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OHAPTER I
INTRODUQTION

Fugene 0'Neill wae undoubtedly ome of the most
controversiel literary filgures of the twentieth century.

He bas been called sverything from an immature, frustrated
melodramatist to the greatest dramatic genlus of our century.
A moderate and more realistic evaluation is, puwhaya,Aﬁe
oall afx«i;x one of the most significant plomeers of the

- Americen Theater, for 0'Neill's grestness grew out of his
passionate desire to dramstisze expressionistically the
aanxxiat between conscious ideals and subconselous forees,

a a%rumggu which 1s at the very core of man's self-existence.
In attempting vaM:;£§€vw ﬁhs expression of this confliet,
0'Neill ereated s new theater in Americas.

The theater in America at that time was composed of
melodramas, like The Count of Monte Criste, in whieh the hero
struggles against the villain and wins, O0'Neill felt that
man was his own villain and that it wae the drametist's
duty to portray msn's struggle within and without himself.
Both Theen and Strindberg had begun dremstiring modern man
and his problems by the middle 1800's. Being sn ardent

s,

sdmirer of ‘Strindberg's ideas and technique, e'wxu tmaa
to ”. .. %tr&nﬂberg’a ’txyrtuaianintic‘ axamaaiw style of



distortion of action, speech and aaaaﬁ.?x In so doing,
a'aeiiimhwaught modern drama soross the oesan %o the
American stage.
The major theme in a*nezzxfa playe is men's struggle

to find a2 purpose foT. txtat&ng aaﬁ by that very struggle,

to. Justify bis existence., To a’ﬁuixi wen hes w&thia h&m
two eonflicting forces that are at war. with each. whw‘
one of these forces may be ealled broedly the Iife Porce,
men's subconseious instinctive nature, or as O'Neill eaid,
#, . . the Porco behinde-(Fate, God, our blolegleal past
oreating our present, whatever one-calls. it--Nystery
certainly) , . « " The other force, which is many times
%ﬁﬁﬁiﬁﬁilx.ﬂnnﬂngﬁfﬁa the Life Force, 1s maﬁ‘a ‘sonselous
le to suggeed in life, o xinﬂ ﬂﬁﬁwgmd
satisfoction in life, These Wwo forces, aﬁzaauwsa, aréw
interrelated, In other words, although man émya‘m%&r
tries to fashion himatmtraﬁﬁer~k&ﬁmaanagznaa,iﬁﬁuﬁgwmhs
ﬁrauiﬁaily acts according. %o _his subconscious or instinetive
desires, and if he suppresses lbhese-subsenselons.ox
innt&na%&vs &aaireﬁ and seeks %o aot agalnst ﬁhﬁm, he

becones Myulualy ap:.m sgainst himself, Lz_m 0'Netl1, then,
1m 1: WY m,m m;m Wy of Man m m:

———

‘ﬁQE£WQEg his stru

) %?«m Gessmer, The Theater in Qur Iimes (Wew York, 1954),

amm P Ver 1o ' * ; : 9L . Lhe aAmerioan
m @! m m m m rrensenv 53 ; ; e




glorious, sm}gj&wmekivyﬁmia to make the Poree
express him %%Eg‘;&w”}%*mmm an animal s, an infini-
tesimal ineident in ita expression.*> |

0'Neill used many foxms of expression in dvemetizing
man's oconfliot with the Life Foree. In the beginning, he
expressed the conflict as being between reelity and
,;;.n{%sm on~-man's primitive nature versus his.romantic idesls.
Within the seope of this conflict was man's attempt to Ymow |
hingelf, to-belong to-a purposs, to rise sbove nis.dasie
drives and attain self<realization end perfoction. In this
ammla man waﬁ’m& -on the edge of the ahysa. tar m ma
struggle to. %@&QMQ"%% aequire,. to. possess, »m mmm
en&wx&mmpmm¢ ‘of the life Porce.and sought o
make of himself his own ereator and, ironieally, beoame his
own destroyer. In these early plays the romantic ideal
took upon itself the oloak of reality, Wdr example, %o
Robert Maye in Beyond Horizon, the only beauty in life is
the mysterious escape from muy to the dream beyond, His
traglo flaw is his inability to reconcile himself with Mfu .
to his own imperfections and weaknesmes, It is signifiesnt
to note that =% this phase of his writing, O'Neill felt that
the struggle wes worthwhile and that without the struggle
Robert Mayo would have had no real experience in 1ife above
that of exieting in an animal state.




&

In his use of masks, an expressionistic form which can
be traced throughout his works, 0'Neill developed another
form of expression of the universal conflict in man's nature,
Man has tWwo selves--ome which he presents to his fellow manw= (_
and one which 1s the real self. In the modern world, 0'Neill ~
felt that soelety through ites unnatursl laws has forced man
into leolation, lMan's primitive, natural self has been
condemmed as ugly and base. Therefore, man must wear a mask
to the world in order to find acceptance, However, elther
consclously or subconsclously, the inner man is completely
overpowered by hls outer mask, This cuter men, he may be
called, seocks material possesslions and ultimately becomes
proud by his acquisition of these possessions, He feels that
he is gulding his own destiny, is reaching out toward fule
fillment through his own will %o power, In order to do this,
however, man must suppress his inner desires-~his natural
longing to love, to ereate (sexuslly and spiritually), to
express 1ife, In Zhe Great God Brown aoctual masks are used
to show the conflict between the creative artist Dien (with
his Pan~like mask) and theé materialist Billy Brown, In

lude the thoughtemonclogue replaces the masks, and

, ne Begomes Eleotra, 0'Neill shows the actual change in
the Paces of the characters as the conflict progresses,

0f most significance, however, is 0'Neill's use of the
¥an versus Woman confliet to express the life-piving, life-
destroying Foree behind human exietence, This confliet

A

.
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dominates most of his plays in one form or another, and his
~treatment of hie women characters is both brutel and
conversely sympathetie. Although O'Neill's attitude toward

. hls women cherseters does not remain comstant threughout his
plays, there is a definite progression in his concept of
women snd thelr relationship to the protagonist in the plays.
/ From thelr initial submissiveness 1n the earlier plays to
their dominance in the later plays, women represent the Life
Porece to 0'Neill.

) Broadly speaking, the Man versus Woman confliot is
expressed through the Freudian Mother-Father conflict. The
Father image was to O'Neill the indestructible symdol of

God the Father-~the puritaniocal Force that seeks to crush the
l1ife~giving Mother through suppression of 2ll that she stands
for. The Father is hard and proud; in his pride he thinks
himself his creator and possessor., He can make or ruin,
ereate or destroy. His pride, his fatal flaw, sesks to
suppress the amoral, sublmissive Life Porce which is symbole
ized in the Earth Mother. In 0'Neill's later plays the
Pather symbolizes Death.

(*ne development of the symbolical Earth Mother, them,
mey be called the integration of the Life Force into one
charecter. JIn 0'Neill's early playe she is the distant,
lavina, yro%keting mother to the protagonist, (ann is the
warm, natural expression of life, whether she be a prostitute

or the humen mother. But as the character of the Mother



develops, she becomes more than a means for procreating the
gpecies, She also becomes the Seductress, the impelling
Iife Poree which draws the protagonist inte ldentifying
himself with her in opposing the life-destroying, suppressive
God the FPather., BShe unites in the pagan plays with the wife
snd mistress end becomes the one Woman-~the symbol of fertile
myq However, she 1s in her fascination te men her own
destroyer, for in seeking life man must suffer and struggle,
only to lose to God the Pather in the end. If man had
denied 1life by allying himself with God the Father, he would
ot have known this suffering, this struggle.

At last, the Mother in order to defeat the Father
becomes the Destroyer. She takes on necessarily the pride
and possessiveness of the Father, She exploits man to gain
her own ends, Thus, the Life Force in man becomes dually
the Death Force through the Mother image, and the only
esoape then for the sufferer is a withdrawal from life to
the death of God the Father.

The progressive development of the Mother concept and
the s'atmr ooncept is, of course, revealed through the
cheracters in the plays. The lines between the submissive,
protecting Barth Mother, the Earth Mother es mistress as
well as Mother combined in the Seductress, and the combined
Hother-Mistress~Destroyer are not sharply drawn. The
veriations are sometimes almost indistinguishable. But the
progression is towaxrd the portraysl of the woman as Destroyer,



’
and ee ghe grows, the Pather becomes weaker, 0'Neill's mu#
and women cheragters, as the plays progress, graduslly draw
from one another their wesker quelities so that toward the
lest of his plays tha-pnet&ganist, 1@3&&&6 of retreating to
the wernm gzats#t&&m of the Mother, must find pesce with the
life~denying Pather,

~To_the student of modern drame, 0'Neill's _eongept of

vomen is most significant when v&awn& in the 1light of
@’ﬁqill’a stzinﬁhﬁﬁginuwaggm»aahw’ ﬁ&ay eof ﬁtxinabarg b

SE. .3

R S—

thmmuw are aang;mutﬁ‘m&shmxhawn&gygal battle of the _sexes,

sy s,
A gt S A

whwwﬁin love (sex) is the hlinﬁ, ‘enslaving g&aa;qn‘gr nan

S

ﬁhﬁh a&wtwu;s man's higher uy&f&tu&l 1d¢a1agw 0'¥elll's
omen grow:into. ﬁhiu,ﬁﬁ@&ndhargaau women as..0'Nelll found

(el S NP

‘htn &nﬂﬁ%&g&ﬂg&;@a&gnxtiaamx Ain.the 1life of his pxatagaais%‘
;’yuixl'a ‘women, however, are driven to their roles =s
Seductress-Destreyers in self-defemse, Unlike Sirindverg,
0'Nedll strikes a note of eompassion in his treatment of
womenj and his freatment, although ayniaai. m;awa & greater
insight into the causes af %h& aant&ia%, tnua makias ‘woman

a tragia figure ra%knr than uimyly an instwamanﬁ by ?%?ﬁh
man is dﬁﬁtwuytai) Strindberg viewed the battle from the
gaint of view of the treglc protagonist, The student af

drame will #ind an &ntartating yaraixal in ﬁ'ﬁu&ii’m view of
mit $r£;£§m£§§;imu 1n h&a later yi&ya.
ra uammawy, ﬂ'neixl'w aharuateriaatian of women from

the 1@#1&@, nubmauﬁivt Mother in ﬁhe onxiy ylaya te tha

4
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Mother turned Destroyer in the later plays.shows. 2 definite

pattern of awaz.ammt m ‘concept and atﬁ.ﬁaﬁm It s m

A

gmau of mg paper w mﬂxms ‘m!.p development Ww b
mwlws&m muthn of the women gharagters i.u ,‘ j‘,gm

M m ’wm nmwﬁ, o a'mm. im u “ﬁ . o fkm one
mm wﬂx@ﬁ fan in %q glorious, ﬁﬁM&“Wlﬂ

Jan mm 1s, e wmmm;. iaetasnt in its.exprassion.*
The value of this study of 0'Neill's concept of women, m,
é8 in its revelstion of a orucial aspect of the struggle,
for the ohief method whieh 0'Neill used to show the conflicte
ing forces within and without the individual was by

| dramatizing the Msn versus Woman confliet. @mm the
enbodiment of the foroes of nature in woman, O'Neill sought
to show man's struggle for possession and selfw-realization
and sgainst the primitive forces of woman which provoke man's
natural desires to love and creste.) Therefore, an examination
of the development of 0'Neill's concept of woman from a
synbol of submissive love, comfort and hope into & possessive,
destructive force against man reveals 0'Neill's growing
pessimism about men's ever achieving any conselous purpese in

o

‘.



life, 1Instead, 0'Neill, through the development of his
female types, conocludes that man is doomed from birth to be
a vietim of the "Poree behind," and woman is the instrument
of that Poroe which drews him toward his imevitable
destruction.

It is important to emphaaize here that the study is
ohronologiosl, the plays being examined in the order of
their conception, rather than publication, HMoreover, plot,
%uehaiquc, theme and character are referred to ss a meaus
of alding the resder to understand the female types developed
in the plays.

 For the purpose of clarity, the paper is divided inte
uix‘uhaptprm, inecluding this introductery ohapter. The second
chapter deals with 0'Neill's life in order te suggest the life
experiences from which 0'Neill's views were formed. The main
body of the paper is divided inte Chapters III, IV, end V..
Bach of these chapters deals with 0'Neill's changing concept
of women according to the particular developing or developed
comgept presented. Ohapter IIX, entitled "The Begiuning,”
discusses the Mother concept; Chapter IV, "The Garden,” is
concerned with the tramsition of the Mother into the Sedues
‘ﬁffﬁa and Seduectress-Destroyer; and Chapter V, "Tfhe Ourse,"
concentrates on 0'Nelll's fimel concept of womanw~the
Destroyer. The sixth and finsl chapter comments further on

thn‘ﬁign&fiaauea‘una value of 0'Nelll's comeept of women in
his works, as 1llustrated in the plays included in this study.
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As oritical background for the present study, ail
secondary sources containing references to 0'Neill's women
characters bave been ¢arefully consulted. Seversl writers .
have hqm e;:z great assistance in developing the ideas
embodied in this paper.  Through her discussion of 0'Ne1llls
confliet between illusion and reality, in Bugene m m

Iragie Zension Doris Falk has gone far in recoguising
m minm a'x«cm'a use of the conflict between man and
woman, especially as found in Strange Interiude and Mowrnins

08 Eleotys, Bdwin Engel's &s.umsm of mwwr ﬁw«
ﬁ.u Ml Mﬁk 2hg Haunted Ei Bugene Q_W hag also
been a valuable aid in supplying insight inte @’mm*n
concept of women., Special M&gmﬁ must be given M
Sophus Winther's Fuseze 0'Neill griticsl §
general disoussion of 0'Neili's works has m& i:a presenting
s brosd waderstending of all of 0'Nelll's ¢harseters. The
disoussion of &*mm‘a life is based on Croswell Bowen's

The mw m&a&u are especially helpful in throwing
1ight on various aspects of 0'Neill's pertrays) of women in
his plays: Doris A&.mn&m, “?mw:kﬁg%m Pate in Mourning

amﬁmum* ~'?,¢’} ,-.
m"mﬁg ”s B s




11

(Summer, 1942); and ﬁam Slechower, ”Mma 0'¥elll's Lost
MW,” indversity Kenses Oty Review, X (Autuma, 1943).

mm paper, mwmr, xﬂ.&m primarily on as analysis of
the plays themvelves. The standard threse-volume edition of
0'Nelll's works published by Random House has been used for
reference, aud sll footuste references to published plays
will be %o thie editlon.

(1t sesms evident thet womem and their relationship o
men had special significance for 0'Welll, His own life
revealed his 1nability to establish a stable and satiefying
relationship with women. They dominated his existence, and
he knew it. He both loved and hated them for thelr power
over him, and his treatuent of the women chayzoters in his
plays revesls his conflioting emotions, Whenever women
remains passive and giving, 0'Neill sympathises with her
plight in life; “ut when she soeks 0 possess her man snd
demands that he, oo, must give, 0'Neill is brutal toward
haﬂ)

It seems prodable, them, that 0'Neill's changing concept
of women as refleated in his plays, derives directly from the
experiences of his own troudled 1life,



CHAPTER II
LIFE

Bugene 0'Neill was born into the theater., His father,
the well-kmown actor Jemes O'Neill, had erocated and mwﬁ
for years the role of Bdmund Dantes in Zhe Jount of
Hon%e Oristo. Jemes, whose mmiz.;y had migrated mxa Ireland
&umng tha ;wtaaﬂ famine of the matwmh emﬁwy, was in
m% Mﬂpawﬁ a good man and a devout Uatholie, thwa m
worked with him theught him %o be » warmhearted, quiet man;
who dressed and acted 1ike 2 gentlemen, He was generous and
Mm to friends, Perhaps James' greatest fault was his love
of monsy, mm to the point %m he aﬁm woeonaciously
saorificed those he loved to kesp 1t.

 James 0'Feill met his future wife, Ella Quinlsn, tn
1875. Ella was attending & Oathollc bearding sehool in
Conneaticut, and she was =t that time gerisusly comsidering
becoming 2 nun, In fact, she had slready had = “m%m
nmﬂmw," and it had been omly through the amwmgmmﬁ
of her m%m Superior that she had not alﬂa&dy %km heyr
vowe, Ella was a pretity girl and rather slumps ah& had &
high forehead, long stralght nose and curling lashes. Her
eyes were iwa&'am daxk brown, She was wm sensitive and
delicute, am were her features, and she imparted these
eharaoteristlos to her son, Eugene 0'Nelll,

12
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In 1877 James and Ella were married, One year later
Jamie was bown te the unton, and in 1884 the second ohild,
Edwund, was boxn, only %o die six months later, On
October 16, 1888, Bugene Gladstone 0'Neill was born. Illa
never fully recovered from Edmund's death snd Bugene's birth.
The dootor attending her gave her drugs to ease her pain, and
ghe became a drug addioct.

{m&a nad & tremendous influence on 0'Neill's personality
and his attitude toward the other women in his life, This
infiuence 4s tragieally revesled in 0'Neill's autoblographiocel
play, Lemg Day's Jourmey inte Night, written in 1940, Ells,
like Enma fyrone in the play, was hypersensitive. She was a
dresmer, en idealist, & lovely symbol of feminine grace, Her
complete submimsion to 0'Neill's father was characteristic of
her inability to sot independently. Hsving been veised under
the protective wing of her fanily snd the Catholie Ohureh, .
she 414 not know how to make decisions, Moreover, her family
background of upper middle elass respectadbility gave her a
esrtain feeling of superiority, and she refused to sssoclate
with the pesple of the theater. Therefore, she had no
friendsi snd inasmuch as the 0'Neillsd traveled constantly,
she eould not have the security of & home. The 0'Neills did
have 2 summer house in New Lomdon, Couneeticut, but actors
were not acoepted by the loeal eitizenry, and Ella refused
to fraternize with the families of fellow actors. Her
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alienation became more complete becsuse of her drug eddiction,
and for meny years she wes a stranger even %o her family.

But Ella'e greatest disappointment in 1ife was her
tsolation from the Onureh. Being a devout Oatholie, she
believed that by mareying an aoter she had separated herself
from the Chruch., Moreover, her drug addietion caused her to
suffer intense guilt, and while it provided an escape from
reality, it also sharpened her bitter feeling that she had
¢losed the door to forgiveness. James, slthough he tried to
make her life happy, was incapable of helping her, because he
could not give her a sense of security and purpose in life.,
By nature he was dominating, she submissive, and as he forced
his way of life on her, she withdrew into & dream world.

In ehildhood 0'Neill learned of his mother's illness
- @nd the death of Edmund. He felt responsidle for his mother's
sickness and rebellious against his father's domination of his
nother, kxu his esrly plays O'Neill revesls his attitude
toward his mother. She is the frail, delicate woman, the O~
overpowered vietim of male mmmyé Bileen Carmody in
Ihe Strew 1s the heroine to whom things happen. She is the
all«sacrificing mother, eager to ng to help, o die for her'
"enildren.” |

Perhaps the only guidance that Ella was able to give
0'Neill was toward the Oathollic Cpurch. A% the sge of seven,
Eugene 0'Neill was placed in a Catholie boarding sechool at
Riverdale, New York. No :—m{e can be sure just bow great an
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impact his Catholiec training had on his later ideas, but i3
is safe to say that he never overcame entirely the view g:z‘
God as a Judge and the bellief that, slthough man has freedom
of choloe, "G0d kuows the future of all his orestures."t
This confliet between free will and predestination mo doubt
had mueh o0 4o with 0'Neill's later bellef that man was
doomed %o destruction, |

After finishing Betts Academy, a preparatory school,
0'Neill entered Princeton in 1907, where be accomplished
1ittle except to be suspended for drinking, He resigned
after his freshmen year, |

In Wew York 0'Neill met Kathleen Jenkins, a nlee young
girl from a good New Jersey family, They became infatuated
with each other and married. Inmedistely both families
condemned the folly of the marriege, and 0'Neill was forced
by his father to leave New York, He went to Oentral Ameriee
with en expedition in search of gold but comtrected malaria
and came home, After o brief visit with his son, Rugene, Jr.,
born to Eathleen during his absence, he went out and got
drunk, E: never saw Kathleen again., They diverced in 1912,
and in m dm depression over the affair, 0'Neill tried %o
comnit suiclde.? Years later, after 0'Netll had beecome
successful, he a&wﬁ;ﬁ his son. Kathleen was the only woman

o " W . s — S - -

‘mwnm Mm gurse o ¢ Hisbegotten (New York
xgﬁg)’ p. 1&0 L m . mm - 3 ‘ ‘ ¢

 21p14., p. 26,




16

in 0'Neill's 1ife toward whom he felt no animosity, nor did
he feel any bitterness toward Bugene, Jr.; Shane and Oona,
his ehildren by a later marriage, were not so fortunate,

Thue, by the age of twenty-one, 0'Neill had had & real
taste of life, He had been raised in theater dressing rooms,
bad learned the austerity of religiom, and hed zeen quite a
1ot of the world, His one try at marriage had been brief
end unfulfilling, He viewed women as the victimized creatures
of & men'e world, But his second and third marriages were %0
chenge this attitude toverd women. as well as to mold the
course he was to follow for the Test of his 1life,

0'Neill met his secend wife, Agnes Boulton, in New York
in 1917, A year later they were msrriel, O0'Netll's attache
ment to Agnes was the mest intense of his life, Both were
artizts; both, shy, sensitive, end temperamental, Agnes,
awars of 0'Nelll's fears and needs, tried to make a home for
Wiz, She tvlied t2 be the mother of his ¢hildren and the
mistress o+f his life, During their marriage 0'Weill wrote
sone of his best plays, for example, Auna COhristle, Desire
Undex the Elms, The Great God Brown, snd Stvange Interiude
Certainly the plays written during this paried of hie Ma
do not sontain the negativiem found in the later plays,
Woman éw&as: this period takes on the Amage of not only the
. Mother, bdut also the Barth Mother and the Seductress.
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But 0'Neill 444 not want to share Agnes' love with
snyone, When he proposed to her, he told her that he wanted
her alone, "in an aloneness broken by nothing, not even by
children."> "I don't understand children,” he ssid. "They
make me uneasy and I don't kuow how to ot with them."¥ The
troudble between 0'Neill and Agnes was brought anx~v1§1¢&y
1n.§gaggg Stark Young, noted eritie, remarks:

“1 ¥new that Gene's personsl life in the period that

g came out of had not been all smeotimess, not

. Pestween two suoch vivid temperaments as he and a, g
‘%%:tméﬁk Tiay wes in %‘&Nﬁ;‘:‘%&”‘m&m and |
a benediotion, 5

mu. in 1927, 0'Neill left Agnes and the ehildren .
in Bermuda and went to New York, where he took up his
relationship with Carlotta Monterrey, a famous actress whom
0'Neill had met in the summer of 1925, Shortly thereafter,
he decided to separate frem Agnes permsnently, and he and
Carlotta "escaped" to France in 1929, His guilt immediately
took the form of hatred toward Agnes, He told everyone
whom he knew that she was gpreading tales about him, trying
to gein sympathy., But as Croswell Bowen aptly remarks in
his dlography of 0'Neill,

Aotually, the only real indictment 0'Neill
a#ald make ustiust Agnes was that she ﬁx&aﬁcﬂ‘ o o »

sa’mn sauum. Part of & Long Story (New York, was),
P .

Y1nia.

5$$uﬁk Young, "Bugene 0'Neill: Notes from a Oritie's
a&nry, Harper's Magagzine, 0OXIV (June, 1957), 70.
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For, after all, no matter hw much he wm himself

that he needed snother love, Bugene 0'Nelll was

8t11l & man who had éuaﬁeﬁ hie wife and ohildren 6

and had run off to seek his own separate happiness,

In the komuius, Garlotta was 0'Neill's retrest from
‘the responsidility of being a husband and father, Oarlotta
‘herself said: ,

o « + he never said to me, "1 :.mrg you, I think you

are wndogmz. He kopt saying, "I need you, I

need you.," And he M& need me, I -discovered. . . .

He ed -about his early mx«mtxm he had had no

real home, no mother in the real sense, or father,

no one to treat him as & ¢hlild should ?« treatedew

and his foce becanme sadder and sadder,
Oarlotta gave 0'Neill the protestion and love of a mother to
her son. She thought he had a right to be protected, and she
felt 4t her duty to protect him. B8he was a strong, determined
women, beautiful and meticulous in every respect. She told
him what to wear; she tried to select his friends and through
the years msnsged to alienate him from all of his former
agsoclates, During their marriage his attitude toward society
changed, and his plays beceme morbidly pessimistiec. The
women ¢harasters in his plays took on the cloak of the Mother
turned Destiroyer--and Carlotta was his mother. Seemingly,
he realized that she was suffocating him by her intense,
selfish possession of him, but he also reslized that he was

ingapable of living without her,

po——————— s ————————— A——

%ﬂwmy PP 1&&1&? .
?Ma s PP. 17@“1??&
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In 1943 0'Neill suffered a Wkn which left him with |
mwm» pa:!.wa "He had Vourning Becg ileobioa
and Long Day's Journey iate m His career was finished.
© Garlotte had also mamaged to alienste him from his-children.
Shane, who had so loved his father, found nothing but dise
couragement from him and turmed into a drug addiet. In 1950
Bagens, Jr., whose brilliant mind had been wasted in lonell-
ness, comnitted suicide. Ooma, the strongest of 0'Neill's
children, merrled Oharles Chaplin, a man old emough to be
her father sand who perhaps helped to fill that gap in her
1life. |

Gsrlotte and 0'Neill separated in Pebruary, 1951, but
0'Nelll went back to her in Msy. He had wmm%
marm#m s Disease and was 80 helpless that Oarlotte bad
to walt m hin hend and foot. On November 27, 1953, he
amma wmm and died. No one attended the funeral
exoept Oarlotta and 0'Neill's nurse. Moon of the Misbezotten
cast in 1947, was the last 0'Neill play to be staged until
mw ks.a death, From then until 1956, when Long Day's
journey into Night vas relessed in New York, 0'Neill was to
some mﬁmﬁ forgotten. |

0'Neill's life was, of course, the manifestatlon of
his personality. Te many people he represented many different
things. Physically he was like all his herces, and he
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deseribed nimself in deseribimg Bdmund in Loug Day's Journey

him the sense of "belonging," and his characiers suffer the
same fate. Barly in life he dlmcovered thet his birth bhad
caused his mother's drug sddiction, and he felt himself a
urse on hie femily, Moreover, his father's overbearing
nsture csused constant friction between them. He hated the
folse sentiments of his father's plays. As he sald, "Virtue
alweys triumphed and sin always g@t.iﬁtéuatlatsqth.' It
sccepted mothing halfway; e man was either a hero or a
villein, snd & women was either virtuous or vile," mmtil
0'¥eill became a susoess, hiw father showed no z'ait;h in him
and vas quotel 2s a=king 0'Neill's first wife, "What de you
went to be married to Eugene for anyhow? He's é&tum but
a no-good drunken dumt "0 -

o

‘ 8Eagén' Qtﬁ&i&iﬂ g%ﬂ}“
Haven, 1956), vp. 19-20..

ey iate NAghy (New

gmwﬂfa; ?o i7. &3&09 Pe 25,



It is true that until his bout with tuberculosis in
191241913 0'Neill did not have a purpose in life. As he
seid of his experience in the sanitorium: |

W got the chance to establish itself, to

digest and evaluate the impressions of meny past

Yyeers in which one mMmgn had erowded on

another with never a second's reflection. At

Gaylord I really thought about my 1ife for the

iret time, about past and future, Undoubtedly

the insotivity forced upon me by the life at the.

san forced me to mental activity, eapecially as I

had q&my!lhuu high-strugg and nervous tempera~

nentally.

