before Breakfast
3 Ile

In the Zone

The Long Voyage Home

The Moon of the Caribbees

1918 The Rope

Beyond the Horizon

The Dreamy Kid

where the Cross 1is pade
The Straw

Gold

Anna Christie

The Emperor Jones
Difftrent

The Flrst lan
The Fountain
The Halry Ape

Welded
Marco lkillions
411 God's Chillun Got wWings




1924
1926
1927
1928
1929
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Desire Under the Elms
The Great God Brown
Lazarus Laughed
Strange Interlude

Dynamo
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two votes are favorable, the third reading is some-
times omitted. The Graduate Council regularly re-~
commends for the degree all students who have a
majority of favorable votes.

Students are frequently required to rewrite
portions of their theses because of the referees'
criticisms. This will explain why references to
pages are sometimes inaccurate and why shortcomings
concerning which comment is made in the reports are
found not to exist.




Judith Reyniek: The Philosophy of Eugene 0'Neill.

Merits of the Study:

1. Agreeable diction -- a natural and easy manner of
expression.

2. Fairly adequate exploration of so-called expert
opinion eoﬁcerning O'Neill*s works.

3, Satisfactory knowledge of research technic and an
apparent appreciation (superficial in some instances) of
0'Neill's drematic contributions.

Defects:
4 1. Faulty documentation (due in part to typographical
errors in her Manual of Directions).

2. 4 more exhaustive 1life history should throw added
light upon the playwright's philosophy.

3. Granting that she is dealing with a man whose
works are characterized by irony, realism, satire, and mys-
ticism, might not the writer have delved more deeply into
what might be termed his "spiritual paradox.”

In other words her conclusions seem to be more apparens
and agfeeable at times than conclusive.

Thesis approved May 10, 1929

i Howard E. Egan




The short-comings of thig thesis are due to the fact that
jt confines itself almost entirely to two methods of presen-
tation: summary of plots, and quoting of eritical authorities.
too little attempt is made  to read the plays carefully, sift
their various 1ldeas and motives, and so determine "the philo-
gophy” of Eugene O'Neill which the author makes her objective
in her introduection. Consequently, the paper is a series of
summarizing episodes; the title becomes a misnomer; and by
turning to page 85 one nmay see at & glance that her study has
pot provided the writer with sufficient constructive material
out of which to present “conclusions™ on this dramatist's
philosophy. She has read the plays for their "stories,” not
for their philosophy. 1 have estimated that, altogether, the
thesis does not contain more than eight or ten pages of her
own comment and interpretation. iIn quoting from crities and
historians of the drama, she does not eo-ordinate her material
sufificently. Hany eonflieting and econtradictory opinions are
stated without taking into account the differdng viewpoints
of the eritics. In this respect the paper has too much the
appearance of a mosaic of quotations and plot summaries. FPlot
gsummaries are not good material for a thesis, unless summariz-
ing is the only available method whereby good analysis may be
achieved.

,
~
“

The writer has read her plays with interest, ,and has :
worked out the themes of many of them with skill. OShe has also
collected many good items and so made her bibliography very
valuable. L have noted & number of slips in spelling in the
context. The arrangement of material is good, although lack
of transitional passages makes it difficult for the reader to
pass from one play to another intelligently and see the connec-
tion between the plays which are set side by side. In this
respect incoherence results, largely beeause of the paper's
basic fault, described above. Certain plays are handled with
skill (Cold, Beyond the Horizon); with others (Strange Inter-
lude, The Oreat Bod Brown, ete) enough time has™not been taken,
and the materialistic eharacter of their philosophy has not
been defined with exactness. [ would suggest that the later plp
Plays (which are more difficult) be restudied, and somewhat
more painstaking analyses be made of them here. The Conclusion|
is too short. It does not give a full summary of the playss .
philosophy,® and since the author set out to deseribe this, any
reader will turn to the final seetion expecting to find a som~
prehengive outline of 0O'Neill's ideas and viewpoints, up to the
present stage of his career.

This thesis has the merits of being based on & good variety
of material, and of taking into aceount the great quantity of




comment and criticism which has been printed on this dramatist

plays. A greater coherence of presentation, and a more direct|

analysis of the plays themselves from a Catholic and aesthetie
viewpoint are necessary to give the thesis its fullest value.

1 pass this thesis (by Judith Reyniek) with the

suggestlon that revision be made along lies deseribed in this
eriticisme.

Morton D. Zabel
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