But those who knew him in New London spoke well eof him.
Judge Frederick P, Latimer, who owned the New London newse
paper and who had given 0'Nelll nhis first chance to write, -
admired 0'Neill's intense desire™ . . to be himself however
heaven and hell conspires to ¥ob him of that birthright.*l2
Letimer, who was very close to 0'Npill at that time, gave a
vivid pieture of the young idealiss:

¢ « o I thought he was the most stubbern and

%wwqamnn&&u,‘a social rebel I had ever met. . . .

I thought 1t astonishing how keen was his wit,

what a complete iconoclast he was, how riechly he

sympathis wﬁh the vietims of man-made dis-

ﬁmﬁ LI I

Yet, 0'Neill could not sccept oritioism from others.
Barrett Olark's comment in his blography of the successful
0'Neill, "That such fame had already done him seme harm
cannot be doubted,"** enraged 0'Neill, and he made Olazk omit

the comment. Even to casual agquaintances, such &s John V. A,

o Wi

1mad., p. 54 121p14., ». 55
mgm;; P 56& 1#%-, Pe 160,
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Weaver, who was a student in Baker's 47 Workshop with O'Neill,
his conflioting personality traits were apparent:
&m was something % parently irresistible in his

m‘hmtm of cruelty around his mouth,
mﬁc igmu his eyes, m umww in Mﬂ w&m

o vay bruted ind tender, so I vas sora. ooty
Later, hovever, Weaver sharply eriticized the chenge in
0'Neill as 8 result of his suoccess,

To orities 0'Neill was not only = great writer, but he
was also a delicate soul thab needed to be ehamploned.
Elizabeth Shepley Sergeant deseribed 0'Neill as looking like
", ¢ . some trusting ohild whe has grown up into a strange
world,"16 Besate Brewer, movelist and friend of 0'Neill,
also mmt of 0'Neill as a stranger to wq worldt

As twmaimzmmwmxnmn aum

&yom Mmtalw turned inwerd. . . . A
with him, you entered inte another

' N
‘a;n; ;zm & person of love, m ugt personal
love, . . . He always left on people he med)

the mmt of his purity. . .

Gene starts in a world of m&m He orsated
a2 world of love and pain everywhere he went. He
had in him the poetry of 1ife, the poétry of
passion., 0Of mmc. he was destroyed in 'mt m.
% 1&»” m:tm && tﬁh&a
ordlins . or ]

gt help thenm hw«wwc he wﬁd&'x&

The paradoxical side of 0'Neill's nature, however, ir
most vividly brought out in his relationship with the women

15%&; Ps 67, 16%3; Pe }-Mn
., ». 170.
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in his life. As 5 young man in New Londen, he was recalled
as being ”:kevms, tut not aggressive about making MW.“W
Several women during his Greenwich Villsge days have mut%
that "he was not a ladies' men in the ususl semse of the
term, »wt "lovable,' not exactly sensual, snd mm@ of
treating women as friends. 'When you'd meet him,' one of
them has said, 'he was like a loving brother.'"d Yet later,
after 0'Netll's deaths, both Agnes and Carlotta expressed the
view that he was a strange mixture of both cruelty and
tenderness., His moods changed quiekly, and he could be a
loving husband one minute and violently brutal the next.
Teking an over-all view of the women in 0'Neill's life
~end plays, m ie obvious that 0'Neill was drawn to strong
women. All of his tragle heroines, for example, Amma in
mﬁ.m.m Nine in Strange Interlude, Abble mmm
Upder the Elms, and Iavinia in Hourning Become
dominate their male counterparts. Exoept for Anna, sll are
vielous in the possession of thelr men. 0'Neill recogaized
man's iﬁmﬁmy Yo overcome them, He characterizes Robert Mayo
in Beyond the Horizon =s a men who "'would throw eway his
instinetive dream and accept the thralldem of the form fores
why, for almost any nice u.m# poetical eoravinge-the romancge
of sex, say,'"20

"amu p. 39, Wm,, oP. QM&
m& 0'3&1&1 "A Letter Prom 0'Neill," Wew mm m,g
A_ m ), cited in Barrstt Clark, Zhe Man-and His P

mm !ar&t, 1929), p. 95.
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Hen and women were locked in the battle of the sexes.
Yet 0'Weill, 00, bad to fight the batdle, He needed love
of all ma, yet he could not give love in yeturn, for
0'Neill wes efraid to give himself to others. His fear of
rejection, perhaps stemming from his childhool loneliness,
made him an intensely jealous lover and husband., He could
not sllow his women to shere their leve for him with any
gther. Thus, he rejected Agnes and her childrex. 0'Neill
oould give his last doller to s drunmkem bum, but he could
m# give even & little of himeelf to those who reelly loved
nim. He could not tremsuute his universsl love to individusl
love. He wes indeed 2 lonely men, & man who hated man's
isolation but who isolated himeelf from his fanily, his
,mma; end his soolety. |



CHAPTER IIT
THE BEGINNING

Although 0'Neill's concept of women altered and W
as he experienced 1ife, seversl dominant characteristies
prevail in all of his portrayals of mmx m» his Mﬁm&
concept of wm as Mother, 0'Neill :MMQ& in sll his
women gharacters the mt&ml protective instinet me
the manchild. This protectiveness does not m:m %o the
mmhmmmtw yelationship, but it is an oppressive
Frendian faotor in influenoing the ymmmuu and mtwm ‘
of 0'Neill's male protagonists. )

Moreover, with the exception of the pure Earth Hother
type as found in Welded and The Great Ged Brown, all of
0'Neill's women are selfishly possessive. In the early plays
their possessiveness does not wield the power over the course
of setion pursued by the protagonist as is evidenced in the:
later plays, for example, Sirange Intexriude, ; primarily
because women ip the early plays are not ymuinmt a8 &nﬁt«a—
vidusls in shaping the lives of the protagonists. As 0'Neill
recognized womsn's power over man, however; her desire to
possess m's goul and body begomes one of her most dangercus
characteristics.
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Another outstanding characteristic of 0'Neill's women
is that they lack the complexity of nature so promounced in
0'Neill's protagonists. That is to say, even 0'Neill's most
complicated heroines, for example Nina in Strange Interiude
and Iavinia in Mourning Becomes Electra, do not have the
depth of soul, as it were, that, for example Dion Anthony in
Ihe Great Jod Brown is endowed with, Woman is a spirituslly
simple ereature; she does not redognize the ambivelence of
man's nature nor that of her own, and she is rarely torn
between romantic aspirations and reality. And 1t is for this
reason that she reaches such majestic proportions in 0'Neill's
final concept of her, sinee, unlike man, she possesses unity
of purpose, whioh enables her to defeat man's attempte o
rise above the reality of life whiech she represents,

Lastly, 0'Neill's woman is the symbol of love, or sex,
or both. In short, she is the Life Force against which man
struggles to find individusl significance and meaning. And
in this respect, no matter how minor a role woman may have
in an 0'Neill play, she nevertheless demsnde attention. It
is from this seed of convietion that 0'Neill gradually
envisioned woman as the dominating factor that destroyed
man's dreams. With this compelling weapon woman in the later
plays dominates the action and the outcome of the play,

0'Neill's early women characters, in addition to the
traits outlined above, possess certain notable traits
peculiar to hig initial concept. First of all, 0'Neill
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portraye woman es & wesk, submissive ereature, elinging to
man as o souree of strength, without which her life has no
mesning. Her weskness 1s exemplified by her simplicity;
that is, she cen understand only the quest for the attain-
ment of comerete goels in 1ife aund utterly fails to recognize
man's need to find spiritusl valus in 1ife. |

Simllarly, the early woman is & pasgive eresture.
Idfe's experiences happen to her; she does net cause them to
happen. Although she is a promiment factor in man's finsl
defeat, she does not conseiously challenge his domination
over hexr, mnor does she realize that she iz = tool that Fate
uses to destroy man, The strength of her power over the
protagonlist is, therefore, a naturel strength occasioned
simply by the instinotive desire of the protagonist to
respond to her love.

" Finally, women in the early plays is not a deminating
charagter in the ection of the play, or 1f she does have e
primery role, she is not reslisticslly portrayed. Her
presence in the play is important only as it is needed sz the
synbol of the Life Force. She is an image of the promise of
love and purlty te the protagoniet. 0'Neill could not at
thet time portray woman es an individusl with humen weske |
nesses. She 19, in the early plays, = distent, loving mother,
y&aﬁiﬁ&ax7ta eomfort, love, and protect, yet without indi-
vidual quelities of good or evil.
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Three of 0'Neill's major plays have been chosen to
{1lustrate hls early councept of woman--Beyond ithe Horlzen
The Straw, end Amns Ghristie. |

Beyond the Horizon, written in the winter of 1918,
represents 0'Nelll's first major dramatic achievement.

Mre. Mayo and Ruth Mayo, the two female characters presented
in the play, are 1llustrative net only of 0'Neill's early
illusionary vision of woman but alse of the seeds Lrom whieh
hig later women emerged.

The second pley to be consldered is The Siraw, written
in the spring of 1919 only & few monihs after Beyond the
Horizon, in whieh 0'Neill's ideslistic image of the Mother
is glorified in the character of Elleen Carmody.

The third pley, Anns Ohrist
summer of 1920, over & year after The Straw. It shows a
definite chenge in 0'Neill's concept of weman, Anna
Ohristopherson, the play's heroine, is different from
Mrs., Mayo, Ruth, sad Elleen, in that for the first tinme she
chellenges man's idealism., Thus, while still being endowed
with some of the qualities of the earlier woman, Anna
sugzeste a new female type, the Earth Mother, for which
0'Neill forsook his initial concept of woman for a more
dynamie symbol of lLife.

Beyond the Horizosm portrays man's attempt to find hape
piness through the realigation of his romantic ideals. The
effort is a tragic one because man is incapable of loosing
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the bonds of reality in order to pursue his dreams. The
struggle is embodied in three characters--Robert Mayo, his
brother Andy, and his wife, Ruth.

The play tekes place on a small New England farm owned
by the Hayo family. As the play opens, Robert, Andy, and
Ruth are presented in harmony with their true natures,
Robert, the dreamer, is about to set mail w&m his unele m ‘
& voysge which ¥ill take him out of the menial existence of
the farm into the beauty beyond the horizon. Andy, & son of
the soil, 13 meking plans to fulfill his life on the farm by
marzylag Ruth, settling down, and living with the beauty of
the form around him. Ruth is the prize that comes with the
ferm, and Andy has seemingly won her simply by virtue of his
natural love of farming and desire to remain at home.

Suddenly, however, Ruth discovers that it is Robert
vhom she loves. Hls poetic declarations to her exolite her
emotions, and she sees Robert shrouded with mystery and
enchantment. Robert iz at onece confused and overeome by her
love for him, He has admitted his love for her without
realizing the possible outcome of the admission, and, thus,
when Ruth begs him to stay on the farm and marry her, he
lingers = moment. But he is won over by her tears. A.nay'u
dreans are crushed by Robert's revelation to the family that
he will stay on the farm and marry Ruth. Impulesively, Andy
declares that he will take Robert's place on the ship.



30

Thus, the éuaxaznnu are made, and the characters nmust
besy the consequences of their impulsive eholves, The
fature of the enitire Mayo family is decided in one swift
moment of emotional folly, Mr. Mayo, who is enraged by
Andy's decision to leave the farm, dies a year later, When
ne dies, Mrs, Mayo loses all her strength and becomes & bedy
without hope, The faram slowly deocays into & pig sty under
Shﬁ‘inﬂpt supervision of Robert. The mayriage s, of aaaraﬁ;
& miserable failure, since Ruth cannot understand Robert's
inability to meke her life prosperous, and Reb, therefore,

5o longer has even his love to sustain him, Andy is success~
ful, but he gambles in wheet instead of growing 1t, and he,
%00, 1oses spiritusl satisfaction. The only salvetion in the

course of events im the birth of Mary to Rod and Ruth, and -

this, too, turns %o tragedy by her death,

At the end of eight years the tragic ¢yale is completed,
Rob has slmost completely lost contact with reality end is
dying from & lung infestion. Amdy returns o a omce thriving
form now ruined by meglect. He finds Rob at the point of
death nurtured by sn apathetic wife who, since her first
realigation that Andy no longer loved her, has ceased to ¢are
about 11fe, Ruth is so indifferemt that she admits the misery
of the marriage to @ horrified Andy. But Reb reminds Andy
that Ruth, too, has suffered and that his dying is not
punishment but release. At last ia dying Rob is free to
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wander, and he leaves Andy with the task of finding himself
again and rebullding his 1ife with Ruth.

8¢ 1t is that Rob, the symbol of universel men, seeks
to 1if% himself above his menial existence in order to find
the pesce and perfeotion promised "beyoud the horizon."
But in setting these ideals and in dreaming these dreams,
man overlooks his basie desires and needs. He ignoves
reality, or as 0'Neill ¢slls it, the &i!q Porce, Hence, the
tragedy of Beyond the Horizon lies in the ambivalence of
man's nature., For man has within him two sides to his
nsture--his basic desires and needs, and his spiritusl or
1dealistic yearnings. ﬁﬁ is, in faect, split against himeelf,
He camnot ignore either side, sinee %o forsske his ldesls
would require the ﬁtni#x of his spiritual signifiocance,
snd to deny reality is to tempt Pate.

ﬁa?&tth&inau, man does tempt Pate; he does reach out %o
attaln self-realisation and perfection. And he falls miser-
ably. It is interesting to note, moreover, that Fate employs
vomsn as the instrument for defesting men's objectives.
Beoause of love, symbolized first in Mrs, Mayo and gexually
in Ruth, both Rob and Andy are unable to realize their
dreams. The emphasis in this play is placed on the latter
~ pelationship. However, only through 2 study of all four
characters ecan full recognition be given 0'Nelll's early
concept of woman, her relationship to man's struggle and
her significance in the scheme of things.
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Rob's oharacter is clearly that of the typiecal 0'Neillian
hero: "fhere 1s tie touch of the poet sbout him expressed in
bis high forshead and wide, dark syes. His features are
delicate and refined, leaning to weakness in the mouth and
¢hin. "L Moreover, because of his nsture to dream and to seek
epiritusl sigaificance in life, Reb is out of harmony with
the practieal business of farming. As Andy says to him,
"Parming ain't your nature. . . . You--well, you 1like the
home part of 1%, I expest, but as a place to work and grow
things, you hate 1%."2 But Andy's understamding goes no
further, Recognizing this, Rob tries to explain to Andy why
he wants to sail beyond the horizon: |

RIS T L LI it

e it i of mensl g el

t wide spaces, the joy of wandering on and on--
quest of seayeh whiech is m&am mr tmm,

Mwu& the horison? .

Reb, then, has no maﬂm sonslderations whatsoever for
making his voyage, His dreams are his reslity, lending to
his natural physical weakness; and asg long as he 1s left o
his dresms, he is safe from the smares of life. However,

he is vulnerable, and love brings him back to reality, When
Ruth m&&m&y deelares that she loves him and not Andy, Robd

0'Neill, Yev York,
img‘gg;’j*&‘ w111, Tue Fisrs of Bugsne 0'Feill (vev Yo

QM” p. 84, 3%«& p. 85.



33

is stunned, He is neot prepared for this turn of avwntn; but
he gives in to her pleas, as 0'Neill points out, ". . . with
happy hopefulness," exclalming:

et L e e

¥§§n§'§§§§“m§3§ %:igibggnhigg :gagggmfgggim@&reﬁ

that ocalled to me from over the world's rim . . . .*
But Uncle Scott puts the whole matter in its proper
perspective: "I'm ashamed of you, Robert, %o go lettin' a
1it%le huggin' and kissin' in the dark spile your chances to
make a man out o' yourself,*>

However, Rob feels that he has ", . . found 2 bigger
araam,*5 and with childlike optimism he marries Ruth, Reallty
is a hard {askmaster, though. Three years elapse, and at the
beginning of Aet II, Rod's dreams have turned inte a nighte

mare: "His eyes are dull and lifeless ., . . . His 1lips drawm

down aﬁﬁtha gorners give him a hopeless, resigned expression.
The three years have accentuated the weakness of his mouth
and ohin."7 fThe farm is going to ruin under nis imﬂ#ﬁ
management, and he hates it, asg he exelaims te Ruthi %o,
those cursed hills out there that I used to think ptwﬁian&
me so mueh! How I've grown to hate the sight of theml
They're 1ike the walls of a narrow prison yard shutting me

mueg P 92. gmg&' p. 102,
5.;&%‘ v TM&Q p. 119,
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in from all the freedom and wonder of 1ife!"® Weitner has
leve sustained him. In truth, Reb recoguizes within him the
fact thst Ruth no longer loves him, and she defeats him

- oompletely whem she admits that she loves Andy., Rob has
nothing left except Mary, thelr daughter., Moreover, Mary has
mmm Rob's physieal weakness, snd even she is taken away
from him. In spite ef all this %ragedy, Rob is unsble to see
that he has been defeated by golng againet his own pature, He
is completely ineapable of facing reality, He blanes God,

", . . Af there was a God,"” for Mery's death, and the farm
tor ruining his happinmess with Ruth, 20 Govly in hie dying
momente does he find happiness, ss he telle Andy not te foel
sorry for him: "Don't you see I'm happy 2t leste-freeecfres) -
freed from the formw~free w vander on ead on~~etermally, . . .
It's o free begimning . . . I've won my trip~-the right of
relesse-~beyond the horizonl! "1l

Rob's tragedy iz acoentuated by Andy's failure, Por
Andy 1s s son of the soil, as Rob says: "You're a Mayo through
and through. . , . You're as much a -;m&mét of 1t [the w&:ﬂ ag
an ear of gorn is, or & tree.'l2 Like his father, Andy is
strong end practical. He plans to nerry Ruth and the farm,

%*mu&., g;,m III, 125-126. 91pid., p. 148.
10rp1d., p. 149.  1ypg,, p. 267,
121p34., p. 84,
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Conzequently, when Rob announces that he and Ruth will marry,
Andy's world collapees, His impulsive declaration that he
will go to sea in Rob's place enrages Mr, Mayo, who knows
that Andy belongs on the ferm: “You lie when you say you
want to go 'wey--and see thin's! Tou ain't got mo likin' in
the world to go. . . . You're rumning against your own
nature, and you're goin' to be a'mighty sorry for it 4if you
do, "3 Andy, too, realizes he is courting disaster, but he
cannot bear %o see Rob and Ruth together: . . . It'1l all
turn out for the deste-let's hope, It couldn’s be helpedwe
what's happened.”™* But then he declares, "I feel dead,"5
~ 0'Neill's deseription of Andy in Aets II and IIT shows

Andy's mam spiritual decay. In Aet II Andy's “gld easy~

ing good-natuve seems %o have been partly lost in 2 bressy,
business-like briskness olce snd gesture."l® Ruth and
the xm no xeagm@ appeal to him, and he is &m@m to am
bwm %o m@m to make his fortune. By Aet IIX his
mmmﬁa is completes “Hls im are keener and more
slert. There is even & suggestion of ruthless cuaning about
nin,"27 Bus his true mature, though suppressed, rises up
agein, He adnits $hat he wants to come home and "really live

131p3d., p. 106. 141p4d., ». 109,
151p14., p. 111 6104d., ». 130.
yf;m«p p. 153.
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aga&nt“la Pinally, his fetlure is pinpointed by the dying
Robt
I've been wma what & great chenge was in

you. . Umwl armer--to g&m@lﬁ in a wheat
p% w&t}x sm:{: %& Wi There's a spiritual
ficance ure, Ana{ gag;ga

,.tv :tnaraﬁzmzm&m&ham er--but

we can both Justly lay some az‘uhn blame for eﬂr
stumbling on God. . . . You've spent elght y

st o iriat o L R
were in humn&gaun ya;;amnii“m o 1fe
Fate has been challenged and has won., Both Reb and -
Andy have been drawn into tragedy by thelr own aspirations
for happiness, which are blocked by the compelling love thar
feel for Ruth. Fer 4t is Ruth vho convinaes Rob to stay on |
© the farn. It is she who has flirted with Andy, whom she casts
acide indifferently. And it is her desire to possess both tne
poetry of xw and the security of Andy that causes the fatlure
of all three. | | | o
Ruth eiom not conseiously destroy, however. Her chare

acter does not indicate ruthlessness and cumning menipulatien.

Rather, sh;e is & pretty young farm girl whose practieal |
approach to 1ife is in keeping vith her heritage, For her,
the ferm 1s her world, and beauty is the naturel flow of day
to day living snd dying. The world beyond helds mo fasein-
ation. fﬁ‘i‘ her, and she comments to Rob the evening before -his
MMM‘O, "It's e shame mu'm miusmsuat at this Mm. in

R L ‘w‘:«‘ " " “ o

181p4a., p. 156,
191p14., p. 161,
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spring, when everything is getting so niee."?® Tronieally,
ghe m&m this argument to persuade Rod to sﬁys "Pleawe,
Rob! We'll be so happy here together where its satural end
we know things, "2}

Ruth does, ‘wwmz, momentarily recogaize a eertain
beausy in Rob's world, Indeed, 1t is this faint cognizence
of poetic longing that captures her heart. She is "gharmed
by bis low, musicsl yoige. . . ,"22 declaring, "Oh, Reb, hew
could I help feeling 1%7 TYou tell things so besutifullyl 23

The spell, though, 1s quickly broken, and Ruth returne
immedlately to reslity. She ie concerned with living, and
she soon max&ua that Rob does not have the power to make
1ife happy for her. Rob is weak, and Ruth hates weaknese.
She "shudders” when Rob reflects about his sickly ehildhoed
but _in 4mpressed when he pleke her up and carries her down
the rosd after they have decided to marry. MNoveover, her
mind cannot resch beyond her comerete surroundings., When
ghe sees that Rob cannot make & living on the faym, she
hates him, bscsuse he 1s to0 her no longer s symbol of magouw-
line stremgths | |

" What do you thinke-living with a man like
yousshaving to suffer all the time becsuse you've

 never been man eénough to work and do things like
~ other people. . . ?‘% :gywe you think I ought %o

maﬁ’ﬁam, s, 111, 88. mMﬁ, P 92.
aQM*i p. 89, gﬁmgni P. 90,




be ud be your wifewwa pa&x 1§ma t&iﬁg
‘lihgx:af ‘?x,fm_”} But I'm nat: h&%ﬂ 141
hate the sight of you. . . . If I hadn't been such

a fool to listen to your oheap, silly, ya«%my talk

that you learned out of books! If I sould

geen how you were in your true aa&iﬁ«iiﬁr ywﬁ are

,gu,ai 4 have killed n;uoit before 1'd have merried

Her frustration has turnod te defiant bittermews, and
she literally destroys Rob with her statement and her further
admission that she loves Andy, Andy now represents to her
all the stremgth men should have %e be a vital creature,

Aady will come home and make things right again, she is sure,
But Andy, t0o, has ohanged, and he laughs at his early boyhood
love for her, Ruth is defeated; love has cheated her, and

she no longer has anything to hold on to.

By the beginning of Aet III Ruth's ". . , pale, deeply-
l&amm face has the stony lack 2& 3&2&3&!&&&4££{ﬁ&$,$2 ¥hon
nothing more can happen, whose capasity emotior
!xhagg&&ﬁ;*aﬁ Like Rob, she has completely withdrawn from
1ife, She no longer hates Rob, nor is she capable of love.
Az she explains to Andy, "There's a time comes-=when you
don't aind any more--anything."2® only one emotion remainms
within her--her basic selfishness, for she outwardly shrinks
away from Rob in terror when she is told he is dylng. In
t&nﬁafiaat moments he looks to her for some feeling of regret,
ér at least compaseion, but her only thought is her own
terror of taving to witness death,

241p14., p. 127. Srbid., p. 144, 26Ipig., p. 156,
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For Ra'a;ﬁa *m&m can be no mma; singe she m no
longer Miwa Her punishment 1s the gum.ammt of with-
drawel. Bven Andy's promise %o a*&aﬁt over has no mm
for h@: '-'m remaing | im dully M a

m Wt m m the mhw 4h1d a#’ m
nope. u27

In mmwr, on its surface the play presents the lives
n! two young men whose dreans are uhaﬁtsrw by their leve
for a woman. But the prodlem goes amym than Rob's tatal
aarriage to Ruth. Both brothers in loving Ruth are seeking
the gsame love that was given them by Mra. Mayo, While drawn
sexually to Ruth, they alss seek the comfort, love, amd
mummﬁ of the mother. Ruth slso seeks love amd IM'HWBAM
ia the strength of man. In this Tespsct, then, Ruth is like
Mrs, Mayo, in that Mrs, Mayo is able to protest and love
only so long as Mr. Mayoe is m!.&w %o sustain her 9%%
Therefore, although a mw mmmﬂw in point of mﬂm,
Mrs, Mayo is, nevmhemm, of primary significanes la the
relationsnipe between Ruth and the two brothers.

Mrs, Mayo's influence on the events that take place in
the xsz,ay? may be found in the expository matter rather then
through sny direct action she myialm 0'Neill’s stage

Q?an ?i' z&gd
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desaription of her, for example, qulckly introduces her to

mA_ m ner, ”*9 the allisnce indicating a smmmy not
found in James mw or Andy, who is a earbon eopy of his
father, |

Iike any mother, Mrs. Mayo is upset because Robd is about
to leave home. It 48 soon evident, however, that her concern
stems not only from worry about Rob's welfare but also from |
fear tm# his leaving will ereate a vold in her life:

MRS, mm. (ner 1ips trembling) I wish Robbie

m&wm"&
1‘?; » 4 . Q’h&m& E&‘k&yﬁ
*t {rebellionsly) Well, I 4o wish he
L]

80077, You tmuxan*t be W%M g0 M, 'm
Maaxmum Th 2 man of . 8o
mummwmumc tarmmt of his :.S.m,
if he wanits t0 travel.

m.mw.smmm%mtmwmmmm
1ife, tw'mmttn 866 he mmhamug.m
“m«iﬁaaﬁ@ﬂ‘m‘mm t here, , x
ummﬁa&émmmmnmmwmtwmw
% !;teggs.o goweor I wouldn't have considered it a

%«m, m, 111, o, 39&;.@‘
*0ipid., ». 96
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She is not thinking, as Andy reminds her, of Rob's desires,
only that it will be hard on her for him to go. And she
defends her selfish feelings as being mother love: "(on the
yerge of teers) 'It's all right for you [Seott] %o telk.
You've never had any children, You don't knew what it means
to be parted from them--and Robblie my youngest, t0o.'" L Tne
full scope of her selfish desires is bdrought home wh& Rob
mekes his fateful amnouncement that he is not going to sea,
The other members of the family are amazed by the anunouncement
and recognize the error in judgment. But Mrs. Meyo “rushe
gver snd throws her arms sbout him," erying, "I kmew itl I
was just telling your father when you eame ine-and, oh, Robbiq,
I'n so happy you're not goingl"32

Her selfish mnwammua; is further intensified in
her everprotectiveness. When Rob enters the living room in
Aet I after taking Ruth home, Mre. Maye reprimands him for
not wearing a coat out at n&@h’s. This gesture in itself is
not an indietment except that 0'Neill's stage instructions
direct Mrs. Mayo to speek "as if she were speaking %o @
oh11d.">® Recognizing this, Seott quips back at her: “God
A'mm&y, Kate, you treat Hobert as if he was one year oldl w34
8he also tries to allay the ensuing quarrel between Andy am.é

Mr. Mayo: *(Wmmmmmmmm

311pid. 321v14., p. 100,
33Inid., p. 99. 341p1a,
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protectingly) Won't mind him, Andy dear, He don't mean a
word he's saying!'">> As the argument grows more bitter,
Nrs., Mayo tries hapder to protect Andy from James' rage:
m m he has m) "Wm'ﬁ you be wm., James? mmm.
won't ’uﬁ,t«3ﬁ

Subtly, then, 0'Neill suggests the motherly enviromment
of Rob and Andy. She has cuddled and protected them through-
out their childhond, In Ruth they seeék the c¢ombined love of
the mother and wife, But while Andy would have found these
qualities in Ruth because he is strong and would demand
submission and love, Rob's weakness turns Ruth into a frus-
trated and, finally, apathetiec mate. MNrs., Mayo also reacts
in this way. In the beginning of Aet II she has, because of
the death of Mr, Kayo, "become & weak mask wearing e helpless,
doleful expression of being omstantly om the verge of comfert-
less tears. 3T ger only hope is the return of Andy, for
slthough she still loves Rob, she is mo lomger able to help
him: "Maybe Robbie'll mansge 'til Andy gets back and sees to
wm»;“% Then she reflects: "I wonder if he's chenged
much, ﬁa used to be so fine~looking and strong. (Hith &
gigh) Three years! It seems more like three hundred,">?

59 'wei11, Plays, III, 106, - 34, p. 107,
37 vad,, po 122,  38rpia., p. 115.

P mad.
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Even so, Reb apparenily e¢lings to ber until her desth, since
Ruth tells Andy in Aot ITI that Rob ". . ., never took any
interest since way back when your ¥a died,"40

In essence, 0'Nelll has suggested ?atﬁar than outwardly
esteblished the power of Vre. ¥ayo over the lives of Rob and
Andy, since she takes practlioally no aetive role in the
events of the play, nor doee she conseiomely seek to cause
misfortune or wield power over her bresd. Im truth, 0'feill
himself 414 not perhaps rseognize the significance of her
presence, foy she has & very minor role and doee not develop
'zmaxy ag an 1n§xviéna1* It is on this very point that stress
should be placed at this time, inasmueh as her very lack of
individuaslity reveals the inability of 0'Neill to portray
woman &8s en Individual, especlally &s a wa@hﬁrg Por although
0'Neill had had many contacts with women by the time of
writing this play and was at that time married %o Agnes,
nevertheless, ciihor he had failed completely to understand
the female mind and personality, or he did not conselously
recognize womzn's significanee to the life of man.

In either ocaze, the result ils the seme, MNrs. HMays is
a gympathebieally portrayed mother whe has sought to proteoct
and to retain pcaseszion of her offsprimg. She iz not a
vielous woman, nor does she cousclously seek o wreck the
1ivee of her children because of her selfishly poseessive

P i :

¥1p14., p. 158,




nature. But the very fact that her sons look to her for
protection and are cmught by one who symbollzes her love and
promige of protection lndleates that she is one of the
innoeent tools by which her sons are eventuslly destroyed.

Buth, her suecessor, 1s equally an uncensclous tool of
destruetion, A simple farm girl, Ruth finde strength in
loving a strong nmen, and her f{rustration and bititer repulsion
of Roberi are the result of her complete inability o underw
gtand or proteet him, She is not an sdmirable character,
but she slone cannot be blamed for the tragedy., She reprew
sents love and 1ife's reality, but like Mrs, layo, her
significance as an early 0'Weill woman lies in her embodi-
ment ag o passive symbol of the Life Force, rather than as
a determined challenger of man's idealism,

In The Straw 0'Welll glorifies love and ssorifice as
the answer to man's search for meaning in 1ife, Thus, 0'Neill
contends in tide play that man can find purpose in living
only through unselfish love and sacrifice, the recognition of
whioch by the protagonist brings exaltation and hope. Opposing
the forges of love and sacrifice, as symbolized in the
character of Blleen Carmody, are the intellectusl cynielsm
snd isolation of Stephen Murray, the young 0'Neillian protage
ondwt,

hesentially, the play revelves around Elleen Carmody,
a pretty young Irish girl of the lower working class., The
oldest of four children, Eileen has had the responsibility of
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being the mother te her brother and sisters sinee the death
of her mother a year before the play opens, Partly because
of her delieate nature but most of all as & result of oo
much work, Elleen has developed tuberculosis, and hw‘@am:w
insists that she be sent to & manitorium., Bill Cermody,
MQm*wz‘athw, 1s euraged by the pressure brought upon him
to finance private vare for Eileen, and he submits only after
the doctor threatens to report him to health authorities if
he does not have her committed immediately., EHileen's fiance,
Pred Nicholls, is horrified by the knowledge of her sickuess,
snd, “by his attitude, it is understood that he will mwuy
break off the engagement at the earliest aﬁwrﬁmﬁm

‘Sadly Bileen leaves her "children" and is admitted into
the sanitorium. In her lanﬂimsk ghe ‘&s quickly befriended
by Stephen Murray, & handsome young fellew patient. Mawm-»
ing his desire to mw she mmumr suggests that m
write while st the sanitorium and volunteers her services as
& typist, By Aot II Eileen has fallen hopelessly in love
with Murrey, who is so wrapped up in himself and his suceess~
ful sale of a story thet he does not snd will not acknowledge
her love, MHoreover, Murray is well and is about to be
released from the ssnitorium. Once more finding herself faced
with Mnﬂimn; hysterioally Elleen admits her love to |
Stephen, When at the end of Aot II Stephen leeves, Eileen is.
sent back to bed. Although she has thus far progressed in
her fight against her illness, she now glves up M*Mw.
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Aet III ehows Eileen's complete relapse and hopeless
econdition. She is pest helping at the sanitorium and ig
about %o be sent to the Stete Ferm where she will surely die.
Hise G1lpin, one of the nurses, summons Bileen's fomily and
Stephen to her bedside. The arrivel of Mr. Carmody with
bis new bride, formerly Frs, Bremnan, and Nary, Ellsen's
favorite slster, only serves to depress her alresdy spathetie
attitude because of thelr ocomplete iselation from her, Vhen
Stephen comes, she cheers up, only %o be crushed completely
by the al)l too certain reslizstion that he still does not
love her. However, whem Miss Gilpin informs Murvey thet
Eileen 1s dying because she does not want to live without
his love, Murray at last recognizes his responeibllity to
Blleen, He goes beck to her and tells her that he loves her,
Suddenly he realizes thet he rezlly does love her. In order
to hide the seriousness of her condition from her, he also
tells her that he is sick egain and that they will go together
to another sanitorium where they will both get well together.
¥hen Miss Gilpin tells him that there is simply no hope thet
Eileen will vecover, Stephen defies her and proelains that
he will never lose hope that together he and Elleen will wiu!

The theme of the play, then, is that man's quest to
£ind meaning in 1life is the guest to f£ind love and the sense
of belonging. Yet man struggles againast his own nature teo
love snd to sserifice in that he seeks to esospe from giving
love; in effeect, he seeks to escape from experiencing life,
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Kan casts aside hig natural desires and refuses to give of
himself, declaring that responsiblility and love will keep him
from realizing his dreams, So man wanders forth isolated
from love and thereby isolated from a part of hinself,
Instead of finding purpose in self-realization, he finds
nothing but emptiness and frustration. Pinmally, he ie
defeated by his betrayal of that part of his nature which
seeks emotional expression, Hies intellectual 1llusions have
vlinded him to his need to express life, and in the end he
retreats from the ego which hae driven him to complete
futility. He denles self for a hopeless love, and by his
gelf-denial and self-saerifice, he finds himself end life.
The symbel of love and 1life te which man returas is
presented in woman, Eileen Oarmody is undoubtedly the most
fdealistic portrayal of woman to be found in 0'Neill's works.
4s Bdwin Enge) has vommented,
Unique among 0'Welll's tregle femalee, she is in
possession of all the feminine virtues--except
charme-and pﬂaamwaedub{ none of the destructive

tendenocies that made 11fe so disagreeable for . . .
the later hergin and the people with whom they

were uaa&u&aﬁn&;z '
Por Eilesn 1s 0'Neill's idealistic comcept of the Mother.
‘Sne has all the physical characteristies of 0'Neill's Mothers

#axﬁhmuu A. Engel, Heunted Herges
(Cambridge, Massachusetis, 1953) ;




eXpressiox wigiiul sadnes

Throughout the play she reveals an almost angelic sweet~
ness. Moreover, because of her purity and goodness, she x«'
ineapable of seeing ugliness 1a others. She does not, for
example, see the selfish miserliness in her father. Bill
Gexmody is @ complete contrast to the "delicacy" of Bileen.
He has coarse, regular features. rartéprnﬁau, %ﬁﬁg expressic
of his small, blue eyes is one of selfish cumaing. ">
Carmody does not wnderstand his daughter, nor does he sym-
pathize with her illness: "If she is [sieck)," he claims,
"4's her own fault entirely--weakenin' her health by readin'
ﬁ»wa in the hﬁuun.”“4 His primary concern is that "if Eileen
goes to the hospital, who's to be takin' care of $he others,
and mindin' the house when I'm off to work?'“5 It is signif-
lcant %o note here that 0'Neill's portrayal of Oarmedy is
pathetically elose to his own feeling sbout James 0'Neill,
for 0'Neill could not portray the Father with any other
characteristies. Bill Csrmody is one of 0'Neill's early
protests againet the Pather, who is always an lusensitive,
coarse, ignorant, miserly person, who, either consciously or
‘wnoonsoiously, seeks %o destroy his family in order to gain
his own ends. In this early play Cermody's miserliness

425156111, Plays, III, 344, 431p14., p. 332,
Ww &&Mw pe 337.
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¢auses Bileen's illness, and his refusal to put ber in a
private sanltorium when Hill Parm can no xwuggr;kauy'&ﬁm'im
a e;wtu&n:ﬂyaﬁtaau to death,

The contrast between Oarmody's selfish nature and
Bileen's goodness is made even more evident by the faet that
it is Carmody who introduces Fileen to the audience in Act I.
He complains to Fred Wicholls that he would not let Elleen go
to the manitoriwm Af she herself had not insisted upon going:
"It's all that divil's notien he [the dostex] put in her
need," Carmody grumbles, "that the children'd be catehin'
her n&u&nﬂna that mekes her willin' %o gan”*ﬁ 4nd when Nilntn
~appears, she further reveals her nature by her lack of concern
for her own needs, Unlike her father and Fred, who are
thinking only about how Eileen's sickness affects them, Elleen,
irenically, thinks enly of them: "You mustn't worry, Pred,
Flease don'tl It'd be so much vorse for me if I thought you
414."AT  In explaining why she is going, she adds, "I didn's
vant to at first, I knew how hard 1t would be on Father and
the kids--especially little Mary, (Her volee irembles ‘
And then the doctor said if I stayed I'd be putting them all
in danger."48

Bileen's selflessness, then, sets her apart from her
ymsauuaaa@wu, Krn. Mayo and Ruth Mayoe. She is nalvely pure

“ﬁxg;g., p. 343, “7;;@5., p. 346,
e 1310
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end wholesome. However, although not destructively so,
Blleen possesses all the charseteristics that distinguleh
0'Weill's over-all concept of woman,

For example, as the Mother image, Eileen le¢ singulay in
her self-saorifioing nature, But along with 0'Neill's other
mothers, she displays a sirong desire to protect her "aff.
spring,” and consequently, she revesls a 3asuasaiva‘a£titu4«
toverd their dependency upos her. In Aot I she exclaims to
her father as he lesves her at the sanitorium:

Be sure and kiss them all for me--2nd bring

Rnd don's forges o teil Hrs. Bremnen all E*””‘

direotions I gave you aam&mg out on the txuta« I

4014 her but shﬁ mightn's gnber~--abdout Maxy's

bathw~and to give Tom hlg«.®
And Elleen's reply to Oarmody's retort that Mrs. Bremnsn esn
do m work without Eileen's instructions mmz Mimua
Eileen's possessive feeling about her role as mother: “m

(Mumﬁm&@%mmwmmm
w>g¢‘)“ﬁ@ Later, after she has met Murrsy, she
tr&ua t0 explain t& him how her absence will affect the

ehildren:

I've ,four of them--my brothers and sisters--though
&har 're not what you'd eall bables, except to m¢¢
I've been & mother to them now for a v&»&n

gver since amg mother died, (Sadly) And

knww hmw thmy 1& aver aﬁt along while I'm awuy.

ra -

il

“Qa*suzxx, Plays, 111, 355.  5%Inid., pp. 355-356.
%Mng P 360. |
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Oynically, Stephen sees the fallacy im her illusion of being
all-essentisl o the childrem, but Bileen continues: "(yith
tne gsame superior teme) 'It's mﬁy for you to say that., You
don't kmow how children grov to depend on you for uvnwyth&ag,
You're not a weman,'"52 |

Heving lost the children, Eileen's need to mother is
directed toward stuphna¢ She encoursges him to write and
types his stories for him, ¥hen he is released from the
sanitorium, however, her purpose for living goes with him,
and she deaperately admits her love:

You mustn't feel sad or anything. It's made me
happler than I’vu ever been~-loving youw-even when

L e 1 nts, woits Jou, deart Hore 1t

so terrible to think I ait ﬁciaﬁéa :§§’m¢§§f* §¥§%
feel so--without enybody,>>

Her admission is made with the hope that he will not leave,

in spite of the fact that adventure calls him. In this

respeet, Elleen is almost selfish in the intensity of her

need to possess his love. But her desperste wish for Stephen

40 remain with her is not actuslly selfish possesniveness.

It stems from her natural inabiiity to understand the ambive

alence of Stephen's mature. Dike all 0'Neill's women, she

¢an understand only the part of him and herself that requires

love. She ocannot understand that his need to wander is o

need to ". . . live, and meet real people who are doing things."5d
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For without Stephen's love and an opportunity through him

to give her love, she no longer has purpose in living, When
Stephen steps on the seales that will determine whether he
i relessed from the sanitorium, 0'Neill describes the
elinex of BEileen'’s conflict:

mﬁmh uonui by the wﬂm&m at Aot III indliomtes
the apathy in which she lives. Her lmminent desth is checked
nomentayily only by Stephen's return to her. She at once
finds new 1ife in the bellef that he 1s sick sgain and needs
hert “im & little ory of alsrmed gongern jretoh
ous m hauds %o Murxay protectingly) ‘Mr smmwmw "‘55
Once more she can protect and possess: m*m be all by oure
selves, . . . I knew New York wesa't geaﬁ for youw-alone=-
without me."57 At the end of the play her completien as
Mother 1s mumm in the final lines of the play:

From now m? m see mt you mt 80
WMW&WWWWWM when I drink
nine~-and go to bed at nine sharp I dow-and
emr wmthm I tell wuuma

%'gﬁﬁmg m 111, 382, gsm&oy P 414,
ﬁ?MOi Pe M2, §3M'# P hL6.
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Thus, Pileen pussesses all of the dominant character-
istios of O'Neill's women, She is doth poesessive and
proteetive, although these characteristiocs as manifested in
her are not, as they are in most of 0'Neill's women,
destruotive ones, Moreover, like all of 0'Neill's women,
Eileen is incepable of understanding Stephen's need to
vander, to detach himself from the reality of life. Minelly,
as the symbol of love, Bileen fulfills her role in the scheme
of things, Most lmportant, however, is the fact that 0'Neills
portrayal of Eileen is unigue in that she is not only the
synbol of love, but also the synbol of self~smorificing love.

¥ot only does Bileen possess the tralis found in all of
9#3&&3;‘&% women, but also she exhidits the speeific traits
that m im.* as en early ereation. Strikingly spparent is
Fileen's simplicity of nature., She has no spiritual week-
nesses, BShe is not 3&&1@%& or proud. And for all the lines
ghe spesks in the play, her character is never really
develepéd. She remains from the beginning %o the end of the
sley & pathetic cresture of love. fer imner thoughts ere
never mw revealed, or, if they ere, ﬂm# completely
unselfish revelations are too pure to be real. Eileen le an
1deal being; she is not endowed with humen frailties because
0'Neill 414 not understend her--d1d not and could not ereate
& living mother. She is, therefore, only = shadowy image of
sweetness and love. ' "
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Eileen's simplicity is further evidenced in the passivity
she displays throughout the pley, In the very beginning,
Garmody likens Mary and Eileen %o thely dead mother when
he says to Mary: "It's the dead oplt and imege of your sister,
Elleen, you are, wi%h'yaur*nkac always 4n & book . . . . You're
a Cullen like your mother's people., They elways was dreaming
their 1ives out.”9 Eileen, then, iz a dreamer, always
"wishing” that things were different but without the streagth
t0 make them so. She wishua” Stephen were not going, end
she "hopes” that he will come baok to her, but she dees not
aotlively do anything in ma pley to meke these events happen.
Inptead, events happen to her, She does not cause them to
heppen, and her oharecter is not chenged by them. Therefore,
although the play is fooused upon her &s one of the two
gwimumy characters, che does not dominete the action of the
play, but, rether, she is the passive reoiplent of the events
in Stephen's 1ife that draw him back to her ag the eymbol of
1ife,

Stephen Murray is one of the lesst attractive of 0'Neills
protagoniasts, in that his mﬂim and cynieism have become
such dominating character traits that he bas suppressed his
natural inclination %o feel compassion and love. Indeed, |
Murrey's mmsasﬁ failing 4e& that be has ceased w mﬁiuwl
pate in 11fe but imstead has become » oritical omleoker,

'm&:&:‘&‘a ﬁtmxuﬁm at Murray indiocstes his own d&aw&mn

i

591p14., p. 332,



with himself:

Hurrey's dissatisfootion stems from his faeilure to make
anything of himself., Since he is unable to face this faet,
he hag blamed his past environment as the ecsuse for his
failure. For example, he tells Eileen that he celebrated
his admission into the sanitorium because it forced him to
quit his Job on & small tewn newspaper: ’*(m & sudden
laugh full of weagy bittermess) 'Do you know what it means
to work from seven at night until three in the morning on a
morning newspaper in a town of twenty thousand people-~for
Sen years?'"Sl Moreover, his ditterness alse falls on his
fomily because they don't understand him, he mainteinst
"From what I've seen that blood~thicker-than-water dope is
%62 urrny 1s so withdrawn from others that he is
oynieal of Bileen's love for children. He blundly admits
that he does not like bablest "I don't get them. They're
something I cen't seem to get acquainted with,"63 Even
though Stephen will not share Eileen's warmth for others,

m. WYong.

o

mﬁ‘ﬂtm; m; 11z, 348,
&MQﬁ D 3590
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nowever, he readily accepts her friemdship. He admits %o
her that he wants to write, but, he comments, ". ., , like
everything else--I never got down to 1t. w6h H;x encourage«
ment inspires him to write while at the sanitorium, thereby
putting purpose into bhis life. He redognisges somewhat that
her faith and love have given him courage emough to sucseed,
for after he sells his first story, he admits: "Mhey're

all typed, thenks %6 you. Thet's what's brought me luck,

I xnow. I never had s bit by myselt,"53
Yet, even though he senses Eileen's love, Stephen

refuses to acknowledge 1%. In Act II when he tells her he

ie about to leave, she eries: "Oh, I'm so glad-«for your
sake~~but I'm selfish--it'll be 5o lonely here without you.'6

HMam halfway tries to console her? |

(" rmmm g&insumy wmn&t g;atem long.

m’xm mt wmm . e *, %
know how grateful I am to you, 5i numm mu ve
belped me. Oh, I don't mean juw the typing, I
%«W "m‘ﬁ‘ mwg ﬁ"z&*{ hm{ “
for you.v

But his acknowledgement of her help goes mo further than

gratitude. He has drawn from her love and confidence the

necessary strength to suceeed, but he feels no obligation
to her., Moreover, vwhen she meets him the night before his

1p4., . 361, 651v14., . 368,
661v1d., p. 369. 6T1pia.
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departure, the stage instructions indieate Stephen's desive
to keep her from telling him that she loves him: "(gomelhins

loe mekes bim avert ke face sad klok at & heap of
ne: shigh she ig gittine--brusgpely)."®® uevertusless,
Blleen makes a last effort io make hin waakizan& of her love
for him by telling him that Mrs, Turner suspects that they
have becoms too invelved with sach other, EI&W a8 i

wAshes %o gvold this subloet,”®? starts talicing sbout his
plans, ?ﬁnalzy‘ hﬂwavar, he is faa&& with her aduission, and
he is evercome, He promieses hey he will remember her and
that he will writet "I willl I swear! And when you get out
I3 lemwe'11e=I'11 £ind something=-.T0

He dees not write, howsver, aﬁ& Elleen gets progressively

worse, Stevhen's departure to New York ls an escape from
ﬁii@wa as much as a release, His selflshuscs seeks no helpe
mate, He wante to live, and, Iironmically, he has lived for
the firet time through his assoclation with Slleen. Thus,
by leaving her, by rejecting her love, he rejects life and
regsponaibility. He rejects the sseourlty of belonglug to
pomegne and to something, Hiz description in Act III showe
the effect "11£e“ has had on hinm: "Zuify sbadous

0 ibid.,» p. 3592,
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When he is told by Hiss Gilpin that Bileen's relapse is due
%o her unvequited love for him, Stephen, nevertheless,
admits to her that he doesn't love Eileen, or anyone:

#_ ., I've never thougitmuch of leving snyone-~that way, n72
ﬁy thls statement he admits his complete isolation froum H
emotion and from giving himself, When he sees Elleen, he
admite that he has net reslly done sny goed writing because
1%t was such "hard work."7> He also sdmits thet his life st
%the w&aiﬁyxiém weE & haﬁgy onet "I wes-~happier than I've
been before or aftervard, "T4 rmuy. he recognizes the
importance of Bileen's faith in him: "Is 1% the fact that
I've worked here before--or is 1t set&#a you, Bileen? (Grate
fully) I really belleve it's you. "> thus, whea Mise Gilpin
telle Stephen that only his love for Elleen can make her last
months happy ones, he recoguizes his respomsibllity teo her
and declares his love. When he does declare his love and
selflessly sccepts responeibility for taking care of her,
Stephen realizes that he really does love Bileen. In his
first sct of self-~forgetfulness and desire to give himself,
Stephen finds himself, for he is able to feel emotion, he is
able to love. In this play, O'Neill says, love ls the one
Ratraw” to which man can eling for the hope of fulfillment.
As ﬂﬁaﬁaxa says to Miss Gilpin: “Happiness will curel ILove

WMr; pe 409, ‘ ?}Mg p. 404,
‘NM* 75%*: p« 405,
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is stronger tham--. . . . Oh, why did you give me hopeless
hope?"76 And she responds: "Isn't all Vu\ﬁt« just that , , . ?
But there must be something baek mf it=-some promise of fulw
fillment~~gsomehow~somevhere-«in the spirit of hope m:n&!,.z'o‘m

Eileen's love hes broken through Stephen's shell, and
he at last finde himself in his desire to mske her happy.
Thus, 0'Neill has portrayed the loving, self-sacrificing
mother whose desire to give is so consuming that without
someone to love, she cannot live. Opposing her warmth are
the petty cruelty of her father and the oynical intelleotual-
iem ét Stephen. .ﬁimu two foreces fimally destrey her, but
through her love Stephen returms to 1ife and thus hecomes &
whole person threugh suffering and self-sagrifice, Never
again is woman such & positive force for good., Eileen is what
woman should be but is not. Briefly, 0'Neill conceived of |
‘woman both as the vietim of man's selfish desire and 4a the
symbol of hope and love, However, although the Mother image
recurs in the later playe, for example, W Under the Elms
and Ihe Great God Brown, her presence as a MMM smw. for
good 1s never recaptured. Instead, wonman develeps into a
more complicated maﬁr who net only demands atitention as
a chsllenger of man's freedom but who also requires a freedom
of her own. |

Ts_xm‘ s P '@3.5%
TTIb4d.
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ﬁﬁg$pﬁﬁﬁﬁﬁw@,iﬁ the dramatisation of m&a*é struggle
againet %h# sea~~the gymbel of 1ife, Anna, the heroine of
the play, not only challenges the sea of 1lfe, bul she also
Joins forees with 1% as a worshiper of 1ife. Opposing
Anna'e love for the sea and for life is Ohris, Amna's father,
He hates "dat ole davil sea." The sea is responsible for all
of ts suffering and frustrations, Thus, he shrinks from bhe
gen and worships the land, symbollc of withdrawal and
gherility,

The struggle between Anna and Chris suggests also the
wilversal conflict beitween the Mother and Father, a theme
which will grow to such proporiions as %o dominate the later
plays. 7To 0'Neill, the primordisl Mother, represented in
Anna'es universallty ae the first larth Mothew, symbolizes
1ife and the pagan wership of nature through sex. The
Father, on the other hand, inmsiinotively seoks to bar the
Hother from living sod creating, sines %o him living means
aéﬁﬁm&&ng* and he wants only the stagnant peace of withdrawal,
thus shielding himeelf and his own from the forees of Fate.
Horeover, Ohris’s hatred of lat Burke, Auna's lover, reflects
the Father's Freudian desire to possess the daughter's love
for himself, so that the creation of new life will not leave
him slone. As Chris says to Met:

Vell=-Ay don't vant for Anna gat

mexried, Idsten, you fallar, Ay'm ole men, Ay
LAy don't see Amma for fifteen year, She vas



all Ay got in vold. And now ven she come on

a;i;;e;sipﬁﬁy’ﬂ‘tank Ay vaent her leave me "lons
Besides, Ohris rationalizes to Annat ", , . Ay like for you
marry steady fallar got goed yob onm 1&&&.“79

The first part of the play concerns %ha reunion of Anna
and Ohris Onristopherwon after 2 separation of fifteen years.
Ghris, an 0ld Bwedish sea dog, has left the sea and is now a
captain of a coasl barge. He has not seen Anna, his daughter,
since he had left her on 2 farm in the Midwest in order to
keep her safely away from the sea, As the play opens, Anna |
has come to Wew York to rest after a strenucus two years in
s house of prostitution. Although Anna i skeptical of living
on & coal barge, Ohris convinces her that the fresh air will
be good for her health.

Anna soon falls in love with the sea and after two weeks
is convinced thet she has come home. Chris fears this attache
ment and has a premonition that something terrible is going
to happen. It is then that Ohris's barge rescues four men on
a life raft., One of the men is Mat Burke, a big, burly Irish
stoker, who immediately falls in love with Anna, sgainst the
protestations of Ohris. Aunna recogniges the risk of falling
in love with Burke, but she is helpless against it. ¥When
Burke asks her to marry him, however, she refuses, since she

T80'Ne111, Plays, III, 46,
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is too honest a person to marry him without his knowing about
her past. He iz not satisfied with a mere refusel, though.
His emsuing quarrel over her with Chris infuristes her, and
she defiantly admits her past. Both men are stunned, Mat
threatens her and then leaves, cursing her bitterly. Ohris
also leaves, headed for the nearest bar in order to drown

his sorrows.

Two days later, Anna, left alome, hss made plans to
return %o New York and to her former occupation., The hope
that Mat will come back has delayed her departure, OChris
is the first to return, disheveled and sick from continuous
drinking. After begging her forgiveness, he tells her that
he has signed on the steamer Londonderry in order to provide
her with an adequate income ¢ that she will not have to
return to prostitution. Then Mat comes back, admitting that
he is unable to forget her; after she swears that he iz the
only men that she has ever loved, he asks her to marry him,
The three of them then attempt to celebrate, slthough all
feel the ominous presence of the sea outside, welting.

The charecter of Ohris is the portrait of an old man,
who, having been beaten by life, has retreated from it and
is content to spend the rest of his days cursing "dat ole
davil sea" for all his misfortunes. As Mat says w hims
"The mea éin you a olout once, knocked you down, and you're
not man enough to get up for another, but lie there for the
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rest of your 1ife howling bloody murder,*®0 Ohris' lack of
waderstanding of himself snd 1ife is at once comie snd
pathetic, end while his syes ere desorided se ". , . twine
kKling with simple good humor,” his mouth reflects that he 1
", . . childishly sgif-willed and weak, of an obstinate |
xindliness."®! Like s11 of 0'Nelll's Pathers, Ohris ", . . 1o
s ahort, squet, broadshouldered men of sbout fifty.*$?

Ourish retreat from the ses has been brought about by
nis fear that he will be drswn into the sea by the tragle
Fate that had ¢laimed the men of his family before him., He
tells Anns that it 1s the sea that had killed her mether,
for she had dled of loneliness weiting for him to come home,
#e, in tuyn, slways spent his money snd signed on for enother
voysge instead of coming home: “Ay don't lmow why but dat's
vay with most sellor fallsxy, &m Dat ole' davil seas mske
dem ovesy fools with her dirty tricks."87 Moreover, it is
the sea that has kept Obrie from having Aane with him while
she vas growing up. As he explaine to Layry sud Merthy, his
waterfront mistress: "Den when her moder die ven Ay ves on -
voyuge, Ay tenk its better dem cousine keep Amme. Ay tank
its petter Amne 1ive on farm, den she don't knov dat ole davil
ses, she don't know fa'der Like me."®* But Larry's hunowous

e
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reply about Amna's future is all too prophetie: "(with g
wink st Marthy) 'This girl, now, '1l be marryin' a saller
herself, likely. It's in the b&aeé.'“3§

Thus, in Chris's mind the sea is thrw%mins eminously
to recleim him end his Anna, and her immediate love for the
sea confirms his darkest feers. F4inally, when Met and Anne
a1l in love, Ohris is sure that the sea 1s to blame for
their meeting., When Anns tells bdoth of them about her past,
Ohris eries out:

Adn't your fault, Anne

qw éu. “ v e t's dat

ole davil aea dis t@ mel
%3\ 100 i %g her dirty ﬁwia i,Q Qﬁﬁaa%
Trish falis m aan 4+ ever come, you don ﬁ nﬂvnr

me dem Ay don’t never know, and everytang
otieriten | 4 !
Ouris's escape to th

further evidence of his

:

» bottle after Anna's confession is
retreat from life. He 4id not want
%o know about her paste-did not want the responsibility that
that knowledge would certainly place upon him, Even after
¥nowing, he fails her again, for he signs up on & steamer
going out to sea, choosing to run rather than to stay home
an@‘ﬁxrfta meke a life for her. His selfish desire to keep
hér with him has besn replacged by a desire to escape when

ne is faced with the responsibility for her past and future,
He would do mnyth&gg rather %han kngw himself. She underw
stands him, however, aad seyst "But, for Gawd's sake, don't

s 0 ol

850*wes11, plays, III, 9.
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you see you're doing the same thing you've slways done? . . .
But what'e the use of talking? 'You esin't right, that's what,
1'11 never blame you for uathing‘ng‘naras“s?

The confllict between Anne and Ohrie is intensified by
the Freulian conflict between Mat and Chris., Tnlike Chris,
Mat is willing to wrestle with life. Mat 1s big, egotietiocal
and proud, Like Anna, he loves the ses, but his love is the
love of challenge, When Chris says that Mat is 2 lisy shout
the hypoerisy of those who live on the land, Met replies:

| '?4s not. . . » But you know the truth in your
heart, if great fear of the sea has made you a liar

and ocoward itself. (Pounding the table) The sea's

the only life for 2 man m isn't afraid

ith gnts In his
of his own shadow! 'Tis ﬁiyagk the ses he’'s free,
and hinm raving‘%ha face of the wumizi seeing all

S tae tron i tofents T BETICE Up moneT oF

Yet although Mat shows contempt for Ohris's fear of 1ife,
he, too, is unable %o face the responsibility for 1&£% $haﬁ
Amna's confession forces him to face. His love for Anna is
the love for an ideal which he bellieves she represents., For
in oné bresth he swears his undying love for her to Chrias:
"Death itself wouldn't make ma‘rargnt_har;“ag yet after she
admite her past and begs him %o belleve that his love has
made her o¢lean, he rages: “Olane, 1s 14?7 You slus, you,
I'11 be kliling you nowi"%" As the symbol of man he, like

8

871p3d., p. 66. 881b1d., v. 48.
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Ohris, is the cause of Amma's fall, yet he, too, is destroyed
by her confession: |

§;: destroyed entirely snd my heart is brokem in

b, e, siking 00 Bt vy 11 ot o

40 oome %o black shame in the end, where I'd be

SAhers youtd mect 1n any hooker-shanty in port s « « Wb

Man, then, cammot and will not face the reality of 1life
unless compelled to do so through the love of women, Both
‘Mat end Ohris seek escape when faged with the realizstion
4hat thelr symbel of 1deal beauty has c¢lay feet. UNoreover,
they do not try to understand her misery but ean oanly wallew
in self-pity, Anns slone understands life end is determined
to live, In her character the play 1is unified, since it is
her struggle to find her place in the scheme of things that
forces Vet and Ohris to ferget self and meetl her need for
pergeptive love.

It mey be seen, then, that Anna, like those before hex,
is the vietim of man's egotism and pride, Yet, she is ne
longer a passive victim, but, rather, her determination to
live and love compels men t$o live, thus making her the
vietinmizer as well as the vietim. At the end of the pley
both ¥Met end Ohris mense the foreboding trickery of the sea
when they discover that they have signed on %o the same
gteaner:

Wﬁ; { 8
8

' : m AL ber prepgnition
funny. It's queer, yes--you ant

" » o

Mypsa.



boat dat vey. It ain't right, Ay don't kmowes
it's dat funmy vuy ole da sea do her vorst dirty
wiﬁkm"ﬁﬁqp .x'k ﬂ 80, ‘

'ﬁ%&g a 4 ';“ o so 8 oo :1"“‘ o ’;", i
right o fﬁw ﬁnea, 4&&&1 taht ytu.
But Anna declares:

Wy say what's the matter? Out out the
ﬁa ma all fixed now ' aia t v&, me and you?

i A e

Bes a game sport nuﬂ &xﬁ»&

For Anna combines not only the self-sserifieing and loving
Mother image but slso the positive symbol of 1ife, She seeks
not to protect from 1ife but to offer 1ife, In Amne 1is

found the first Barth Mother, for she does not taam‘iifi,'
she covets it, and her reapanaa 1s 1ife 1n its mest prinitive,
natural form. Unlike Ohris, she does not blame her suffering
an @thﬁra, but, rather, she rtuogniaas and acoepts the good
and ﬁvil in the wwmaa. aaurmgaaas&y deternined not to be |
haataa‘but to win against the forees of Fate, As aha Rays
%o Ohris: "It ain't your fault, snd 1t ain' mine, and it
ain't‘hia n&lthaw. We're all poor nuts and things happen
and we yust get mixzed in wrong, that's 211."9% Linne is the
firet strong womean to be found &ﬁ ﬁ'xaill‘aépiaya. She is
the nahlua% of 811 his women, because she sees the world as
itria, and she tighta it with the only v@uyan she has, that

920 'ye111, Plays, III, 78. 931pid.
Q#M‘# p. 65.
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is, her desire to live and to create, Anna loves the sea,
In Act I, the land has made Auna's face ”Mmm ”95
But in Aot II, “m leoks healthy, txansformed sgtural
eolor has gome back %o ner fage. ”95 Moreover, she exclatas
to Ohris:
¢« » o I feel ﬂa~~a¢~~&zt¢ I'a ,found something 1'a
missed and been looking for--'s if this was the
riah& place for me to f}% in, And I seem to have
z.»f‘ﬁiizﬁf”iﬁﬁiﬁﬁw o f ?&&i:3ﬁ§ ftql hn@;;dtir
:g§:§;£;a§‘g:§:?3&*~hayy&er than I have ever been
Regardless of her sexusl promiszculty, Anna is pure in
spirit. Furthermore, that 0'Neill still held to his feeling
for the loving Mother is indicated by the maternal character~
istios found in Anna, Her desire to mother Burke is shown
in their first meeting on the coal barge, after he is plcked
up at sea, Even in his weakened condition, Burke tries to
kiss Anna, and she pushes h&a’away'with such foree that he
falls against the bulwark and is momentarily kmooked une-
conscious. She at once forgets her anger, “kneels down
beside him end raises his head %o hex knee."8 Wnen Onris
genses that Anna 1is responding to Burke's AQaX&guttauﬁ
and tries to make Burke go to the forecastle, Anna intervenes
immediately and gives up her bdunk te Burke. She even lets
hinm lean on hey as she leads him to her cabin. Horeover,

951b1d., p. 13. 961p3d., p. 25.
wag PP 2829, %M*Q P 33.
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Mat is the first men whom Auna loves, but even though she
recognlzes that he iz her only chance for happiness, she
refuses to marry him hecause of her past:

Ir 1'a met him four years BgO--0Y even two

years smmz d have ampgd 2t the chance . . . .
4nd I woul am zg.l muhxsiupum
big kide-gnd I % got the heart to foo 99

As a new type, Anna's physical characteristics differ
from those of her predecessors:

She is not, then, the small, refined, delicate Mother with
dreamy eyes, as were Bileen and Mrs, Mayo. Instead, she is a
peasant, large and buxem, following the pattern of the later
Barth Mothers, Moreover, unlike the pure Mother, Eileen,

ghe is not a virtuous young ereaturs but a pwamww who has
known life and is mmné %0 1t. And even tmw she mgrm |
her profession, 0'Neill's sympathetic treatment of her fore-
shadows his bellef in the natural primitive outlook toward

sex found in the pagan plays. Anna is certainly not condemned
for her past, dut, rw&h&r,‘ men is blamed because he seeks to
ignore his own oreation. Mat brags about his conquests all
over the world, but he is not reedy to accept 2 vanguished
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one. Anna challenges his double standard: "Tou been doing
the seme thing all your 1ife, pilcking up 2 nevw girl in every
port, How've you aeny better than I was?"10l Indeed, Anna
mekes it clear that men is responsible for making her what
ghe is: "It was men on the furm ordering and besting me«-
and giving me the wrong start. . . . Gawd, I hate "em all,
every mother's son of 'emi"192 ind vhen Mat and Onris
finally force her to tell them of her past, she rages:

Pirst thing is, I want o tell you two guys some~

thing. You m:: going m:?s ir gaww you got %o own

me, But nobody owns me seel?e-'cepting mzn&!%

I'11 do what I please and no men, I don't give a

hoot whe he ia, ¢an tell me what to dol I ain't

a8k either of you for = living., I ean make 1t

myself«wone wey or other. I'm my own bosa. V7
Then, deflantly, she adds:

I was in & house, that's whatl--yes, that kind of

;: Mm#wzﬁz ] w ;:mﬁ;. 13.? Wn.m Mat goes %o

n POrte~s) " ce nen e X

umf%@ &mwms I m%na?mt fiate *m‘ﬁ@*’“‘

In spite of her seeming hardness and hatred toward men,
Anna shows through her nature that she is capsble of deep
end lasting love. She lmmedlately responds to Ohris's

obvigus humility about his fallure as a fathex:

but 2 bAt smbarrassed) 'Don't bawl about it. ﬁhﬁim. aw‘-"#

nothing to forgive enyway.''105 And even when Met curses
xﬂl@'ﬁim; m; III, 73. &@am.y* pe 18,
vz'ﬁ:SMo v PP« ﬁé“'ﬁ?s l‘mmi s PP 58-59,

‘wmﬂ p. 65.



her and threatens m ¥1ll her, she pleads:

m& 1f I t0ld you that yust getting cut in this
g,m&%&w g on the sea has rged me nade
eel 4iff g:m;t about thingse, ° &1l I'4 been
hrough wa f&m.”.mwmm uup as a

Mﬁ‘m& ma of men=~a sSes men as M erent from

the ones on lmé es wa%z' is from mud ., , ;

wented to nma yw am 1 Qian, but I wu’l&n t.

Don't you see « » o WLl you |
belleve 1t ; g I te!.l you . mw Joving you ‘has mede
ne--olean?

Finally, Anne's strength wins over the ehellowness of
Mat and Onris, end they, t0o, are compelled by her love %o
face 1ife. In Anna, 0'Neill envisioned a new women, whose
love is not only a symbol of hepe but of uamxmm m 8
love spurns m gham and hypoerisy of i&lmm; and through
her honesty man can zm love without shame snd mm Thus,
while Anna still reteins the early oharacteristics of women
in her meternal desire to love and to sserifice for men and
in ber role as vietim of man's selfish desires, her portraysl
indicates 0'Neill's increasing foecus on women as m:;ﬁamm
Anna, like all of 0'Neill's women characters, is the symbel
of love %o man, She possesses, moregver, a unlfied purpese
in living, that 1=, her desire to compel man away from his
fdealism to meet hey need for love and fulfillwent. Nost
impertant, however, is Amna's plaee in the development of o
new 0'Neillian femele type--the Divine Harlot. For Aune is
the warm, earthy Life Force, who opposes that part of man
which seeks to escape from 1ife by denying life.




CHAPTER IV
THE GARDEN

Out of the portrayal of Anna Christie emerge two
definite 0'Neilllan concepts of woman--the Seductress and
the Zarth Mother, The Seduetress is the girl~women to whom
man is drawn in search of partnership and love and in whom
he seeke 0 find fulflliment and happiness, Yet, although
offering fulfillment, the Seductress is ineapable of satis-
fying man's desires, since she, too, seeks her own identity.
 Moreover, the Seductress has become masouline in her need to
possess man's soul as well as his bedy. The Barth Mother,
on the other hand, seeks nothing from man, She is the eternsl
synbol of fertility and warnth, to vhom man can retreat from
the possessiveness of the Seductress., She is the personifi-
cation of sex, which she offers freely to man.

0'Neill thus separates into distinet characters the
traits of womanhood. Feeling that woman was no longer
willing to remein submissive but was, Instead, sotively
compelling wan to her in constant struggle for possession,
0'Neill oreated the Earth Mother to symbolize the warmth,
understanding and protestion of the Mother, whose desire to
comfort all men is manifested in her instinetive sexual
promisoulity.
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Three plays have been chosen to illustrate the develop-
ment of these two female types--Welded, Desive Under the Elms,

In Welded, completed in 1923, 0'Neill presents the
merital struggle of Michsel and Eleanor Oape to possess esch
other while fighting against each other to retain their
individusl identities. It s Michael who seeks & unity of
souls, %6 which Eleanor refuses to suceumb., Both retreat,
Miehsel to "Women," a prostitute, and Fleanor %o her agent
Jom, Who symbolizes the Pather inmage.

Desire Under the Elms, one of 0'Neill's best plays is
truly hies mest pagan play. w&%mi in 1924, it is a drams
of the struggle betwesn the netural, erestive Mother snd the
Puriten Pather to win the protagonist som, Abble Putnam, ,
the heroine of the play, embodies both the ereative foree of
the Earth Mother and the posseéssiveness of the Seductress,
resulting in the most desiradble woman O'Neill ever oreated.
Horeover, this is the first play in which the struggle
between the Mother and the Father becomes the dominant theme,
8 theme whieh wwﬁm all absorbing in many of the later
plays.

The third play in this group to be considered is The
@reat God Brown (1925). One of 0'Neill's most ambitious
works from the stendpoint of %technique, it portrays man's
disunity, which 1s brought about by hie desire to ereate, in
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a8 world seeking to suppress and destroy oreativeness. Thus,
Dion Anthomy, the protegonist, must wear the mask of Pan in
order vo find protection sgainst the stagnant materialiem
of Billy Brown and the Puritan hypoorisy of Margaret, his
Seductress-wife, Only in Oybel, the Divine Harlot, does Dion
£ind love end understanding, snd to her, ss the symbol of the
uﬂmm doss Dion finally return--a return to the warmth of
the womb. ‘

Doris Falk bas saild in her mmrmmn of Welded: .
"Love between the sexes becomes man's greatest hope and his
greatest threat, It conquers lomeliness and the sterility
of egotistical isolation, but also . . . 1% is the lovers'
mutual sttempt to rob each ather of :ramﬁm LY Indeed, 1% 1s
in m that 0'Neill first Wmmwa on the eternal
struggle of the sexes as the all~consuming struggle in men's
1ife, for in Welded woman faces man as 2 challenging foree,
determined to be the possessor as well as the possessed. |

Eleanoy and Michasel Oape are both bound by s pession for
esch other which tortures them, for they are unable to recog-
nige that each has his own individuelity and separate ereative
power. Therefore, both are viﬁmuy‘ Jealous of the S‘Wua
outside themselves which separate them--Michael of Eleanor's
past loves and sucecess as an actress, and Eleanor of Michael's
work as & playwright, mwer, Michael's idealism demands

e i by

p—— { Bege Ue1Ll sa4 sne Sracle Temslen
New Brunswick, 1958), ‘
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& unity of souls as well as a physical unity, and Bleanor .
refuses to submlt to his ideal, She ie a2 reslist, m ghe
recognizes that Michael's idesl 1s inhumen, that he is
murdering their marriesge by his insistence that it be
", « « guarded from the commonplace."?

The setting for the play refleets the struggle between
the two egos. Throughout the pley only two 1ights are used
onstage, and they ave focused on Eleanoy and mahml* s
0'Neill states iz his stage instruotions: "fhese el

Eleanor 4oheel thvoughout ke W ‘*3’* The &amﬁ play
takes mwﬁ in one evening in the lives az Michael and
Eleanor Cape. Hichael, a prominent playwright, returns home
after spending seversl weeks in the country working on his
latest play., He is me® by Eleanor, and their reunion reveals
the intensity of their love for end dependercy on each other.
Their ensuing conversation further reveals the struggle
between them for possession. Fimally, in their quest for
"renewal® of their marital ideal, they ewaken a mutual need
for consummation. However, thelr imwerd world is interrupted
by & knook on the door. In spite of Michael's plee %o ignorve
the knook, Eleanor breasks the spell and goes to the deor.

'mo smw is :am, thelr agent, who has dropped by to mm¢

%'nm.z, Plays, II, 448. 31p1d
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about the progress of Micheel's new play. Sensing the
tenslion between the lovers, John leaves. Michael at once
attacks Eleanor for seeking to escape from a completion of
their union, and in his rage, he brings up her past affaire,
her dependency upon his work for succees, and finally,
suggests a present intimaecy with John. ZEleanor retallates
by exelaiming that her aocting has made his plays successful,
that both owe their success to John, and that she had offered
herself to John long age, but that he had spurned her offer
because he knew that she did not love him. Hysteriecal by
her admission, Michael almost chokes her inte uneonsclousness
and then leaves, swearing to destroy his love forever.

Eleanor also leaves in search of freedom and goes to
Johu., After trying umsuccessfully to give herself to Jolm,
she reslizes that she is hopelessly bound to Michael and his
ideal, but at last she realizes that it is her love for him
which binds her and not his will to keep her bound. MNichael,
whose retreat to & prostitute nemed "Women" is as equally
ineffectual, nevertheless learms thréugh her blind acceptance
of 1life that life 1s pain and suffering and failure and that
regardless of what Elanor is or does or will do, he loves
her and cannot live without her.

They return to each other, both refusing again to yield
to the other's demands; yet both have learned %o asccept the
struggle, and in the end they unite in the crueifixion of
self and ideal in the consummation of life.
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The struggle between Michael and Eleanor i= an outward
nenifestation of the struggle raging within each of thenm.
Michael, the young ereative playwright, was born to suffer:

Michsel's need to make of love "a faith in which to relax”

has led to the battle he n@w wﬁgas against Elaauﬁr‘s realism,
When she tells him thet his idesl is inhumen, he eries: "Our
marrisge must be & consummation demanding and combining the
best in each of usl Hard, éitfiaﬁlt; guarded from th& common -
place, kept sacred as the outward form of our 1#aww narmonyt "3
Momentarily, he persuades her to forget everything but %ha&rv
moment of truth, but Jomm's appearance saves her from gamy&&ﬁa
self-annihilation. After John leaves, Michael bitterly
comments: "Ruined mow--gome--a rave moment of beautyl It
seens at~ti&as as iflaame Jealous éam@n of the commonplace
were mocking us. (With & violent gesture of losthing) Oh, how
intolerably insulting 1ife can bel"S When Blesmor tries to
make him understand why she cannot give herself completely.

m’.g ?ﬁo 443444, 5%»; Ps 448,
6%;; Pe &52a
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he retorss that she, too, demands, but that she is wnwilling
%o give: "At every turn you feel your individuslity inveded--
while at the same time, you've jealous of any separateness in
me. You demand more and more while you give less and less,"l

So complete is his bitterness that he turns %o her past
promisculty in order to hurt her. She does not demy her past,
but, rather, envaged that he needs a lie to exalt his ideal,
ghe crushes him by admitting that she once offered herself
to Johm, and that, although he refused her then because he
knew that she 414 not love him, it is John whom she loves now
and who 1s her lover. WMichael cannot face this admission,
and he leaves, raving: *

gomel All our besuty gome! And you don't

love him! You 1liel You did this out of hatred for

mel  You dragged our idesl in the gu%wwwmh

delight! (§ildly) And you pride yourselfl you ‘ve

killed w, s you asctress, you barren soull
Cm sayage triwmph) But I %13. :mt enly e ?xfmw

31&.;

ﬁ

1 wmx gw&nt m v:w

gatlsfaction at u”m aw love live on i‘m gmm

M%&re met I'1l drag it lower Wmﬁ ‘

? it mw the vileat depthsl! I& leave M

am, I'11 murder ite-and be freel

But in Michael's sesrch for revenge he finds his moment
of truth. "Woman," his salvation, becomes his salvation in
faet., O'Neill's first Divine Harlot, "Woman" is s stupid,
cowlike symbol of fertility, and her acceptance of life
teaches Michael awapmaa. As he sees the limits %o whieh

.

76'3&&&1; x&&zﬂ, 1%, 453,

3;;@&:; P 460,
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she has gone, he says: "You're all the tortures man inflicte
on women--aud you're m'arwwu of woman! . . . You're the
suleide of love-~of my love--of all love since the world
began! "9 He kisses her, but she pushes him away, declaring
Mﬁww&m "yell, I'm gled one of youse guys got pald
beek like you oughtert" © He vegs her forgiveness, for all
men, when he realizes sinm she salso gives to her man, who
beats hey and sends her out to degradation:

OAPE, 3But you 1?” him, m"ﬁ you?

%' Yﬁgf‘: .szﬁgnﬁg“;&u smile when you

saild he'd beat you, enyway?
I was thinkin' of the whole game., It's

WOMANR
funny, ainit 147
GAPE. (slowly) Tou mean~~1ife?

WOMAN Wﬁm. You ﬁ” to laugh, ain't you.

You got to loin to like 1!

~ OAPE, Yest @hﬂ-ﬁ'ﬁ# itt « « « To lesrn to love

life~<to accept it and be exaltede-that's the one

faith left to usill

Like Michael, Hleanor, too, must reconeile her need %o’ -
possess and to love with her desire for spiritual freedom.
As 0'Neill's first true Seductress, Eleanor displays s masgu-
1ine need to find individusl fulfillment while s¥ill retaining
the compelling, feminine traite that draw man to her as the
synbol of love. Thus, the girlemother-mistress iz combined
in the Seductress with an opposing maseuline need for selfw«
expression, to the end that she can nelther find self-satisfaction

in her wrested freedom, nor can she satisfy that idealism in

o

IIpid., p. 475. 101p1d.
xa’%. y Q—' k‘mﬁ
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maen whieh requires her to submit completely to his need for
love as & faith in which he osn relex. |

Eleanor's deseription foreshadows the struggle within
and without her:

The feminine side of Eleanor seeks te‘uﬁﬁain Michael's
jdeal, ILike Michael, she began to live when they met and fell
in love: "Your love saved me,” she tells him. "I lost myself.
I vegan 1iving in you. I wanted to die and become you.'3
But Eleanor sadly recognlzes the impossibility of their ideals
“Sometimes I think we've demanded too muoh. Now there's
nothing left but thet semething which can't give itself. And
I bleme you for this--because I can neither take more nor
give more . , . M4

Thus, Eleanor plesds with Michael to leave her with that
"something" which she cannot gitu., But when he refuses and
épmaaas a&i, she relents momenterily. Jomn's coming, however,
saves her, whieh she later admits to Michael: |

It's so beautiful--and then~-suddenly I'm

being erushed. I feel a eruel presence iz you
paralyzing me, oreeping over my body, possessing

120750111, Plays, II, 443. -~ 131p3d., p. 44T,
1“%&) PO Wc



it go it's no lo ngu' ny body--then grasping at
some last inmost c§ makes me m-n-gy
soule-demanding tﬂ have that, ﬁe&! I have to
rebel with :M. strength-~selze pretexti
Just now st the zmt of the sm” m mﬁk

on the door mwmym * anguish) And
;ﬁ I love youl! It's ’omuu I love you! If

m destroyed, what x! left to love you, vhat is
left for you T %o tover

But Michmel reminds hey of her possessive jeslousy of hie
work, which ehe denies, angrily declaring that im owes muoh
of his success to her, This provokes him to recall his
bitter jealousy of her imt loves, and when she sees thet
he wants her to deny her past, she flaunts it in his face,
requiring him to aceept her behavier as part of her struggle
to find fulfillment, or to deny his love completely. When
ghe sees that he belleves her confession thet John was net
her lover, uh«“ iz furious, becanse she knows that he has
grasped her cenfesslon rather than %o aceept her for what
she 18,16 ghe denies she loves him, but he grabds her end
kisses her, and she again eubnits. But her strength returns
when she reslizes his triumphw-shew-thinkes-she remembers,
“and she lashes out:

hﬁrw«h&a you were awyi

lﬁmg,, Pe 453,

1650phus Reith Winther, Eu ‘maill: A Gritieal
Study (fow York: 19341, o iypoasae OMeldlr 4

Motwes11, Elays, II, 460,
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The full wreth of her being thus exposed, Fleanor also
retreats in search of freedom. And as Michael's retreat to
"%mu" is symbolic of retrest ta the Mother, so Eleanor's
retreat to John is symbolic of retreat to the Father,l® ant
John the Pather is walting. Yet, Fleanor cannot free herself
of her love for Michsel, When John kisses her, her body
trembles "with revulsion."l9 Pinally, he tells her to go
home, and she confesses: '"ﬁpa%aimmzt I could have gonew-
I might have been free. But he's trained me too well in his
ideal. . . + It's broken me. I'm no longer anything., So
what does it matter how wesk I em?"20 Then cuddenly she
realizes, "My love for him is my ovn not his! That he ocan
never possess! It's my own. It's my 1ifel n2l

S6 1t is that the Seductress learns tﬁ#‘t in spite of her
desire to be loved without being possessed, her desire simply
to love is greater than all other desires, and she turns to
Hichael, “m 2 lov tender ory ss if she were awakening %o
maternity. "2 Michael's dreem is fulfilled, as he says: "I
love wut !amw me ell I've ever dome, all I'll ever d0,"23
But mwmx, the ﬁ;aimw at 1&31, responds: “gm«-;mmme ma.év»

mi%”m" W. Slevers, m on Broadway (Wew York, mw.
Po

190iNe111, Flays, II, 464, 201bid., v. 469.
21;}; .“ ‘ 22M¢g Do 488.
“P1pid., v. 489
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my child, you! *24 15 ner moment of self-forgetfulness she
becomes the mﬁbmw mother-mistress-wife, She ascends the
stairs and beckons to Michael., He ories, "ﬁy owni" She
reaffirms, "uy lover!" And, finslly, he says, "uy wu‘at .
She forms & cross with her hands whieh he joins in the
prayer, "de love,"25

In the end, Elmar is uua to fulfill her role as the
symbol of love, but only after Michael has also been humbled
to the reality which she has forced him to acknowledge.

It may be seen, then, that woman's relationship with
man has grown inereasingly complex and that woman hes taken
on dominant character traits which threaten man's idealistic
concept of love. No longer seeking fulfillment outside of
love's limitation, es did Robert and Stephen, Michael has
made love his ideal, but imstead of finding Eleanor a willing
partner, he findes a new being seeking her m”tme&m outside
of love., Thus, Eleanor, still possessive in her desire for
oreativity and love, has adopted from man his need for self-
expression. Horeover, lacking man's sensitivity, imagination,
end spirituality, she scorns man's desire for spiritual unity,
so that "Woman" becomes necessary to complete the pioture of
woman ". ., . as a passive, powerfully dooile source of physi-
eel creation,"26

241pig. 251nad.
26pa1x, p. 86,
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As one noted critic has stated, "Desire Under the Elus
gelebrates the divinity of nature, the triumph of pagan

asturalisa over the indurated religlon, the vioctory of the
mother and son ever the father."2’ fThere are, then two
conflicts within the framework of the play. That is, the two
forces embodied in ;bbie Putnam and Ephraim Oabot represent
not enly the struggle between Puritanism and paganism but
also the primoxdial confliet between the mother and the
father, FEphraim, the hard, proud Purltan Father, in taking
Abbie as hils wife, must vie for her possession with his son,
Eben. Eben, whose hatred for his father stems from his
unh@alihy love for his dead mother, feels for Abbie not only
the love of the son for the mother but also the carnal desire
for woman, Thus, in substituting Abbie for his mother and
thereafter by taking her as & woman, he has committed moral
incest, but at the same time he has fulfilled the mythologe
ical oyele of nature in the vietory of the son over the
father for the poasession of the mother.

In his first play dominated by the Mother-Father confliot,
0'Velll deals with primitive cheracters whose thoughts corre~
spnd with thelr actions, characters who have not yet besn
pelluted by the domination of a soelety whioh suppresses thelr
instinets. These c¢haracters are free to act according to

their instinetive drives, and they can, therefore, find fule
b 4 11lment.

2TEngel, p. 126.
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The setting for the play is a gnrm in Puritanie New
England in the yeay 1850. Ephraim Cabot, the owner of the
farm, is returning from the ¢ity with his new bride., His
sons, ratéx, Simeon and Eben, recognlze that by their
father's recent marriage they have lost thelr rights to the
farm, and Peter and Simeon set out for Califorania to escape
the drudgery of the farm which now has no meaning for them,
Eben, however, remains, determined to repossess the farm ‘o
avenge his mother's death, Abbie Putnam, his new .step-
m»ﬁh»r, iz, he discovers, 2 sensuous young woman for whom
he soon feels 2 conflicting pasesion of desire and hatred.
Mnding Eben a more desirable Cabot then her new husbend ,
Abble seduces Eben, Ghe desires not only to win his love.
but also to provide Ephreim with & son to inherit the farm,

Abble is successful in convincing Bben that his mother's
gpirit will rest if he submits to his deslire for her. Abbile
bears Fben's son, and Ephraim declares to Eben that Abble
and her son will inherit the farm. ZEben is enraged by the
news, because he realizes that Abble has won the farm through
her povwer over him. However, Abble no longer wants the farm
alone, for she loves Eben. Unable to convinee him that she
loves him and will not rod him of his righte, she smothers
the child, believing that its death will make Fben love her
again., Instead, Eben is horrified by her crime and ruus off
to get the sheriff. Meanwvhile, Abble tells Ephraim about
the murder and confesses that Eben is the child's father.
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Ephraim's spirit is momentarily beaten by her confession, and
having nothing left to work for, he goes off to turn the
stock out, declaring that he will burn the house and leave
the lend to God, By the time Eben returns, he has had time
%0 realize that Abble has killed the ehild out of love for
him. He asks her forgiveness and reaffirms his love for her.
Wpen the sheriff comes, Eben gives himself up with Abble, and
they are united at last,

Because of the natural enviromment in which these
characters move, they are closely associated with two aspeots
of nature--the earth and the animel kingdom. Ephraim, who
ldentiflies himself with his God (an image of himself), is
associated with the stones on his land. As he tells Abble
in Part II: |

God's hard, not easyl God' ;8 in the ayanmst Build

ny church on & rock--gut o! stonaa an' I'11 be in

them! @ha% s what ht msan% t' Peter! . . . Stones,

I pioked 'em up an' piled 'em into wells., Ye kin

read the years of my 1ife in them walls, every day

a hntzaa stone, olimbin' over the hills up aad down,

rana% in the ti?laa tha# vas mine, whar I a made

8 grow out o ncth&n -=1ike the wali o' Ged,

1ika the acrvant o' His hand., It wa g 't easy. It

was bard an' He made me hard fur 1%t.°2
His pride in the possession of his farm has become so
excesslve that he is no longer able to think of himself
without belleving that his self-image of God the Father is
gulding his destiny. He prays to his Puritanic God, his

eruel, lonesome, unbending God who condemns sex for any other

289 'Ne111, Plays, I, 237.
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purpose than produeing snother like one, TYet, underneath,
Ephraim 13 st1l1l the primordial father, He does not let his
faith in his harsh God stand in the way of his lust, Indeed,
God directs his pathj He calls him to take another wife:
"Phen this spring the call comee~~the volce o' God oryin' in
Qy wilderness, in my lonesomeness--~t' go out an' seek an'
£ind1"29 Epnraim, under his mask of the Puritan God-image,
is still a pagan. The ecall of spring arouses his desire,
and thus he goes out and finds the Barth Mother, whom he
aggociates first with the animal kingdom and then with the
earth, In Part II, Scene I, he says to Abble, "Yer twe
breasts air like two fawns; yer navel be like a round goblet;
yer belly like a heap o' wheat. . . .">° Then in Seceme II
he says, "Sometimesye air %hé farm an' sometimes the farm be
yew, "3l

'A&é Abbie is & true BEarth Mother., In her personality
the play 1s wnified.”® She is driven by two needs-~her
desire for possession and her sexual desire, Her desire for
possession 1s evident by her marrisge to Ephraim. When Eben
tells her tha§ the farm belonged to his mother and 1is now
nis, she replies, "Yewr'n? We'll see 'bout that! (Zhen

ngly)-~Wagle-what 1f I d1d need & hum? What else'd I

297bid., p. 238, *O1pid., p. 232.
31$héﬂ*#‘?’ 256, 32a1arx, pe. 152.



merry an old men like him fur?"33 She then continues,

"Ehis be my farme-this be my hum--this be my kitchent'34
Even is enraged by her challenge, but she ”gg;xgrggngg;yggrw
& gueer ggarse expression of desire in her face and bedy--
glowly, 'An' upstairse-thet be my bedroome~sn' my bed! '35
Eben is hypnotized by her physical desirability. He is,
however, determined to fight her for possesslion of the land;
yet, in order Yo do aw.'hw must also fight his sexual desire
for her. She, too, must contrel her own passion., This she

cannot do, since she is above all an Earth Mother, a pagen
symbol of smex, and she allows her desire for Eben to over-
shadow all other desires, In doing so, she conquers Eben's
will to fight, and both suceumb %o thelr passion.

Thus, in fulfilling her first desire, Abbie satisfies
her second one and so combines her desires into one purpose,
to love and to create. She is the human manifestation of the
elms~~the pagan symbol of xﬁrtility»wwhiah

339 Nelill, Plays, I, 226. . . 3%‘
351pid., pp. 226227, 361p1d., p. 202,
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her jaw, s hard determination in her eyes . . . ."37 Wnen
she falls in love with Eben, she becomes the saf%; Sube
missive, all-sacrificing mistress-mother, who has realized
her desires and has not fought against them. Her whole being
is ebsorbed in her leve for Eben, and to her, Ged the Father
hag no strength or being.

In Boen exist both the parental images., He has inherited
both the pride of the father and the love of the mother,
From the beginning of the play he denles his assoefation with
Ged the Pather. He says, "I hain't his'n-~I hain't like hime-
he hain't mel . . . I'm Maws-every drop o' blood!"38 But nis
half-brothers, Simeon and Peter, see the yriae‘ané posseasivew
ness of Ephraim in him, and Simeon tells Ephraim, "Eben's a
ehip o' yew--spit 'n' image--hard 'n' bitter's a‘hiak&?y'trmai
Dog'll eat dog. He'll eat ye yet, old man!">? Ephrainm had
married Even's mother for land and had not only worked her to
death but had also denied and suppressed her spiritual and
sexual needs., Her unfalfillment requires revenge, as
prophesied in the setting by the description of the elms:
m is 2 sinister materalty in thelr aspect, a crushing
Je bsorption."® But although Eben is "soft"4l 1ike
his mother, he is atill nis father's son. Whixa he &aalmraé
his alliance with her, he, nevertheless, wants to possess

57;;;&., p. 221, antu p. 207,
39%0 ps 222, kom'* p. 202,
411pid., p. 222,
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everything that Ephraim possesses, his prostitute~-his lande-
and, avove all, Abble. When he takes Min, his father's
prostitute, Eben tells his hmltwbruthtwia “What do I care
fur here-'ceptin' she's round an' wa'm? The p'int is she
wes his'ne-an' now she b'longs t' mel"#2 Moreover, after he
telks Simeon and Peter into eigning tﬁaiw share of the farm
over to him in exchange for Ephraim's money, Eben smays: "It'e
Mew's faym egen! It's my farm, Them's my cowsi"43 ”

PMnally, when Eben takes Abblie, he mays thaﬁ he does so
to avenge th&?untnxtﬁilea desires of his mother: "It's her
vengeance on himw#ua?w she kin rest gulet in her s&nvai“““
And, indeed, in possessing her, he satisfles one nt~%he‘u¢nda
of the mother's spirit--sexusl gratification««for it seemé to
rest, TYet, avenging his mother is only half of the victory.
The next &ay‘hu shakes hands with Ephraim, aﬁﬁ, 1aa&h&ng, he
seyst "I'm bosein' yew! , . . I'm the prize rooster o' thie
roost!"#5  Purthermore, in Abble are combined both Eben's
need ﬂé be protected by his mother and his d&miré to gratify
his natural sex drives. And although he hesitates to enter
into this incestuous love affair, she helps him to integrate
his needs when she says:

11 take yar Maw's place! I'll be everythin' she
t yet fgﬁéaikisu ye.;ﬁkaatji(ﬁvk_;%gq§g

*

kﬁe’xtilla m’ X, 214, l“}Mi’ Po 217.
Mh1p1d., p. 243, 451p14., p. 246,
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} Den't be aresragi 1
a 1£71 waa’a»xaw t, ye‘. . 0.

leave me, kbenl ve,ﬁi”gh see it § @nuﬁwu&av&n'
ye like a Mawesgan't ye see 1t's got t' be that an’
mOre~~nuch WOre==a hundred xgaaa more~-fur me t' be
happy--fur yew t' be heppy?

At this point, Abbie becomes the Life Force, which she
has proclaimed herself to be at the beginning of Part II when
Eben denies his desire for her:

Ye baaz riiat% 'tZ§{ natuizgﬁvar ;gaaa the doy I

Cone==try ers nain't purty ¢

g'. I Katarwmumak{n¥ gz Woww iggwq n!

igg ﬁrw~bu£uin' inslde ye--makin' ye want t' growe-
y& somethin' else~-till ye're jined with it~~an’

t's your'n--but it owns ye, too~--an' makes ye grow
hmmﬂmt a8 troemuh:g them elums, . . . ture’ll
beat xg, Eben. Ye might's well own up %' it fust 's
last.

Ouly after Eben has given himself up with Abbie for
smothering the ohild does he really become united with his
mother against the Pather, When Abbie tells him that she has
killed their son, he decleres that she 414 it to deny him
what wae his; but he has grown %o love her in spite of his
material desires, and his saerificing himself with her frees
him at last from the influence of the Puritanic God the
Pather, He has now become whole.

Ironically, the life~giving Mother~-the Life Foree--has;

in freeing Eb&u by givﬁna him life, daatrﬁyua h&m, buﬁ Vpauthnr

461p1d., p. 243, “’{;g;g,, p. 229.
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they have idealistically defeated the Pather. Thelr love

hes ralsed them above the tragedy of thelr situation. They
have llved and suffered. They have, in denying a physioal
existence, found 1ife in finding the purpose for living., As
Doris Palk has szid, "In the young eauple*s fulfillment of
thelr desire and in the transmutation of sex to love, reality
hes finally asserted itself, has struck through the illusery

mesk of pride,"48
Abble iz, then, the Divine Harlot in her pagan aceeptance

of sex a8 the natural expression of life. She is the complete
embodiment of 0'Weill's early conzept of woman as both mother
and mistress, in that she symbolizes both the protective love
of the eternal Earth Mother and the pagan lust of the temple
prostitute. Yet, Abble's desire for possession of the farm
and of Eben is the destructive force of the Seductress, a
possessiveness which she must sscorifice in order to find ful-
fillment with Bben. VWhen she smothers her child, her
secorifice 1s complete, and her charscter integrated. Thus,
by overcoming her desire to possess, Abble attains fulfillument
snd becomes, in the end, the combined mother-mistress~wife.
Ihe Great God Brow
to live and to oreate in s society requiring obedience to its

1 1& the portrayal of men's struggle

unnatural lews of morality and conduct. Moreover, his struggle
is further complicated by his desire to find acceptance in

48pa1x, p. 98.
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his soclety. In order to obtain aceeptance, however, man
nust conceal his true self--~his innocent longing for love
and freedom to love, sinece those around him cannot endure
his idealism; their laws require them to despise man's
Instinctive desires as ugly and base, since these desires
deny the need for pride and material success, Pure love
requires complete self-sacrifice, and the ideals and goals
of soclety demand that its followers seek first the kingdom
of material wealth and self-aggrandizement.

In order to protect his inner self from society's
contempt, man must, therefore, wear the mask of Pan to hide
himeelf from his fellows. Having thus hidden his inner
purlity, he is now faced with finding something te which he
cen retreat and in which he can believe, so that his outer
mesk will not subdue his inner need for love and gradually
murder it. Unable to accept the harshness of soclety's dis~
tortion of Ohristianity into 2 Puritan worship of the Father
God of judgment, fear, and shame, man turns to the warmth of
the Mother~-the pagan Barth Mother, whose warmth and widdom
give him strength to dle,

The p&ay-baginn at the graduation dance of three of the
play's leading chearacters--Dion Anthony, William Brown, and
Margaret. Mr, Brown and Mr, Anthony, the fathers of the two
boys, have decided that the boys are to go to aallaga/ta
study architecture so that they may Join the partnership of
Anthony knd Browvn. Meanwhile, Billy, who has pursued
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Mergaret out inte the moonlight, confesses his love for her.
However, she is oblivious to his declarations and admits her
love for Dion, or, rather, the Pan~like mask which she believes
Dion to be. In splte of his obvious envy of Dion, Billy goes
off and tells Dion that Margaret loves him, Dion rushes to
her, throwing off his mask of Pan and ponfessing his love for
her. She does not recognize the true Dion, however, and
shrinks from him in horror., Bitterly replacing his mask, he
demands her submission, and they consummate their moment of
passion. |

Five years elapse, Dion has quit college upon his
father's death and has married Margsret. With the money his
father has left him, he has taken Margaret to Paris, where
they have had three children and where Dion has studied art.
Peeling that he has failed in his desire to be a great artist
and having run out of money, Dion has brought his family home.
He now spends his time in dissipation, and Margaret, unconsclious
of his inner struggle, goes to Billy Brown and indirectly asks
him if he will hire Dion as a draftsman., Billy, who still
loves Margaret and who has heard of Dion's escapades, goes off
t0 look for Dion., He finds him in the parlor of Oybel, a
prostitute. Bllly scolds Dion for his profligacy and drags
him out of Oybel's home. He then offers Diom a job, and Dion
agrees mockingly to go to work for him. Two years go by.
Dion's talent has made Bllly very successful. Dion spends
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most of his time at Oybel's, the only place to which he can
retreat without his mask, (0ut of his envy @f‘ﬁian,<3&11y,'
too, goes %o aybei.) Wheén Dion realizes that his time has\'
come to die, he sayes goodbye to Cybel, tries in vain onece
more to reveal his true self to Margaret, and then goes to
Billy. After brutally making Billy admit his superficiality
and envy of Dion all these years, Dion removes his mask for
the last time and dies, Billy buries him, pute on his mask
and goes off 4o olaim his inheritance of Dion's family and
dlabolically srtistic talent. |

Twe months later the result of Billy's masquerade is
shown in the torture expressed in his true features., Dion's
mask is murdering him, for he, too, wants to make Margarat
and his ollents see the evil in the mask, When he cannot, he
appésrs in Dion's mask and declares that he has murdeved
William Byown. He runs home ahead of the pursult by the
police to arrest him as Dion Anthony, the murderer of Billy
Brown. When he arrives, Cybel comes to him, and he tells
her that he is too tired to go on, He shows himself once
more in Dion's mask and 13 shot by his pursuers, Before he
dies, Oybel takes off the mask and comforts him in his last
moments by glving him the reassurance of 1ife in the eternal
love of the God of laughter and of love. Ironically,
¥argaret clings to the mask forever--finding her falth in



the memory of a personality coreated as a revenge upon her

and her socliety for their denial of truth and love.
{ The tragedy which the false ideals of our soclety
impose upon men is i1llustrated in the destruction of the

inner man by the outer mask he is forced to wear in order to

£ind ascceptance, Both Dion and Billy are destroyed by the

nagk--yet in a different way. Prom the very outset of the

play Dien's character remains the same. His luner self is
synbolic of purity and truth., Indeed, he is lost. By hie
very nature he finds himself born into a world of falsity

and pride, and no matter where he turns, he camot find

affirmation of the love and faith in life whieh he seeks,

Instead, he finds fear and rejection, shame and denial of

love. Therefore, he must wear the wask of Pan in order to

protect himself, as he tells Billy:

One day when I was four years old, & boy sneaked
up behind when I was drawing & pleture in the sand

he couldn't drew and hit me on the head with a stick

and kicked out my pleture and laughed when I oried.
It wasn't what he'd done thet made me ory, but him!
I had loved and trusted him and suddenly the good
God was disproved in his person and the evil and
injustice of Man was bornl Everyone ocalled me ory-
baby, so I became silent for 1ife and designed a
mask of the Bad nay'rag in which %o live and rebel
ageinst that athaigb@y 8 God and protect amyself
from His oruelty. J

Thue, Dion is described in the Prologue:

490'Ne111, Plays, III, 295.
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The mockery of the mask terrifies him, for it imprisens him
and foreces him to deny the creative side of his nature:

afraid ﬁaﬁm, I who love musiec and rhythm and

ce and song and laughter? Why am I afraid to

ive, I who love 1ife and the beauty of flesh and
the living colors of earth snd sky and sea? Why
am I.afraid of love, I who love love? Why am I
afrald, I who am not afreld? Why must I pretend to
scorn in order to pity? Why must I hide myself in
self-contempt in order to understand? Why muet I
be so ashamed of my strength, so proud of my weake
ness? . . » Why was I born witmm s skin, 0 God,
that I mg,!t weay armor in order to touch or to de
touched?-

Billy's destruction by the mask, on the other hand, is
a positive destruction, in that the pain and suffering caused
by his wearing the mask result in the birth of understanding
and of love within him, In the Prologue he 1s the symbol of
the average young man-~-uncenscious of any of the deeper

currents of life and promising to carry on the false ldeals
end materialistic aims of his soolety: "He is blonde gnd

2nd 2 frank good humored face,
Els manner has the easy self-assurence of 2 permel intelli-
£enge."52 As sn adult he has fulfilled his goals: "He has

——

i T I3 T ¢
e B o~

MMt, Po 260 gl;m»; Fﬂu 364*265«
>21p4d., ». 257.
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American business man . . . "33 It 1s the dying Dien who
first ewakens Billy and aakaa)him acknowledge the fallure
of his 1ife., He taunts Billy into aémittina,his iove for
Margavet, but after Billy's admission, Dion proclaimst

“(yith terrible composua

ance, not the truth! Brown loves mel He loves ne because I

2} 'So! That is merely the appear-

have always possessed the power he needed for love, because
I am lovel"5# Brown is so enraged by Dion's words that he
tries to choke him, and when Dion does die, Brown eries:

A'@ ma%! real gm&
dgiha%% %h& paor wmt%?‘a:

vere e wonder you h&dt And I've always buaﬁ re
afrald of ywumnyﬁa, I 11 confess it nnw, &a awe
af ynu* Paugh! 3%@ nask from

: not bi‘ {0 X w
e, 1% 8 strong if 1@ gg badl Amﬁ ﬁhic is what
ﬁargawat loved, nst youl

By Aet III, however, after having worn the mask for a
month, Billy *‘g. » « reveals a suffering face that is ravaged
and haggard. . » tortured snd distorted Ly the demon of
Dion's mask. *56  And he realizes with %apaitaa despair: “Now
I am &rtnmiug your strength, Dion--strength to love in %hia
world and dle snd sleep and become fertile earth . . . "7

Finally, he reslizes the ugliness of the mask, %the mooking
‘evil of its power. When he finishes a design on the capitol
puilding which will meke him famous, his understanding of

53a*m111, Plays, III, 274, 541p4d., p. 298.
%Wu Pe 299. Esmu p. 305.
571pid., p. 307.
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himself, The Grent Ood Brown, snd the mesk is reflected in
his real face, mow ", . . migk, ghestly, sortured, hollowe
gheeked snd feverls ;?wa Inoking at the gmu, he ories:
”v@yt Hideoust Mﬁ&‘l@ht Why must the demon in me pander
M cheapness-~then punish me with self-loathing and lifew
hatred? %Why am I not strong enough to perishe-or blind enough
to be oconteny?"59

ihe pain m suffering Dion experiences, whioch later are
experienced even mors polgnantly by Billy, are most acutely
inflicted by Margaret as the synbol of desthw-insPuritanism,®
That is, Margaret, ms 1'eternel feminin, ie the promise of
fulfillment and love, and 1t %8 to her that Dion turns first
®r 1ife. Yet, besause she does not recognisze the inner men,
ohe denies him his desire to love snd comfort withont sheme,
When Billy tells Dion that Margavet loves him, Dion ories:

-0 God in the moon, 414 you %mw 3he loves mel! I

e not afraidl I em strongl I can lovel She proteets
mel Her ayms are softly around me! GShe is waraly
around mel She 1s oy mm She is arasrl mﬁr I
an mmxm«m :ts«mg and m&v&ﬁ w-»:c m Mw
%mwﬂ 1 "

n08) YTou are outgrown! T am beyond
“aut his m &a m mé 0 Gad,

But his hopes are orushed when she shrinks from his unmasked
face: so he puts back on his mesk and makes Pannish love %o
her., ©hen he bitterly exelaims: “Cover your nakedness!

60y1nther, p. 45, &a*mm, Plays, III, 266.
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Leaxn to lie!l Learn to keep step! Join the proeession! . . .
Be ashamed!"®2 Even without her mask, she ie ashamed and
begins to a&y, Again moved, he trieaz once more to let her
see the purity of ixis love: ™I love you with all my soull
Love me! Why ecan't you love me, Margaret?"63 But she 1s |
again frightened and puts on her mask, M';%rly he puts his
mask on, saying: "All's well, I'll never let you see
again, . . . By px‘éxy, I love you,"64

Margaret's complete lack of understanding is typilcel of
the eternal girl-women type which she represente to 0'Neill,
Her desires are few and simple, her purpose in life being %o
find = mate to use in aiding her to continue the race-~in
allowing her toc become the mother to another like herself,
Morecver, the love she offers is a sordld love, in that it
i1® lust which is ashoamed of itself., In the Prologue her
unmasked confession to the moon reveals the superficlality of
her personality, as she speaks of Dion: |

Dion's so different from all the others, He

and Diags and danecs’ se marvelousiye  Bes hb's sey.

end shy, too, just Mke 8 &ak{kwm%meﬁ: &% ‘

m”:’fm“é m%; ?*ng t%ragggm hﬁ‘muwma I

love himl
She works herself into such a fremzy ". . . mmiil at the end

she 1s 2 wife and 8 W,‘f and she asserts, "And I'll be

&am«d! Pt 367‘ 63%&3 ys 268*
1nid. S51ad., ». 263.
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Hrs, Dion--Dion's wife--and he'll be my Dionw-my own Dion~-
my little boy--ay bahyt”éﬁ

Margaret then seduces Dion by boldly offering herself
to him not only as the promise of sexual fulfillment but elso
as the protective mother. And his yeayrning for the mother
leaves him vulnerable. In Aet I he recalls bitterly his
childhood memories of his father and mother:

What aliens we were to each other! When he lay
dead, his face looked s¢ familiar that I wondered
where I had met that man before. Only at the second
of my congeption, After that, we w hostile with
eoncealed shame, And my mother? remember &
sweet, strange girl, with affectionate, bewlldered
eyes as if God had locked her in 2 dark closet

thout eny explenmation. I was the sole doll our
ogre, her husband, allowed her and she played mother
and child with me for many years in that house until
gt last through two tears I watched her die with the
shy pride of one who has lengthened her dress and
put up her hair. And T felt like a forsaken toy
and ocried to be buried with her, because her hands
alone had earessed without clawing. . . « The last
time I looked, her purity had forgotten me . , ., so
I shrank away, back into life, with naked nerves
Jumping like fleas, and in due course of nature
another girl called me her boy in the moon and
married me and became three mothers in one persen,
w&i%gvz got paint on my paws in an endeavor to see
Go

Even though in the end he realizes the futility of his
love of Margaret, Dion makes one last effort to make her see
the depth of his tortured being: "Look 2t me, Mrs. Anthony!
+ « » Behold your manwethe anivﬂ.ixig, eringing, life-~denying
Ohristian a&uvu'yun have so nobly ignored in the father of

661p1d., p. 264, 671p1d., p. 282.
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your sons!"68 But Margaret, "staring at him with terror,"
eries aut.‘”biani Don't! I can't bear iti"69 -
| The suffering of Dion is magaified threefold by the
torture which Billy must endure as the beneflciary of Dion's
1ife, The mask gives Brown the liocense to love Margaret,
but her love consumes him, too, for 1t is Billy Brown whom
she really loves but whom she rejects wlthout Dion's mask of
Pan. When Brown in his suffering sadly realizes that
Hargaret will never love him as Billy Brown, he finds tempo-
rary satisfeotion in realizing that she 1s happy and that he
can now love: "Then I have made you happy . + « ? Thene=-
that justifies everything! "70 And she responds:
of eaursa'it doest I've always known that,

But you wouldn't be«-or you couldn't be--and I

could never help you--and all the time I kmew you

were o lonmely! . . . But now you're herel You're

mine! You're my longilout lover, and my husband,

and my big boy, too!

mable to survive under the suppressive life-denylng
force within Margaret, Dion first and then Billy turn to
Oybel, the wise and protecting Earth Mother, She is described

as

or 80, her complexion fresh &

fu11-breasted and wide-hippe
dreamy With the refleo
}.ﬂ DCLE o

631p1d., p. 292, 691p14. 701p1d., . 309,
Tiipid. w T21pid., p. 278.
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?he relationship whioch Oybel is capable of offering to Dion
1s that of mother, friend, and God. S3She is the most highly
developed of the Earth Mothers, for her rols 1s that of
reaffirming the Life Porce which the Seduectress-girl-
mistress has denied, and at the sane time offering the mother
love which "esressed without clawing."7> The mutual under-
standing and friendship of Dion and Cybel is kindled at
thelr first meeting, Dion's ageny upon "being touched" moves
her into & profound sympathy, as she sagé: "Poor k&ét‘ I've
never had onse, but I can guess, They hug anﬁ kies you and
take you on thelr laps and pinch you and wani %o see you get~
ting dressed and undressed--as if they ovned you + o o MTE
And he understands the agony of her 1an¢11aess; as he xuﬁl&aa:
"You're lost in blind slleys, -+ . . . But you're sirong.
Let's be friends."T5

As the yta&s'paas, ajhex offers Dion the solutlon to
nis suffering, since her acceptance of life is the natural
belief in 1ife es & value in itself, "Life's all right,"
she tells him, "if you let it alome,"76 But even she becomes
desperate at tiﬁas when she re«&izoa‘ths tﬁﬁsaay of men's
endless struggle for & meaning in 1ife outside of life itself:

Oh, God, sometimes the truth hits me such a

sock bgtwaqn the eyes I can see the stars!e-and
then I'm so damn sorry for the lot of you . + .+

T39'%e111, Blays, III, 282, T41p3d., p. 279.
"51pid., p. 280. 761pid.



104

that I'd 1ike to run out neked into the street
and love the whole mob to death like x was bring-
ing you 2ll a new brand of depe that *d make you
forget everyt hi@g that ever was for goeodl . . .
3ut the gﬁ;@a&&u gee me, mﬁt& than they see
each ot And they keep ?9 moving along
and dying without ny hﬁly &nyway.

Finelly, the protection Oybel offers Dion gives him
strength to love and, in the end, to die: ”fau*ra wﬁw&ug,
he tells her, "You always give. You've givun ny weakness
strength to 1&#@.“73 But she sssures bim, “{ﬁﬁgi;'~?

ternally) 'You're not weak. You were

b&wn.ﬂiﬁh ghosts in your eyes and you were brave enough to
g0 looking into your own dsrke~and you got afraid.’'"’9
Thus, when he starts to leave her for the last %ﬁma; she
comforts him, "Don't get hurt., Remember, it's all = game,
and efter 3an'§a asleep I'11 tuck you in,"S0
It 1s Mother Barth, then, to whom Dion finally returns.

Moreover, 1t is Mother BEarth who in the end gives Billy the
answer to life's suffering., After Billy in Dion's mask has
been shot for the murder of William Bprown, Oybel throws

alder. w81 He auugglqa up aga&aat har. gwataxally.“ gay«




105

But he is frightened, and she eomforts him:

BROWN. + o+ +» oIt wae dark and I ecouldn't see
vhere I was going and + h&y 8ll piocked on nme.
OYBEL, I imow. TYou're tired.

BROWN, And when I wake up . « o 7
OYBEL, %hﬁ sun will be ria&ng &%ggna
~ BrOWH, ¢ deadt

sg the living and
ﬁuiggewaa I aa t want jus ége. I want love.
XBElL, There is only love.

Then he understands that life is suffering and pain and that
”aniy'ha that has wept aau‘lauah.“34' Her benediction spoken
w & profound m" completes tm tragle oyole: "uwaya
apring comes again haaw&ng 1ifet , . . but always, alwaya,
love and conceptlon and birth and pain again--spring besring
the intolerable chalice of life sgaini "85

The virtues of womanhood, then, as embodied in the
girl-woman-mistress of Margaret, have pxagra#sad to the point
of symbolizing the denisl of 1ife rather than ite affirmation.
4s Olara Blackburn has sald of Margaret,

She never knows Anthony, the inner men; but she is

both wife and mother to Dien, the outer man, whom

aha loves with a possessive love. As 2 type charaow

she is not &nlg the wife-mother, the, gmtqranl
in&ne, but also the possessive female,B

Thus, Margaret can fulfill neither Dion's needs nor those of
Billy Brown, She cannot and will not protect or comfort,
Her purpose is to carry on the race, and in the Epilogue,

she 1s Mawim as he.vins . e e m sad m sontented

3%& ®4Inig.

?&mra Blackburn, “aﬁntinsatal Iaxiunnwea on Eugene
0'Neill's Expressionistie »ramaw, Amexrican
Ci%l ), 123,
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feellng of one who knows her 1ife purpose well accom~
plished."87 She has in fact contributed greatly to the
destruction of both Dion and Brown, yet she is content in
her fulfillment. As the eternal female, she is 0'Neill's
most highly developed Seductress, for her power over men has
become so strong that her denlal of love strips him of 2ll
hope of fulfillment.

In desperation, Dion and Billy turn to Cybel, oreated
by 0'Neill to combat thelr despailr. Oybel is the culmination
of all 0'Weill's sympathetic whores. She offers the love and
understanding and falth absent in the Seductress., As Edwin
Engel has pointed out:

Anna Christie, having been abstracted into 2 symbol

as the Woman in g;%gg picked up in gcg%gc Un gg
ihe Elms the charac aristice of both e,

wanton mother, and Min the whore who was 'warm 11&&
the earth,' and now makes her re-entrance in The

e ods anl great Aolatlo goddess of Pertilisy.ss
gg the Earth Mother, not only does Oybel offer man the answer
té the meaning of 1life, but she is the symbol of 1life itself,
She thereby re-establishes man's faith in 1life that the de=-
gstructive Seductress, Margaret, has used solely as a means to

an end and has then discarded.

871vid., p. 324.
88%&@19 Po 1630



CHAPTER V
THE OURSE

Having reached their highest peak of development as
opposing foreee, the Earth Mother and Seductress once again
converge in 0'Nelll's mind., However, 0'Neill's final con-
solidation of the traltes of womanhood into one character is
not another ecompelling Abble; rather, she is an all~-powerful
negative forece. Though feminine in that within her she
possesses the same powerful oreative force found in Oybel,
she is also mesculine in her quest for the ideal. Moreover,
the suppression of her instinotive desire to love aud ¢o
ereate by the puritanical tyranny of God the Pather has made
of her the Pather's diseciple, for in her determination to
defeat the Pather, she inherits the Pather's pride.

Thus, 0'Neill's final concept of women is that of men's
ultinate destroyer. She is a vampire, for she dominates the
men in her life, using them to fulfill her feminine needs
and destroying them in order t¢ meet her masculine desire for
power and possession. Man is no longer able to withstand
woman's lust for power, that has progressively inoreased in
each of 0'Neill's later plays. Man has become less and lese
the central figure around whieh the plays are built. Indeed,
the role of protagonist up to this point had been & mesculine

107
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figure, but he has bdecome inareasingly dominated by his
femsle counterpart. Upen the death of Dien Anthony, the
male protagonist ceases to be the focus of attention;
instead, woman dominates the plays, The traglec hero becomes
the traglic heroine, = character haunted not only by her
natural feminine desires, but alse by the &n&#namxy
dominant masculine gide of her nature.

The discussion of woman as destroyer will be confined

Although these p&m were written some years before s*mm'n
death, 1t is felt that they, nevertheless, represent 0'Neill's
ultimate concept of woman, for two reasons, PRMiret M,am»;
they were written at the peak of 0'Neill's armﬂa mhuw#

ment and at the most orucial personal peried of his relation-
ship with the women in his life. Sirange Interlude wes
written during the last two years of his marriage o Agnes,
urping Becomes Eleatrs during the first twe yeers of
his mz'ugq ta his third wife, Carlotta Monterrey. Secondly,
with the possible exeeption of The Iceman Cometh, 0'Neill's
remaining works were reflectively autoblographliocal and were
not concerned with man's relationship with woman and with
the development of those character types as universal symbols.
: Interlude (written in 1926-1927) is the drama~
tization «r the erestive peried in the 1life of Nina Leeds,
the heroine of the play. Faced with the suppressive Puri-
tanism of her fether, who frustrates her initial attempt to
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find happiness, Nins sets out to find happiness in life by
eonquering it, by deminating 1t, to the end that she is
uneble to resct either spontaneously or deliberately to the
events which she herself generates. She does, nevertheless,
find some degree of fulfillment in the birth of her son,
although her finsl retreat is the retreat from 1ife rather
$han the tragio exaltation experienced by the heroes of the
earlier plays.

Mouwrning Becomes Eleotra (xm-.wm portrays the
frustration es %ha hmig quest for the ideal. Though no
longer capable of fulfillment even in part, lavinia Mammon
is not forsed to retreat, but, recognising her incepability
of overcoming the sterility of her h&riﬁgc, she elects
withdrawal rather than defeat,

25Xangs interlude is the drametization of woman's
xtxﬁmﬂ.n Yo pursue her ideals snd at the same time to fulfill
her role as the Life Force. Nina Leeda, driven by her desire
to design her own destiny through menipulating the men with
Whom she comes inte comteot, finds that her instimotive need
to love and to oreate must be saorificed in order to do so.
Her struggle, then, 1s a futile one, for in meking herself
her own god she must forsake her role as man's refuge and
comfort. Nina is, thevefore, the Earth Mother dominated by
the image of God the FPather within her, and her struggle ﬂr
life against him 18 a futile one, since she can neither love
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nor confort, create nor sacrifice, Without these oapablilities
ghe osnnot defeat the life-~denying Father and In the end
retreats %o bis vietorious amms. She has used his weapons in
order to conguer him, dut in dolng so, she has alss bevome
the conguered.
| The play is concerned solely with the productive years
in the 1ife of Bina leeds, A¢t I begins several months
after the death of Nina's flance, Gordon Shaw, Nina, Whe
feels that she has lest her one chance to give herself in
love, blames her father's jealousy for Gerdon's refusal to
marry her bdefore he goes to war, In spite of the protestis of
both Professor Leeds and Charlie Marsden, a elose friend and
seoret admirer, and in order to make up for having denled
Gordon physical love before his death, at the snd of Aet I
Nina leaves home to become a nurse in a veteran's hospital.
In Aot II Professor Leeds has died, aud Nina retumns
home for his fumeral. Oharlie, who is eagerly awaiting her
grief-sirioken return, finds instead that she has become
oynieal and ¢old. She brings with her Sam Evans, o weak
young man who is also a dedicated worshiper of the ghost of
Gordon, and Ned Darrell, a e6ool young seclentlist from the
‘bospital. Sem is obviously in love with Nina, and Ned:
suggests to Charlie that a marriage between Wina and Sam
will restore Nina %o mormaley. Sam and Nina de marry, sad
in Aot III Nina ia &amdntswily content in the kunowledge that
she is pregnsnt, However, Sem's mother warne Nina that
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insanity runs in the Evans family and that Nine must not
bear the ohild, Nina subsequently loses the ohild through
an abortion,

Now desperate for a ohild, Nina persusdes Ned in Aot IV
to give her one, and in Aet V she is at last fulfilled
through the birth of her son Gordon, so nemed in honor of
the dead hero. Nina's afternoons with Ned have also resulted
in their mutuel infatuation, and in order to escape, Hed
salls for Burope. Charlie, whose presence 1s felt throughout
the play, disturbs Nine's matemmal contentment by telling
her of Ned's escapades in Europe. However, she is exalted
by the end of Aot VI when Ned returns to her, unable to
forget his passion.

Fleven years elapse, 2nd Aot VII presents the rivalry
between ¥ed and the young Gorden, father and son, for Nina's
love. In Act VIII Gordon has grown into manhood, He is a
hendsome young athlete like his namesake and is now & college
senior. Morsover, he is in love, and Nina, 1like her father
before her, is Jealous. Aot VIII takes place at the boat .
races, in which Gorden participates. On hand are Ned snd
Oharlle, who secretly hope that Gordon will lose, since he
represents the dead lover to them. But he wine, and in the
excitement, Sam has a heart attack and dies.

Aet IX shows the full extent of Nina's jeslousy of her
son's engagement. Unlike Nina's sudbmission to her father's
will, Gordon refuses %o submit to her Jealous possessiveness,
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He goes off with his fiancee, leaving Nins elone. Marsden
agaln comes to comfort her, and et last she is ready for his
sexless ams, They mm and retire iunto the peace of the

- Wina's struggle to find fulfillment iz dramatized by
~her effeet upon the men in her life. She is viewed in every
concelvable relstionship with man~~daughter, wife, mother,
mistress, and friemd, Having been dominated by her father
and by him deprived of her one chanee for happiness, Nina
sets out %o conquer the Father by making the Mother the God
image. In se doing, she does, in faet, defeat her natursl
father. ©She merries Sam Evens, & weak man, and takes his
friend, Ned Darrell, as a lover. After using Ned to give her
a son, Niuna destyoys him by refusing te marry him, thereby
foreing him to deny his fatherhood. Nina is defested only
by her eon, Gordon, inasmuch as he refuses to allow her to
ruin his 1ife as Professor Leede had rulned hers. 4s a
result of this defeat, Nina, as the Mother goddess, must sube
mit £inally %o the death-in-life of Charlis Marsden, as the
symbel of the Father.

Henge, it is Professor Leeds who thwarts Ninma's initial
love affalr. A oreative, active life 1s %o him revelting.
The professor of Greek and Latin at a small college, Professor
Leeds llives in the past, determined to keep the eszrthy smell
of sweat out of his existence. O0'Neill's ammptm of
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the professor's 1library discloses immedistely Professor Leeds'
charaocter:

eenilng disdala, pity, end even emusemst.t

ﬁar&avmw. this room is the setting for Act I, and Nina's
retreat from the room is symbolic of her rejection of
Professor Leeds as the symbol of sterility, for as he tries
%0 talk her out of leaving his house, she thinks to herself,
" . . I'mgolng . . . never come back . . . oh, how I loathe
this room! . . ."® Purthermore, before she leaves, she
shatters his 1aaé vestige of reserve when she ories:

Gordon wanted me! I wanted Gordon! 1 should
have made him take me! I knew he would die and I
would heve no childrem, that there would be no blg
Gordon or 1ittle Gordon left to me, that happiness
was call me, never to cell again if I refusedl
o » o« Why did I refuse? iWhat was that ¢¢warﬂ1%a
gsomething in me that &s&nﬂ. no, you mustn't, what
would your father say?

Her frank confession forces him into reslity, ecrushing him,
and he admits:

. « + I was jemlous of Gordon. I was alone and I
wanted to keep your love., I hated him as one hates
a thief one may not accuse nor punish., I 4id my
best to rewagﬁ your marriage. I was glad when he
died, exre.

1o'Ne111, Plays, I, 3. 21pid., p. 15.
3Ibid., p. 19. 4Ipad., p. 20
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The father's rule 1s ended, and Nina strikes out in
quest of life, leaving the professor a broken and lonely
man, By rejecting the Father, Nina triumphs momentarily
over death., Moreover, her desire to glve her body as a
gsacrifice to love recalls once more Oybel, the earth goddess
of The Great God Brown end Desire Upder the Elms. It is the
refutation of the puritanical morelity which the Father
represents, for Puritenism is symbolic to O'Neill of the
hypooritical, unnatural standard of conduct which requires
man to be ashamed of his natursl desires, thereby robbing
hin of sexusl and splritual contentment,

Yot, Professor Legds' defeat and submsequent death do
not free Nine of the Father's influence, Charlie Marsden
ocarries on the Father image in her life, He remains as the
symbol of sterility to haunt her. In Act I, she refleots:
‘"Oharlie sits beside the fierce river, immaculately timid,
cool and clothed, watching the burning, frozen naked swimmers
drown at last. . « "> And he does wait for her to submit
at last to the gaaee¥a£ retreat from 1ife; whenever she
finds temporary happiness, he appears to erush it. In Aet V,
¥ina is temporarily happy in Ned's confession of love for
her. Then Marsden, mourning his mother's death, appears in
black, and Nina thinks to herself: "Blaek . . . in the

5Ibid., v. 13.
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midst of happiness . ., . black comes . . . agaln . . . death

. . o my father . . . comes between me snd happiness! , , "0
In the end, however, it is Chariie to whom Nina retara&,

since her produetive years are over, and she has learned

that the happiness 1life offers is really 1life itself, with

ité endless struggles end frustrations. OCharlile offers con-

ﬁsntm@ntunpeaaawutha evening--as he says to her in the final

secene when she admite the Father's victory:

 father's tone) You had bsst

:s-r of yaux assoclation with

éé;‘wwh,‘4 ,
the Gordons. . . . So let's you and me forget the
whole distressing eplsode, regard it as an inter-

lude, of trial and rutian; gay, in whieh our
souls have been serap ? impure flesh and
made worthy to bleach in paaae.

And she concludes: “Thank yén, Father~-have I been wicked?we-
you're so good--dear old Charliet"d

The Father's conquest of ﬁiu#, however, is a glow and
bard-won battle. In her determinmation to gulde her own destiny,
she manages bo dominate the lives of the men in her life wWho
geek to fiand in her as woman the fulfillment of love and
desire, Nins treats both Sam Bvans, her husband, and Fed
Darrell, her lover, as mere puppets to gain her ends.

Sem is tﬁa luckier of the two, A weak, rather simple
men, he is able to find contentment in the belief that he has
gired ¥ina's son and has, therefore, gained immortality. And

6%” P. 98, ?Mu’ P. 199.
8M't pe 200,
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¥ine never shatters his illusion., When Mrs, Evans, Sam's
mother, tells Nins thet she must not bear Sam's child be-
cause of the insanity that runs in the Evans family, Nina
accepts the burden of protecting him from failure: "Poor
Sam . « o She's right . . . it's not his fault . . .‘iﬁ's
mine . . o I wanted to use him to save myself . , . I seted
the coward again . . . a8 I did with Gordon . . ."® Thus,
¥ine the ldealist for the moment acta unsaiﬂiah&y"ana‘sﬁayu
with Sam. But later she thinks:
e Eive ne uy dobtrs . . if be'd only fell
O A
Bin 8 BOme ¢ netd e o o BTt Leave me
Uharscterized by the possessive subnmissiveness of woman
in the early plays, Sem becomes both the victim and the
vietimizer, Behind his back Nina 1s able to pursue her quest
for happiness with Ned, yet because of her pledge to Mrs.
Bvens, Hine is forced into a secret pursuit of sexual satise
‘faction. Furthermore, like Billy Brown, Sam represents a
status symbol, and Nina grasps his respectability and refuses
%o relinquish her hold on him. Instead she chooses to keep
poth husband and lover. In Aot VI, when Darrell returns

erawling back to her from Burope, Nina reflects: "I eouldn't

90'weill, Plays, I, 62.
10p1a., 9. 69.
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find @ better husband than Sam . . . amd I couldn't find &
better lover then ¥ed . . . I need them both to be happy , . /A1
It is Ned Darrell, then, who suffers most for loving m:m.
He 1s the counterpart of Gordon Shaw, Nina's dead fiance,
gines he represents the virility and sexual fulfilliment that
Wina lost when Gordon died. By consummating her passion for
Ned, Fina 1s lulled into a semi-contentment. Ned is 2 strong
men, an ambltious young selentist, who indifferently agrees
to siring Nina's enild in the interest of Wina's health. The
lovers, however, do not anticipate the power of their passion.
When Nina greets Ned for the first time after hey marrisge to
Sem, she thinks: "Strong hands, like Gordon's . . . take
hold of you . . . not 1ike Sam's . . , ylelding fingers tnat
let you fall back into yourself." 2 ind their afterncons
together turn her attraction into love: "I love youl" she
tells him silently. "Take me! , . . what do I care for any=
thing in the world but youl . . . let Sem dtel . , ,"\3 44
silently he submits, "Ohrist! . . . touch of her amﬁl e
her nakedness! . . . what do I ocare for anything else? . . .
to hell with Saml . . ."M¥ Byt yed is unable to accept Nina's
challenge, and he amm;:stzs to Burope. When he does, he loses
her forever, since she recognizes in his mmble rveturn that
she can dominate him and Sam without disturbing her own little

117p14., p. 129, 12114, ». 79.
13114., 9. 97. 41pag.
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world of security. He remains in the shadows of her after
noons until the death of Sem, Gordon, their son, sensing the
love between Nina and Ned, hates Ned, thus denying him even
the love of his own son. As Ned remarks to ¥ina:
mpa he realizes mbmmxaugmy

that I am { » bis rival in your love; but I'm

not his z‘atim- a%%mihl there are no taboos, so

&ﬁg gew&@tmﬁmﬁ ﬁaﬂm%h&sh@r&a

And in the end, after Sam dies and Gordon leaves, Hina
again denies Ned her love. Her passion is gone, and Ned alone
stands between her and the pesce of the evening, He realizes
this, and as he leaves, he says, "I leave you to Oharlie.
Yon'd better marry him, ¥ina, if you want peace, 16 1ne
tragedy of his resignation is finelly brought home when he
eries, "Oh, God, so deaf and Aumb and blindl . . . teach me
%0 be resigned to be an atom! . . ."17

Nina, then, is & combinatien ai‘ all 0'Neill's women=~she
is Bverywomen. She does, on the one hand, desire a fulfill-
ment of her nstural drives. She wants to be happy~~to love,
to sacrifice, to possess, to oreate. On the other hend, in
her denlal of the authority of God the Father, she seeks %o
meke herself God the Mother. And God the Mother is ready to
exert her own brand of egotism and to exploit all that she
possesses.18 Unlike Abble in Desire Under the Elms, Nina is

150*me111, Flays, I, 143. - L61p14., p. 196.
l?m" pe 199, 1%lk§ p. 125,
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split against herself, Her dunl deslres~--to give and to
take-~pammot be reconciled. In being denlied her one chance
to sacrifice by loving and bearing children, she rejects all
love, concelves & ¢hild without love, and then s#»ugﬁlaavta
give 1life to a male to prove her power. Bub she cannot be
bappy in her struggle ageinst God the Father within her.
While Anna Ohristie and Abbie Cabot integrated their personal-
ities by finding love, Nina cannot express her imnner desires,
She will not allow herself to love Darrvell completely sinece
thelr love is the natural sexusl love of men and women.
While this type of love satisfied Abbie, Nina's dual self
will not be pacified by thls love. A4s Barrett Olark eptly
comments,

With aspirations that can ¢an never gquite be ful~

f11led, held in check by inhibitlons, driven onward

by appetites, she is the inoarnation of vitelity, a
ereature that is driven to meddle in the lives o

gy R AR R

h«?fpxusﬁasa P & ‘ -
Her thirst for 1ife is one continuous struggle to find in
other men whatrahg'tnund in Gordon. Darrell calls her quest
her Tomantic imegination, and then bitserly adds, "It has
rained more lives than all the disenses! 0th$r'az§¢asaw, I
should say! It's & form of insanity!"™0 4nd she does
destroy Darrell in order to give Sem 1ife. She dominates
Marsden because she 5till needs the Father with her to punish

20
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her for her sins against him, Her son, Gordon, is dominated
by her until he, too, seeks fulfillment, and she is unable %
prevent his leaving her. She has tried to be God; she hes
tried to manage the lives of those around her, Falling in
finding satisfaction through her role as God the Mother and
Father, she is defeated, By denying the hardness of the

Pather, she finds temporary comfort in believing in God the
Mother, as she says to Marsden:

The mistake began when God was created in a aale
image. Of course, women would see Him that wey,
but men should have been gentlemen enough, remember-
ing their mothers, to make God a woman! But the God
of Gods-~the Boss~~has always been 2 man, That
makes life so perverted, and death s¢e umnatural, Ve
should have imaged 1life as created in the birthepain
of God the Mother. Then we would understand why we,
Her children, have inherited paln, for we would know
that our life's rhythm beats from Her great heart,
torn with the agony of love and birth, And we would
feel that death meant reunion with Her, a g&uﬂ&n&
back into her substance, blood of Her bloo again,
eage of Her peacel . . . Now wouldan't that be more
loglicel and satis than having God = male whose
chest thunders with egotism and 1gi%¢a hard for tired
heads and thoroughly comfortless?<*

Just before asserting this desire, she foretells what she will
- meke of God the Mother in denying the Pather: "I couldn't
belleve in Him, and I wouldn't if I could! I'a rather imitate
His indifference and prove I had that one tralt at lesst in
common} "22

Beéauaa of her imitaeting the Father, N¥ina loses in the
end. 3he has succeeded in wrecking her own life and that of

alm&w s PP 42«43, 23&&0 s Do 41,
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Darrell's. She has worshiped fruitlessly God the Mother
created in her Pather-dominated image, And she finds tenpo~
rary fulfillment in this role when she feels the love of her
three men united in her:

My three men! + , , I feel their desires gonverge
in me! . . . %0 form one complete beautiful male
desire which I absorb . , . and am whole . . . they
dissolve in me, their life is 1ife . . . I am
pregnant with the threel , . ., husbandl., , , lover!

» « » father! . , . and the fourth man! , . ., little
mand . o . little Gorden! . A he is mine tool . . .
that makes 1t perfeett . ., .27

But she cannot maintain the gtatus guo, =nd she again is the
frustrated woman of Aot I. At only one other time, during
her pregnancy, does ahp agsume 2 oalm and serene composure.
Only then 1s she the Barth Mother of Desire Underx

‘. »Wﬁmmﬁmmmmiif‘ e v o my life
moving in my ehild , . . the world is whole and
erfeet » . . all ¢ are each other's , , . life
8 « + o and this 18 be . reason . . . questions
die in the silence of 8 peage , , . I am liv a
dream with the great dveam of the tide . . . breath-
ing in the tilde I dream end breathe back my dream
into the tide . . . suspended in the movement of the
tide, I feel 1ife move in me, suspended in me ., , .
no whys matter . . . there is no ng e s s loama
mother ., . . God 4s a Mother , . .

But the days of the worship of God the Mother finally end,
When Nina loses Gordon, she realizes that she has lost the
struggle. She 1s too 0ld to begin agaln. &od the Pather is
victorious, end when Nine turms to OCharlie for the promise of
peace in the cool of the evening after the passion of her

30'Ne111, Plays, I, 135.
241p18., p. 92.
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afternoons, ", ., . at last the life~giving and life-destroying
tension hotwinn the father and mother-images ﬁiﬁaalvcs‘ ¥ina
has always seen life as 'a strange dark interlude in the
electrical displays of God the Father.' Now the lightning
hes ceased, its opposite charges neutralized in Oharlie's
sexlessness, "25

Nina, then, has inherited both the instinective oreative
force of the Mother snd the fatal pride and egotism of the
Father. ©She has become the paradoxioal auaiity of aaa%h»zﬁm
life, and only in her final denlal of 1ife can she find peace.
The peace she finds, however, is not that of the Mether's
womb,; but rather the peace of the decay of the tomb in God
the Father,

fourning Becomes Elecirs reveals the complete deterio-
ration of O'Neill's concept of the romantic ideal, Through
the characters oreated in this trilegy, 0'Neill shows the
romantie quest in its final death throes, utterly defeated by
the foreces of Fate. The struggle 1s dramatized violently
through the avents in the lives of & nineteenth century
New England family, the Mannons., To this Puritan family Fate
hag several meanings. It is the outward foree of their
environment and heritage. It is alse their inner struggle
to express self--t0 be free to live by natural impulse and
desire, TPate is the past enforeing its influence on the




123

present to the end that they are trapped in e whirlpool of
contradiction, and each one is forced %o choose death or
complete withdrewal from life., It is significant that
lavinie Manmon, the tragic heroine, chooses withdrawal,
since she alone recogaises no aaggys;maimr in the self-
seorifice once open to Abbie, or in Fina's rotting peace of
the evening.

Mourning Begomes Electra is the deliberate modern
counterpart of Aeschylus' The Oresteis. The three parts into
which 0'Neill's masterpiece is divided are entitled Homecoming
Ine Hunted, and The Haunted. The entlire trilogy tekes place
in New England immediately following the Civil War. The
Mannon family mansion is the main setting for all three plays.
The close resemblance to the Greek cycle is obvious throughout
the trilogy. The house of Atreus becomes the house of Manuon.
In Part I, Hogecoming, Christine Mannon (Ulytemnestra) awaits
the homecoming of her husband Ezra (Agamemnon) from the war,
She dreads his return, since during his absence she has
bedome involved with 2 handsome sea captain, Adam Brant
(Aegisthus), who, unknown to her at the time, is a distant
relative of the Mamnons., Ohristine'’s daughter Lavinia (Eleetra),
through jealousy, becomes aware of the love affaly and writes
to Ezra and to her brother Orin (Orestes), hinting of Ohristine$s
unfeithfulness. Ohristine, determined not to let Adam go,
plots with him to poison Ezra upon his return. VWhen Ezra
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returns, Ohristine follows through with her plot, but
Lavinia, who is already suspiclous, discovers the empty box
of poison and vows revenge of her father's death,

In Part II, The Hunted, Orin comes home for his father's
funeral, ILike his mother, Orin is gentle and sensitive by
nature, and he 1s inwardly relieved by his father's death,
Lavinia, who is like her father and who 1s also Jealous of
Orin's love for Christine, realiszes that the only way to
arouse Orin asgainst Ohristine to the point of vevenge is by
convinecing him that Christine has deserted him for Adan,
Lavinis persundes Orin to follow Ohristine te Boston, where
Ohristine has gone for a secret rendesvous with Adam on his
ship. When Orin sees his mother in Adam's arme, he becomes
hy#ﬁewi@allwﬁth rage, and after Christine leaves, he and
Lavinie shoot Adam and nmake the nuxdar/aygﬁaw the work of a
thief. When Ohristine finds out about Adem's death the next
dey, she kills hnggalt.

Part III, The Haunted, takes plage a year later.
Lavinia and Orin are Just returning from & long sea voyage,
which they have taken in bopes of forgetting the horror of
past events. Unable to find hapﬁ&uuaa even in the yr&miﬂ&vu
atnosphere of the South Seas, they return to the Mannon
ghosts., Both have changed, Orin, in the absence of Christine,
has become warped and possessive of Lavimnia., Lavinia has
become a deeiradble young woman and strikingly resembles
Christine. Iz aan effert to find happiness, she at last
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responds to the love of Peter Niles, z long-time sdmirer.
But Orin threatens to expose the psst to Peter if lavinia
tries to leave him to marry Peter., Wken he realizes that
his affection for lavinia has bhecome incestuous, he shoots
himself ag an escape from the horror of his gullt., His
death makes lavinie admit that she cannot escape the Manmon
heritage of guilt, and she drives Peter away in a sudden
violent burst of passion. She then withdraws into the
Mannon house, vowlng, as the last Mennon, to pumish herself
as an atonement for the snil% of all her clan.

The New England setting for Mowrning Becomes Electy
is & symbolic background for the confliet between Puritanism
and pagenism that dominates the play. The theme is further
carried forth in the members of the Mannon family. Ezre
Mannon, as the living head of the Mannons, is the most
decadent representation of the Father found in 0'Neill's
works, He represents death~in-life, since he is incapable

of gulltless love and spontansous emotlon., Although he does
not appear until Act IIT of Homeecoming, his portrait is
deseribed in Aet II, and it dominztes the ceccupants of the
Mannon manslon from that point throughout the entlre trilegy:

26ptNe111, Plays, II, 28.
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That the portralt has 2 speclal living guallty is obvious
from the faet that 2ll of the other Mennons spesk to 1t as
if 4t were living., BEzra's appearance when he enters the
play in Act III further exemplifies the portrait's descrip-
tlon in Aet II:

fmotion iXYOn

authortative.:

As the judge, as God the FPather, Bzra must ocarry the
burden of isolation, Iike Bphralm, in Desire Under the Elms,
he is sware of his anloneness, and when he returns to
Ohristine from the war, he, like Ephraim with Abbie, tries
to explain to Ohrlstine how he feels about himself and the
part he is forced %o play in upholding the Mannon tradition
of death:

That's always been the Mannon's way of think~

ing. They went to the white meet house on

Sabbaths and meditated on death., Life was a dyling.

Being born was starting to dle., Death was being

born. . « « Thaet white meeting~-house. It stuck in

ny miaa~~géaan serubbed and whitewashed--a temple

of death!
Then he pleads, finelly: "I'm sick of death! I want 1ifel
Maybe you could love me now! (In a pote of flnal desperste
plesding) I've got to make you love mel ¥29

2TIbid., p. 46. 281pid., p. 54
291pid., ». 56.
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But Christine is unwilling to share the burden of his
guilt. Reminiscent of the Barth Goddess, Uybel, who gave
Michsel Osape ané later Billy Brown peace in the knowledge

of pure 1@#@, ahriatiuc, however, is 1neuaab1| of filling
the responeibilities her role imposes upon hﬁr§ Instead, in
her the passive amorality of Oybel has become the aggressive
possessiveness so compelling in Abbie. And Christine's
seductiveness has developed beyond that of Abble, for Abble's
possessiveness was merely the desire to own materially. She
was able to integrate her needs in order to give Eben strength
to experience a greater 1&#3 than the guilty Puritan lust of
the Father within him.; ﬁhxiatina, however, seeks to possess
a perfeect love, and to hir the weak faltering Father, who
wants to be taught how to love, must be eliminated to make
rua§mxar the youthful lover,

- Ohristine is the incestuous mother end Barth Mother.
ﬁer\pwwur over God the Father is appelling; yet in her very
nature to possess at all coste, she does, in faet, beconme

his agent, and by reason of the dual negative-positive forces
within her, she destroys all happiness in her consuming quest
for 1t.

The deseription of Ohristine reecalls that of Abbie:

OHRISTINE MANKON is g fall strikins-looking wops

da LWL W 3 AL Ry e £ ki
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8 iine of bair.’
One of the townspeople further contrasts her to the Mannons:
"Polks all bates her., She ain't the Mannon kind, Fremch and
ﬁutah descended, she is. Purrin' lookin' end queer, "3}
{fi&tor Ohristine rejects Ezra's appeal for love, he
returns to his loneliness. In their bedroom early the morning
after his return, he remarks somberly: "This house is not my
house, This is not my room nor my bed. ‘!hay are empiye=
welting for someone to move inl And you are not my wifel
You are waiting for something! "2 Although she protests, he
goes ons |

You were iying to me ﬁanight as you've always lied!}
You were only pretending love! TYou let me take you
as 1f you were a nigger slave I'd bought at auction!
You made me appear & lustful beast in my own eyeslw=
as you've always done since our first marriage night!
I would feel cleaner now if I had gone to a brothel!
I would feel more homor between myself and 1ifel

Then she explodes in a fury of hatred: "I loved you when I
married youl I wanted to give myselfl! But you made me smo
I couldn't givel You filled me with disgust!">* He begs her

301b1d., pp. 8-9. 3l1p4d., p. 8.
321n3d., p. 60. 3S1pid.
34&&:’ Pe 511&
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to stop talking, but she rages on, confessing her affair with
Brant, ruthlessly: "He's what I've longed for all these
years with you~~z lover! I love himi"35 Her confession
provokes a heart atteck, and when Ezra pleads for medieine,
she gives him, instesd, the polson. He calls out for
lavinia, and before he dles, points an acousing finger at
Ohristine. Ohristine admite that she has confessed %o him
her affair with Brant and that her confession brought on the
attack. Grimly Levinia soreams, "1 supposeé you think you'll
-be free to mayry Adam now! But yéu won't! Mot while I'm
alive! 1I'll make you pay for your erime! I'1l find a wey to
punish you! *36

In his desth Bera thus gaius in power. Two Mannons
survive to avenge his murder-~lavinis and Orin. The Mannon
suppreaﬁun of love hmn‘ forced Onristine to seek love in
Adam Brant. But he, too, ie part Mannon, and Christine ise,
in faet, drawn to him by his resemblance %o both Ezra and
Orin.37 And Adam fells in love with Ohristine for her
resemblance to his mother, whose love for & Mannon had bound
her to a 1ife of misery and poverty. PFreudian in conceptilon,
the love of Adem and Ohristine is, then, the product of both
love and hatred, and it is destined %o be defeated., Ohristine
comments prophetically, "It's as if love drove me on to do

350'Fe111, Plays. II, 61. 361p1d., p. 64
37%:; P 36.
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everything I shouldn't."8 But she goes en to plot Bzra's
death, and she draws Adam into the plot against his own
honor. Adam wants to fight Ezra face to face for Ohristine,
put Christine knows that no one would win by this method,
and when Adam holds back, she taunts him cruelly:

If you love me 28 much as you claim, I should think

that would rid you of any scruples! If it was a .

question of some woman taking you from me, I wouldn't

have gqualme about which was or wasn't the ::{ to kill

her! . « . But perhaps your love has been a.lle

gun t0ld me~-to take the ggcuxzng revenge on of
ging a backstalrs lover!”

The deed is done, but in Aot III of The Hunted, both
Ohristine and Adam sense the defeat of their love, and when
Ohristine suggests safoty on the Blessed Islands, Braut crles
desperately:

MusM%u «aybe we ean 8till find happiness

and forget! . . . Thero's peace and forgetfulness

for 7 there-~if we can ever find those islands

nowt

The Blessed Isléds, symbolic of natural love and forget-
fulness, elude them, ILaviniza and Orinm loom in front of thelr
peth to escape, and When Orin shoots Brank, Ohristine's quest
for love is ended. She has earlier, in Act I, The Hunted,
prophesied her fate to Hazel, a young glrl who loves Orin:

I was like you once--long ago--before . « « o
Why ecan't all of us remain innocent and loving and

36%:, P 37. v .?SQMH Pe 41,
K1vid., p. 112,



121

trusting? But God won't leave us slone, He
twlets and wrings and tortures our lives with

gthzggleiv%a until~~we poison each other to
eath

The cenfllet beiween Christine and Ezra becomes even
more complex and vielent when displayed by their offspring,
Orin and lavinia. Orinm 1s a weak manifestation of both

Christine and Ezra:

; A AL ]

Clearly Orin is allied with Ohristine ageinst Ezra until
Lavinia convinees him that Ohristine has deserted him for
Brant., When Orin returns home for the funerasl, he freely
admits to Lavinia that he has no feeling for his father's
death: "He was the war that would never end until I died.
I can't understand paaeaw%&is end! "3 Then he goes om to
speak jealously of Lavinia's sttaekmen% to Ezra, speaking of
Bzra as if he were alive: '"She cen be soft--on occasion.
'She's always coddling Father and he likes 1%, although he
pretends~-"# (Opristine interrupts him and demands that he
quit talkiﬁg about Ezra as if he were alive, but Orin
eontinues: "Everything is changed--in some queer way--this

80150111, prays, 11, 73. 4rmaa.
431p3d., p. T5. | 41pid., ». 81
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house, Vinnle, you, I--everything but Father. He's the same
and elveys will be=~here--the samel "45

Hence, Orin feels the pmsenaa'ot the Hannon ghosts in
the house as he tries to recapture his childhsod intimacy
with Christine., She has, of course, truly deserted him for
Brant because she feels that he deserted her when Ezre forced
hin %0 go to war., TYet, she fears his jealousy, and she
cunningly eonviness him that Laevinia hes mede up the whole
Brant affair out of jeslousy toward her, Then she tells
him: "I feel you are really--my flesh and blood! She isn's!
She 1s ,W father's! You're a part of mel "6 oprin eagerly
agrees, Then she continuest "He [ﬁm} nated you because
he ¥new I loved you better than anything in the worldl "47
They both agree that they are glad that Bzra is dead. Pinally,
Orin is convineed of Ohristine'’s fidelity to him, and he
completely confesses his Oedipian love for her when he, like
Brant, tells her sbout the Blessed Isles:

There was no one there but you and me., And yet I

et S R P, T

Jour volee, The sky was the same osolor as your

ggg;w m mkgm was like you skin, The whole
 Christine is moved and eries: "If only you hadn't let them
take you from me!"# But he strokes her hair cavessingly,

saying: "Oh, Komw, 1t's going to be wonderful from new on}"o

%M. %M‘* Do 85. #7M’ P 86.
*vid., ». 90. “91pag. 3Opid.
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Ezsra's death, however, instead of making things wonder-
ful for Orin, has brought him into the Mannon fold, for he,
now, has become Ezre, and as the Father, he must guard
Jealously the Mother's love. In Aot III, The Hunted, Orin's
manner has already become more masterful, more Mannon. He
addresses the dead mant

You and I have seen flelds and hillsides sown with

them [bodies]~-and they meant nothingl--nothing
but a dirty joke life plays on lifel {m 8
n e8

%gz gmg} Death sits se naturally on !
ecomes the Mannons! You were always like a statue
of an eminent dead man--sitting on & chair in a
park or straddling & horse in a town square--looking
over the head of 1life without a sign of recognitione~
cutting 1t dead for the impropriety of livingt . . .
You never cared to know me in life~~but I wgglly
think we might be friends now you are deadl-
Iavinia enters to shatter his complacency. She tells him
that she will prove Christine's affair with Brant, and he
eries: "If that's true I'll hate her! I'll know she
murdered Father then! TI'll help you punish her! But you've
got to prove it!"52 At this point Christine comes in, and
terrified, she says to hims "Why do you leok at me like
that? You look=-s0 like~-your fatheri" And prophetiocslly,
he replies, "I am his son, 100, remember thati 53
Ohristine flees to 4dam to warn him, followed by
Levinis and Orin. Wpen Orin sees them together on Adam's

ship, The Flylung Trades, and hears them plan thelr escape

510'Neill, Plays, II, 93-94. 521p1d., p. 99.
53%:; Pe 100.
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to the Blessed Isles, his face becomes "distorted with
leslous fury."S* He kills Brant sviftly and remorselessly
when Ohristine leaves, but after the deed is done, Orin is
fascinated by Adam's resemblance to the Mannons, and he
refleots to lavinia: "Do you remember me telling you how
the faces of the men i killed came back and changed %o
Father's face and finally beceme my own? (He smiles grimly)
He looks like me, too! Maybe I've comaitted suleidet "S5
Then he admits: "If I had been he I would have done what
he d1d! I would have loved her as he loved her--and killed
Pather too--for her sake!"56 Orin has, in fact, killed Adam
for Ohristine, not in revenge for Bzra's death; yet, he is
now the Pather, and in his quest for the Mother's love, he
has killed love and has denied his own right to love.

In Aot ¥V, Orin, now Ezra, maliciously tells Christine
that he has killed Adam. Then he cries: "I heard you
planning to0 go with him to the island I %ai& you aboute-our
island--thet was you and I! , ., ., But you'll forget him!
I'11 make you forget him! I'll make you happy."57 When
Ohristine does not answer, Orin becomes &&a%wauéht and begins
to plead with her juet as Egra had done. But Christine, too,
is dead, and when she shoots herself, Orin's ghosts begin
to hsunt him. At the end of Aet V he hysterically rages

541p1d., p. 109. »5Ibid., p. 115,
56&&&; Po. 115““116' STM‘ﬁ P. 121,
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to lavinia: "I drove her to it! I wanted to torture her!
She couldn't forgive met "58
A year later, the reshaping of Orin inte the Mannon

avenger 1s complete:

Orin has come home to face the Mannon ghosts, and he is
terrified that Christine has left the Mannons forever, He
comes in dazed from the study and tells Iavinia: "I've just
been in the study. I was sure she'd be ﬂuiﬁing‘xwé me in
there, where-- (Torturedly) But she wasn't! She isn't any~
where,"60 Then bitterly defisnt he continues: "Well, let
ner go! « + « I'm father'st I'm a Mannon! And ihay'lx
welcome me homel "61

A month later his identification with Ezra is revealed

elearly with hie description: "ﬂ_g looks almost 28 0ld now as
bhis father in ibe portrait. ﬂﬁa.iﬂ dressed in black end the

resemblance beiween ihe %wo is uncapny."S? He speaks to the
portrait: "“The truth, the whele truth and nothing but the

truth! 1Ise ihnt what you're demanding, Father? Are you sure

580 tye111, Plays, II, 124, 591p14., pr. 137-138.
€01p1d., pp. 139-140. 6l1pya.
621p1d., p. 149,
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you want the whole truth?"63 When Lavinia comes inm, she
tries to ignore Orin's ouncoming violence by telling him that
he needs light and fresh air. But he ragiiané

I hate the daylight, It's like an acousing

eyel No, we ve renounced the day, in whiech normal

people live=-or rather it has renounced us, Per=

petual nighte-darkness of death in life-~thet's the

S AL, e v e
Lavinia tries to change the subject to Hazel, but Orin tells
Lavinia 4o keep Hagel away from him because her purity makes
him want to confess his guilt. Imvinia tells him that he
feels gullty because he still loves Christine, but he retorts
thet Christine was no worse than she is for wanting to marry
Peter, Then Orin tells her that she will never leave him
because he has written the Menmon history down in a letter,
adding, "Most of what I've written is about you! I found you
the aaat.xntnrcatzng oriminal of us all!"653 He then adds that
the "strange hidden things out of the Ha#nnn past combine in
youl 66

waho:unim that Lavinis demands for Ohristine's sine upon
the Mannens in Zhe Huated is called down upon her by Orin in
Zhe Haunted. ¥Now in Christine's position as the Earth Mother,
lavinia seeks l1life and happiness and refuses to bend to the

Mannon suppression of love. Orin, haviang lost the Mother,

A

3 1p14. 641p1d., p. 150.

55.&3&") s "3..53. . 66&;@.
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seeks revenge on all love. He refuses to sllow lavinia to
live, and when she denies her pagan quest for love on thelr
voyage around the world, he malieiously reminds her of her
desires. Pirst, he accusee her of desiripg the captaln of
the ship they ssiled on, saying that he reminded her of
Brent: "You know damned well thet behind all your pretence
about maiher’a murder being an act of justice was your jealous
natredl "67  Phen he mookingly tells her that she loved the
islands because she saw thai men desired her, especially the
islander Avahannl. ©She admits that she let him kiss her:
”Huluaa innaaeat and gooed. He had made me feel for the first
izma in oy 1ife that everythling abauﬁ love could be sweet and
natural."58 Thus provoked, Lavinla then turns on Orin as
Qhriaﬁinéﬂhmﬁ on BEzrat "I'm not your property! I have a
right to love! "6 And es Ezre had, Orin becomes violent:
"(reacting as ﬁia father had . . .) 'Youw-you whore! I'll
1;:111 yaut""”’m Then she socothes him, begging him to stop.
torturing her, as Ohristine had pleaded in ‘Homsooming

he repiles: ”Qaa‘t you 3ee I'm now in xa%har‘a place and
you're Hother? That's the evil destiny out of the past I
naven't dared prediect! I'm the Mannon you're chained tel"T%

St111 Lavinia refuses to give up her desire to live,
and Orin gives Hazel the letter confessing all the Mannom

o

670'we111, Flays, II, 154. 681p1d.
591p14., . 155. i,
T 1nta.
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history of violence, le tells her to go away and forget him
and thet 4f Tavinlia tries to merry Peter, to give him the
letter:

She can't have happiness! She's got to be

st L ik fieim, Benl Jon vy

is the leve of guilt for gullt which breeds more

LT T e L R

in pescel

Finally, Orin's distorted desire for Ohristine reaches
its climex when he turns to lavinia as the combined mother
and mistress., He intimates that they must stay together
forever in the Mamnon house as husband and wife, When she
cennot believe that he means this, he continues: "How else
oan I be sure you won't leave me? , . . You'ad never dare leave
me-~then! You would be as damned as I am!“7> When Orin says
this, all lavinia's hatred for him drnp%a,'ana she tells him
that he is too vile to live, and that he would kill himself
if he weren't a coward. He is at first pitifully shaken by
her words, but then he sees his escape, and he says: "That
would be jJusilce-~now you are Mother., She is apeax&ng*nww
through youl! . . . Yesl It's the way to peace~-to find her
sgain--my lost island-~Desth is an Island of Peace, too-~'T#

Thus, Orin's escape from the Mannon past is the r&taﬁn

t0 the Mother, lLavinie cannot accept this escape., She is

?QM¢Q P 160, nMw’ P 165:
T"11d., p. 166.
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the true Mannon., Her attempt to find love is thwarted by her
own realigation that she is the last of the Mannons and that
she alone oan atone for the Marmon orimes against love and
11fe. Lavinie is the culmination of 8ll the Mannons, She,
1ike Orin, is both Ezrs and Christine; but unlike Orin, she
1s more God the Pather than God the Mother, and although she
destroys the Mother in an attempt to teke her plage, she 1s
%00 much Mannon to love, and her end is her withdrawal from
1ife,

Not only does lavinia wear the physical makeup of
Puriten ugliness, but she also seeks to condemn all love.

. .::. IR Y u LA T

3 i XEL o ol S i sl M

When Peter comes to visit her in Act I of Homegomin
furious when he asks her if Orin loves Hazel, and snaps: b |
don't know anything sbout lovel I don't want to kmow enything!

75%0; p. 10.
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(Intensely) I hate lovel "76 Moreover, when Adam comes to
the house and nompl&munté Lavinia on her resemblance to
Ohristine, Lavinie angrily replies: "What do looks smount
to? I'm not a bit like her! Everybody knows I take after
Pather!"77 lavinia's interview with Brant in the play 1is
subsequent to 8 former meeting during which she had submitted
to 2 moonlight walk with him and had let him kiss her. Now
she knows that he 1uvaq Ohristine, and her jealous hatred of
him and Ohristine plagues her into making him admit that his
mother was Marle Brantome, & one~time nurse for the Mannons
who nad run away with her father's brother, David Mannon.
With great satisfactlion Lavinia throws up the faet thet David
Mannon was exiled from the Manneon fold because of his love
for Marie. But Adam tells Lavinia that David Meunon had been
exiled not because Marie was not good enough for the Mannons,
but because lavinia's grandfather, Abe Mannon, had loved
Marie, too, and had exiled David out of Jealous envy. When
she tries to leave, Adam stops Lavinia, oryiug, "You're a
goward, are you, like all Mannons, when it aamea‘ta faoing
the truth sbout themselves?"78

After Lavinia makes Adam admit his heritage, she goes to
Ohristine and tells her she is going to tell Ezra of Ohristine's
meetings in New York with Adam. Ohristine retorts knowingly

T60'me111, Plsys, II, 14, TT1pid., ». 22.
81bd., p. 25.
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that Lavinle will not tell Bzra because she wants Adam for
berself, and adds: "You've tried to become the wife of
your father and the éathar of Orin! You've always schemed
to steal my place! "9 The truth in Christine's statement
comes through all éoo clearly when Lavinia goes to Adam's
body after Orin has shot him, and "gggggg to the corpse in
e grim, k;gﬁg;‘gggw} 'How could yéu love that vile old
woman so?' (But she throws off this thought--harshly) 'But
you're dead! 1It's ended!' (She turns awey from him reso-
lutely . . .)"80 Lavinla's last act as the lnstrument of

Puritanism is‘the killing of Adam. When Chrlstine shoots
herself, Lavinia's duty to her father is fulfllled, and she
conments grimly: "It is justice! It is your justice,
Pather! "8l Even tﬁﬁn, however, she has begun to take
ﬂhristiﬁa'a place, for when Orin becomes hysterical over
Ohristine's death, she comforts him: "Sshhl Sshhl You have
me, haven't you? I love you, I'1l h@ip you to forget."82
The return of Lavinia and Orin from the Blessed Isies
reveals lLavinla's complete transformation from the Manuon

God the Father to the lovely pagan Mother:

791p1d., p. 33. 801p1d,, p. 115. 8l1p1d., p. 123.
821p14., p. 124, 831p1d., p. 137.
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She speaks to Orin in & "soaxing motherly tome,"S* and when
Orin stops on the at&ps.ﬁhcrc Ohristine had sat moaning
after Adam's death, lLavinia orders: "That is all past end
finished! The dead have forgotten us! We've forgotten
them! "85 Later in her father's atudy she speaks to the
Mennon portraits in “a harsh resentful veice, 'Why do you
look at me like that? I've done my duty by youl! That's
finished and forgottea! '"36

iavinia has truly become the pagen Hother, and Orin tells
her that even her soul bas become like Obristine's: "I've
watohed it ever since we sailed for the East. ﬁittlalhy
1ittle it grew like Mother's soul--as if you were stealing
hers--as if her death had set you free-~to become her."S7
This new pagan lust fiuds its prey in Lavinia's lﬁﬁgwtima
admirer Peter Niles, When Peter comes to see laviania after
her return, she "gtares at him with s strange eager possessive-
gggg."aa He 1:,191 course, astounded by her change and
ramnrﬁs how well she looks in green as opposed to the black
she wore before her voyage. She replies, "with a strange
gmile, 'I was dead then.'"89 |

Yet, although lavinia tries to wipe out the past, Orin
will not let her forget, and he tells Peter maliciously about

849've111, Plays, II, 138. ~ B51p14,
861p44., ». 139. 871p1d., p. 141,

881p1d., p. 143, 891p1d., p. 144,
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Lavinia's love for the Blessed Isles:

(wa%g §{§§%§;g; Q%gyaggggg) But they turned out
to be e's islands, not mine. They only made
me sick~-and the neked women disgusted me., I

gneuu I'm too much of a Mannon, after all, to turn
n

to e pasag. But you should have seen Vinnle with
the mene«=l

And in spite of Lavinia's denial of her feelings for the
islands, after Orin leaves, she pagsionately desoribes their
loveliness to Peter, and in her confession, she recalls the
desoriptions earlier given by Adam and Orin:
I loved those Islande. They finished settin

me free, There was something there mysterious an

beautiful--e good spirit--of love~-coming out of the

land and sea, It made me forget death., There was

no heresafter., fThere was only this world--the warm

earth in the meonlight-«the trade wind in the coco

palmee--the surf on the reef-«the fires at night and

the drum throbdbing in heart--the natives ggoing

naked snd inncoent--without knowledge of sinl

lavinia's interlude with love is, however, ineffeotual
and shortlived. Orin conmstantly reminds her that she is a
Mannon. She looks at him with the same dread that Christine
had looked at her and at Orin in Homecoming. She tries to
bring 1ife into the Mannon mansion by filling the house with

flovers, as bad Christine. Pinally, however, she must sacri-

fice Orin, in a last desperate attempt to live. When she
hears the shot ending his life, she is in the study, and she
turns to the Mannon portraite, saying:

¥hy do you look at me like that? Wasn't it

the only way to keep your secret, too? But I:ﬁ
through with you forever now, do you hear? I'm

901bid., p. 145, 1pad., p. 147.
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Mother's ughﬁ&rwwaot one of yout x'lx ziv% &a
a»&tu af 19 (Ehe mauares her shoulders, with

intengified 591,"93 ﬁiteralzy, ns well as symbolically,
Orin's death is the final barrier between Lavinia and 14ife.
Peter refuses to marry her immedlately out of respect for
Orin's semory, mad he is toruented by the strange violence

in the Mannon family, Horeover, Hazel has told him that Orin
1ed written & letter refleoting on the violent family history,
and he is suspicious because of lavinia's reluetanse to
discuss 1t. At lest Lavinie sees the futility of her quest
for love: "The dead coming between! They always would,
Petert !bmhﬁrust me with your happiness! But that means
trusting the Mannon deade-and they're not to be trusted with
love! I know them too welll"94 The past intervenes, and
Imavinia rejects Peter for sei£~dastrua&1an. Finally, Lavinia
ordere Feth, her handyman, to board up the house and to tell
the maid to throw out the flowers:

I'n not gainfﬁ%ha way Mother an% Orin went. That's

es¢aping hment. And there's ng one left to
punish nme, I m tha last Mannon. I've got to punish

920'fe111, Pleys, II, 168. 931pad., p. 170.
941v14., . 176,
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nyself! Living alone here with the dead is a worse

act of justice than death or prisen! 1'11 never go

out of see anyonel 1I'll have the am%an; nalled
closed so no sunlight can ever get in., I'11 1ive
alone with the dead, and keep their secrets, and

let them hound me, until the ourse is paid out and

the last Mannon is let dle! . . . I know they will

see to it I live for a long time! It takes égu

Mannons to punish themselves for being borm!

Thus, Lavinia and Christine are representations of the
final stage in 0'Neill's development of women. Christine,
the Earth Mother, 1s no longer the passive pagen force repre-
senting 1life in harmony with nature. Instead, she is the
possessive mother-mistress who destroys all forses which
stand in the way of her fulfillment, She draws man to her
88 the symbol of feminine loveliness and animsl grace, but
once caught in her web, man becomes powerless to oppose her
and is finally destroyed trylng to satisfy her needs.

Yet, if Ohristine destroys as the force of love,
Iavinia 1s even more deadly as the force of hate., lLavinia
represents all the foroces against which the Mother must
struggle in order to find fulfillment. ILavinia is God the
Father and God the Mother, and the confliet within her
between the desire to possess the Mother's pagan desirability
and her will to power inherited from the Pather, mekes of
her an overpowering ememy of love. Like all Mannens,
lavinia yearns for the Mother's love and peace, symbolized

in the Blessed Isles, but her Puritan sense of the guilt of

gsm.‘i P 173-
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all love forces her to destroy the Mother apd the Mother's
disoiples. Yet, lavinia's very act of justice makes death
inevitable for her, since she is forced at last to withdraw
from 1ife to explate her crimes sgainst the Mother.
lavinia's end is, however, & noble ezic. since her rejection
of love 1s brought about by the traglc depth of her love and
pelfvsacrifice., She refuses to impose upon Peter the Mannon
suppression of 1ife, and she realizes that she is too much
a Mannon to love freely. Therefore, she turns upon herself,
not choosing the peace of a return to the Mother's womb, but
a withdrawal into a living death,



CHAPTER VI
CONOLUSIONS

In essence, Bugene 0'Neill was a dremetist haunted
by the need to express man's struggle to find positive
mesning in life-~to reach beyond the realm of his instinoctive
needs in order to create, to possess, to will his own future.
Opposing men's desire to find individual meaning in life is
what 0'Nelll calls the Life Force~-~the subconseious pro-
creative power in man that draws him away from his personsl
embitions and bids him fulfill his role in nature.
“~  One of the major devices which 0'Neill used to drama=-
tize man's struggle with the Life Force is the man versus
men confliot. Since this confliet is present in most of

'Neill's work, the nature of his treatment of women neces«
‘sarily plays a vital role in the interpretation of 0'Neill's
\vmrwehansius attitude toward man's struggle in 1ife. It
has been the thesis of this paper that woman represents the
Iife Force to 0'Neill and that 0'Neill's aunédpt of woman
\aa the Life Force shows a definite pattern of dcva&onmeuﬁ;
This study thus traces the development of 0'Neill's concept

of woman and emphasizes the various significant stages in

womsn's growth which reflect 0'Neill's attitude toward man's
tragic struggle to find happiness in life.

147
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In order to establish the thesis, eight of O'Neill's
plays have been examined chronoleglcally, and from this
examination, several specific women character types have been

' anslysed. From this analysis it 1s clearly evident that as

0'Neill's philosophieal outlook toward life becomes inoress-
ingly pessimistic, woman, as the Life Force in hls plays,
becomes stronger and more complex. Man's desire to reach en
1desl is replaced by his need to find love, while woman, Who
in the early plays represents love, becomes masculine in her
desire for individuality. In the later plays the struggle
between man and woman takes the form of the Father versus
Mother canfliet. The Mother in the early plays 1s weak and
submissive, But ss she finds 1t inereesingly difficult to
satisfy men's ideal of her, she begins to seek her own
individuslity. Prom this point to the end of 0'Neill's work,
0'Neill constantly seeks a satisfaotory concept of woman.
The characteristics found in the submissive Mother are used
to create two new female types-~-the Earth Mother, who retains
the submissive feminine characteristics of the Mother, and
the Seductress, who takes on the masculine daﬁirt for power.
In the later plays, both the Earth Mother and the s«duatrias
become dominating characters, each as powerful alaﬁwtwayar as
the other; for both seek complete masculine submission %o
their desires but at the same time are completely incapable
of offering fulfillment or selfless love.
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The full impaet of the growih of women from & pessive
symbol of motherhood to a powerful destructive forece is most
clearly realized when the findinge of each individual play
are looked upon ss component parte of the development of
0'¥eill's whole concept of women.

As has been stated, it seems clear that, initially,
0*5&111 conceived of woman in the role of Mother, elther as
2 natural mother or as the wife-mother. In this role woman's
significance lay in her presence in the play as a symbol of
protection and of refuge for the protvagonist. Robert Mayo in
Beyond the Horigon is drawn to Ruth Atkins as the sexual fule
fillment of his leve for Mrs. Mayo, with whom O'Neill clearly
identifies him in contrast to the earthy, realistic Mr. Mayo.
Rob forsakes his romantio dream to sall beyond the horisen
because of hig love for Ruth, only to find that mother love,
vhen tranaferred to the wife-mother, has lost its protective
quality. Ruth seeks in Rob the same feeling 6f seocurlity that
he seeks in her, and failing to find it, Ruth's love turns
first to hatred and then to apathy. Rob thus falle to find
in love either the fulfillment of hie romentle ideals or the
peace and protection promised in Ruth as the symbol of love.

In The Straw 0'Weill continued to view women as the
passive Mother and the symbol of love with instinctively draws
men ewoy from his ideslistioc yearnings. TYet, unlike Beyond
ibe Horiszon, in The Straw O0'Neill holde up mother love as the
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true ldeal for which the blind protagonist yesarns. ZElleen
Oarmody 1s the pure Mother. ©5She has no ignoble traits, BShe
is possessive of love, but her passivity bars her from
actively vying for man's soul. Stephen Murray, the egotistic
protagonist, is free Yo pursue his quest for individual
recogaition as a writer. But without Bileen's love, he finds
little satisfaction 1n her voyage toward truth. In the end,
he returns to her, and in his willingness to sacrifice self
to make her dying moments happy, he finds happiness., 0'Weill
asserte ln Ihe Straw, therefore, that love conquers all. He
also gradustes woman from a minor character whose prominence
is limited to her passive symbolic significance in Beyond the
Horizon to a major chavacter whose very being glorifies love
and hope to the protagonist.

The ereation of the character of Anna in Anna COhristie
suggests 0'Neill's growing awareness of the compiexity of
women's role in man's struggle with Fate. In Anna Christie
0'Nelll reaffirms his belief that woman is universally the
symbol of love., However, only certain types ¢f women are
capable of offering the comfort and peace man seeks in love.
Anns is the first Barth Mother, She 1s the combination of
the Mother with the primitive Barth Goddess, and in 0'Neill's
plays, she is the Divine Harlot. No lenger is 0'Neill
satiefied with the purely platonic love of the Mother, for
she i1s incapable of understanding man's sufferings--she does
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not have the experience of pain and consequent wisdom of
1ife that man needs for understanding. Anna's background

as a prostitute enables her to see life as it is, and when
she finds love, it 1s a more profound and selfless love than
that of the Mother and the Wife-Mother., From this play
throughout the rest of his works, 0'Neill's virtuous women
are treated with contempt, and the Barth Goddess, Cybele,
vhose entrance Anne foreshadows, appears in contrast to the
selfish, possessive Wife~lother as the wise friend and
conforter to the tormented protagonist. Anns 1s, perhaps,
0'Teill's most noble hercine. In her frank honesty she
forces at Burke to accept her love on its own merits. Through
his need for her, Mat 1s willing to challenge Fate, and
although 0'Neill assures the audience that the sea walte to
claim its own, Anna is determined not to yleld without a
struggle.

Two women character types are developed in ¥elded from
the charscter ¢f Amna, and these types mark the Basisnﬁng of
the growth in 0'Neill's concept of woman. The first type is
embodied in the character of Eleanor Cape. ZEleanor differs
from earlier women characters in several ways, She is no
longer the simple, ignorant creature represented in Ruth and
Eileen, who depend upon love as their whole purpose in living.
Purthermore, like Anne, Eleanor no longer passively accepts
masculine domination. She recognizes her need for love, but
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gshe recogunizes also 1ts limitetions, and she is determined
to sustain her own individuality. The strength of Eleanor's
personality anticipates the future destruotiveness of the
eternal girl-womsn type as manifested finally in The Great
God Brown in the character of Margaret Anthony. Eleanor is
the first Seductress, She still maintains the possessive
characteristios of the Mother which compel man to her, while
gselfishly desiring her own satisfaction in the marital
relationship. Whereas Anna's challenge of man is the plea
for meture fulfillment, Eleanor's challenge ls an egocentric
determination to maintain her own individuality. Because of
this, 0'Heill felt the Seductress incapable of sacrificing
gelf in order to assist man in coping with the frustrations
of his own quest for expression. Thus, 0'Neill oreated the
second type--"Woman," the prostitute., Women's acceptance of
the pain and suffering in life gives Michael Cape the solace
he needs to return to his struggle to find love with Ejeanor.
Women is the abstract symbol of the pagan earthiness so sym~
pathetically portrayed in Anna. Whereas 0'Neill found it
necessary to avow Anna's essential purity, in Woman he for
the first time no longer purports sexual purlty to be a
quality of goodness. On the contrary, the pagan promisculty
of Woman 18 enhanced and magnifiled in his later women as the
only saving quality of femininity. The masculine challenging
personality of Eleanor he later develops as the Destroyer.
The separation of woman into two distinct types shows O'Neill's
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grovwing awareness of the potential power of woman in guiding
man's destiny. It also reveals his need to oreate, even
abstractly, a female type whose only purpose in 1life is to
love, as opposed to the masculine modern woman, who cannot
integrate her need to possess with her need to love,

In Desire Under the Elms, 0'Neill's two female types
converge, yet remain separate, in the character of Abble. In
Abbie, the Seductress nature of Eleanor vies with the pagan
nature of the Barth Mother, resulting in the appalling
sensuallty of the incestuous Mother. This conflict within
Abbie's own personality is intemsified by O'Neill's thematic
conflict of the Puritanical Father with his pagan lust for
the Mother, whom he rightly identifies with nature. The
sterility of Ephraim's union with Abbie refleots 0'Neill's
concept of tha'unian with death in the suppression éf love,
symbolized in the spirit of Eben's dead mother. When Abbie
sublimates her desire to gain possession of Ephraim's
property into a desire to win Eben's love, she conquers to
someé extent the Seduotress traits withim her. Still, it is
her willingness to fulfill Eben's need for the Mother as well
a9 to satisfy his sexual neede that transforms her into the
Barth Mother. Abbie stands alone among O'Neill's women as
the complete woman, for she is all things to Eben--mother=-
mistress~wife, Shameless in her desire, victorious in her
defeat of the God of stones, Lbble is unique among O'Neill's
women as the virlle positive force that gives the protagonist
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courage to love, It is aleo significent to note here that
in this pagan pley, with all its Freudien implications,
0'Neill's inecressing pessimism about the romsntic quest is
transferred from the natural instinet %o love to the
suppressive Puritsnism symbolized in the Fathesr, That is,
wherees 0'Neill had heretofore crested woman as the force in
opposition to man's ideslistic quest, in Desire Under ihe
Elpg man finde 1t only through surrender to love, and men
in the character of the Pather represents death~in-life
through a denlal of the natural creativity of the pagen
Mother, '

Woman as the pagen Earth Mother in Degire Under the Hlms
nests man's needs both sexually end epirituslly primarily
becsuse the primitive and naturel environment in which the
play is set snables these characters to react according to
thelr instinets., However, modern mean must suppress his
inner needs in order ,ﬁ: adjust to the hypoerisy of eivili-
zation, In The Greet Sod Brown 0'Neill illustrates what
happens to man when soclety imposes its restrlietions upon
his pagen nature, Moreover, the glrl-Seductress in the
character of Mevgaret ig the decadent product of wodern olvilie
zation that finally destroys the inner man, The development
of the glri~Seductress into a destruetive force completes the
gecond state of 0'WNeill's ever-growlng fear of femlnine
power. It may be recelled that in Helded 0'Neill introduced
two charscter types. In Desire Under fhe Elms he developed
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the abstract Divine Harlot, Woman, into the living pagan
Abbie., HMargaret in The Jreat God Brown shows the contrasting
development of the mistress-wife introduced 1in Welded in
the creation of Eleanor. Margaret 1s devoid of all under-
standing of the confllet raging within her artist husband,
Dion Anthony. Dion accepts her barremness, marries her, and
then wears his mask of Pan for her even though it means his
own inner destruction. Fin#lly. Dion's spiritual purity and
love are suffocated by the mask, which he wills to Billy
Brown, the masculine embodiment of the medloerity of modern
men. Billy's love for Margaret compels him, too, to wear
Dion's mask in order to take his place as Margaret's husband.
However, ﬁaraare£’s refusal to recognize Billy as the man
beneath the mask leads to Billy's death, also. Margasret is
never aware of elther Dion's suffering or that of Billy. She
recoguizes only the Pannish mask of Dion Anthony, and when
the mask is dead, she spends the rest of her 1ife glorifying
its memory. Like Dion's mother before her, Margaret plays
house, selfishly guasrds her dolls against the world outside,
and in the end retains the calm assurance that she has fule
filled her purpose in life,

Yet, Abble survives in The Great God Brown~~not as an
individual, however, but as Cybel, the Earth Goddess, the
abstract symbol of fertility. Oybel is the sacred cow; she
is the wise slster for the tormented artist Dion and the
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meterialist Billy. O'Neill seemed unsble to place in the
modern setting a living Earth Mother, for soclety rejects
with shane a completely amoral, pagen women, and it makes of
her a pariah, O'Nelll contends, however, that Cybel holds
the key to the acceptance of life, since it 1s to her that
both Dion and Bllly return for the courage with which to die.

Thus, from Weided through Ihe Great God Brown woman
Increases in stature to the point that although the protage
onist is still masculine, his dependence upon love haa become
essential for his survival, while woman has resched the status
of iha independent seeker after life. Man has, then, become
the tool of woman's gquest for life, and he is helpless %o
avert her ravaging advancement,

The last two plays under consideration firmly establish
0'Nelll's absorption with the female personality. In Strange
Interlude and Mourning Becomes Electra man has become
completely subordinated to her needs., He is compelled to
seek her approval, He 1s, in fact, her slave, and he hates
himself for hls dependence upon her. But if modern man is
tortured by modern woman, modern woman ie all the more
tortured by her own insatiable desires. In Strange Interlude
Nina possesses all the alluring feminine trailts that make
her deslrable to the men in her life, She maintains control
over all of them throughout the play, yet she 1s never

content in any one role, Only once, in her pregnancy, does
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¥ina find fleeting happiness as mother-mistress-wife, and
vhen she 1s forced by time to relinqulsh control, she
regresses to her childhood worship of the Father, who
remains the symbol of death in life, Nina is mesculine in -
her deslire for power, feminine in her quest for love, and

in the combination of these traits she 1s totally destructive
to the men she uses to obtaln her goals. There 1s no- self-
sacriflcing facet in ber personality. There is no unselfish
motive sustalned in the play. She partakes ruthlessly of
life, yet remains unsatisfied; and when she returns to the
sterile Father 1n the character of Charlie Marsden, she
retires from life, having found only suffering and pain in
her adventure and having attributed her failure to the
Father's challenge of her right to live.

g Becomes Electra O0'Nelll again separates into
two characters the Earth Mother and the Seductress, now the

destroyer. Christine Mannon is a combination of Abbie and
Cybel, and she 1s more than both of them. She is the beauti-
ful incestuous Mother, who holds under her possessive spell
Ezra, the Father God, Adam, her young lover, and Orin, her
Jealously possessive son. Christine is sympathetically
treated only from the standpoint that she alone desires life
over the death~in~life symbolized in the Mannons. Nore
possessive than Abbie, Christine not only murders her husband
far love but nurtures her son's incestuous desire for her to
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the point that he is incapable of any normal reaction of
love, Purthermore, Christine's aggressive nature makes her
unworthy and incapadble of selfless love., XNo longer, then,
does 0'Neill concelive of even the Tarth Mother as a passive,
comforting refuge.

Lavinia is a more noble creatlon than Christine, in
aplte of the fact that she 1s the female counterpart of her
Puritan, life-denying Father. 3She destroys not for love,
but as the Pather's executloner, and inwardly, like Ezra, she
seeks to return to the worship of pagenism symbolized in the
Blessed Isles. Lavinia is, of course, as ineffectual as
the rest of her clan in fulfilling her desire to love, for
ahs.eannat egscape her heritage of shame. GShe cannot love
without guilt. She cannot, therefore, create, ILlke Hina,
Lavinia is mascenline in her quest for 1ife, She refuses to
accept the Father's distaste for abandoned love, However,
while Nina retained enough of the fertility of the pagan
Mother to oreate and actively participate Iin life, lLavinls
is capable only of desiring 1ife and 1s completely unable to
eanaumﬁnta her desires,

Thus, through an examination of the eight plays selected
for this study, an effort has been made to trace wuman'a‘role
in 0'Welll's scheme of things, and in doing so, to show that

0'Neill became so engrossed in the nature of woman as to find
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her a more fitting subject for tragedy than was man. For
in the final analysis, 0'Nelll's greatest tragedies are
concerned not with the tragic hero, but with the tragic
heroine,
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