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KEY TO ABBREVIATIONS USED

In this thesis I have abbreviated the following OC'Neill's

plays and sources in the following manner:

O*NEILL'S PLAYS {(Chronologically ordered)

Bound Fast for Cazdiff, 1914, Henceforth termed: B.E,C.

The Emperor Jones, 1920, Henceforth t@rmeds‘Eggk

caemcumuet

The Hairy Ape, 1921. Henceforth termed: H.A.

Desire Uander the Flimz, 1924. Henceforth termed: D.E,

The Great God Brown, 1925. Henceforth termed: G, G, B,

"
farco Millions, 1925, Henceforth termed: M. M.
1

Lazarus Laughed, 1%26. Henceforth termed: L.L.

Mourning Becomes Electra, 1930. Henceforth termed: M. B.E.

Ah, Wilderness! 1933, Henceforth termed: W.
? Comemy

Davs Without End, 1934, Henceforth termed: 2&@;&@

*

A Long Day's Journey into Night, 1941, Henceforth termed:

EJ@ DQJQ NO

The Iceman Cometh, 1946, Henceforth termed: I.C.

e ap—

OTHER SQURCES

Kaufmann, Walter. The Birth of Tragedy and the Case of Wagner,

New York: Randon House, 19267. Henceforth termed: B. 1.

« The Portable Nietzsche, New York: Viking Fress, 1954,

Henceforth termed: 7.

. Nietzsche: Philosopher, Psychologist, Antichrist.

Princeton: Princeton University Press, 1$69. Henceforth

termed: Xaufmann.
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ABSTRACT

In The Birth of Tragedy, Nietzsche envisaged two great

artistic powers in Greek tragedy before Euripides: Appolo and
Dionysus, If we add to the concept of Appoleo the meaning Nie-

tzsche gave to the word "Perspectivism" in Human-All-Too—

Human, we may approach to the psychological meaning of the

e N

word Appolo in this thesis; while Dionysusg keeps .dts original
meaning.

In the meditation entitled 90f The Use and Disadvantages.
of Historvy for Lifé," Nietzsche described the "Historical®
and the "supra-historical man." The former is also called
the "false superman® or the "Appolonian man' in this thesis:
the later one becomes a synonym of the "Dionysian man® or the
¥oguperman, ®

In O'Neill's first plays, most of them one-act plays about

4

the sea, the Appolonian elements prevaily and symbolize the
recegsity of illusions for life; while the Dionysian elements
are less common, and generally symbolize man's hope in the
world of becoming., In 0'Neillfs middle period, Dionysus over-
comes Appolo with a Zarathustreaﬁ apotheotic affirmation  of
life. In the last plays, O'Neill is back to Appolo again, but
without the Dionysian hope of his first plays. In these last
plays OfNeill seems to suggest that man must face life, and
the painful consequences of the “principium individuationié"
in 2 hopeless world, where the wisdom of the Great God Pan
becomes that of his wise companion, Silenus:

"Oh, wretched ephemeral race, ~children’of chance and
misery, why do you compel me to tell you what it would -
be most expedient for vou not hear? What is best of all
is utterly beyond your reach: not to be born, not to be,

tc be nothing. But the second best for you is-— to die
soon" (B.T., Sec,3, p.42).



RESUMDO

Em Q Berco dar rragédia, Nletzsche percebeu duas grandes

expressdes artisticas na tragédia grega antes de Furipides:
Apolo e Dicnisio. Se nbds acrescentarmos ac conceito Apolo o
sentido de #Perspectivismo,” como Ffoi descrito por Nietzsche

em Humano, Tudo Muito Humano, nds entenderemos o conceito

Arolﬂ como ele & empregado nesta tese: © conceite Dionisio
congerva o mesmo sentido que lhe fol conr@rido originalmen~—
te por etzsche.

Na medz*agac entitulada “Do Usc e Desvantagens da Hig=
tbria para a vida," Nietzgﬁne nos fala a respeito do *homem

histdrico® e Ysupra-histdricce.” 0 primeiro é agqui tambem de-—

C

nominade de "Ffalso super-homem,” ou de “homem apolinico;" o
segundo tarmam9@ wm sin®nimo  de “homem dionisiaco™ ou de
Ysuper—-homen.,

Nas primeiras pe¢as teatrais de QO'Neill, em sua maioria
pé,as de wm sb ato que versam sobre o mar, prevalecem os sim
bolos apolinice que sugerem a necessidade existencial de
ilusdes para o individuo; enquanto os simbolos dionisiacos
sdo mencos frequentes e sugerem a esperanga do homem no mundo
do devir. Em seu segundo periodo de desenvolvimento, G'Neill
d& preferdncia aos simbolos dionisiacos e 3 apotebtica afir-
magao da vida, conforme foi pregada por Zarathustra, As ﬁltg’
mas pecas teatrais de 0'Neill sugerem que o homem deve enfren

ar a vida e as penosas consequéncias do fprincipium indivi-
duationis™ em wn mindo sem esperangas, onde a sabedoria do
Grande Deus P3 assemelha-se 2quela do seu companheiro,Sileno:
"Oh! raga deégragada e eféméra, filhos do acaso e da
miséria, por que me forcais a dizer-vos aquilo que seria
muito meilher para vbs nZo ouvirdes? O que & melhor para
vbs esta definitivamente além do vosso alcance: nZo ter
nascide, ndo existir, ndo ser nada. Mas, a segunda melhor

coisa para vos & morrer logo® (0 Berco da Tragédia, Sec,
3, p Py
~F 8 T e
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CHAPTER ONE

Eugene Gladstone 0'Neill mayv be said o have been a thinker
who wrote plays, Because he was a thinker he used the whole M-

the theater as a medium fo ¢give emoticnal expression

to his own way of think
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highlyv effective devices

been praised as the greatest American
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Drama in 1945, O'Neill 1s reported

"T'm always, always trying to interpret Life in
of lives, never just 1 s in terms of chara T
always acutely conscicus of the Force behind— F
cur biclogical past creating our present, whatever one
certainliy- and of the one eternal

is glorious, self-destructive struggle
egs him instead of being, as an
incident in its expre

$

o
0oy
in

£

(8]
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The "Force behind® or the "Mystery®™ 0'Neill tried to express

[Py

te take Precedence over dev e?opmeﬁf of char-

pleasure, moral texiture, or individual be-
hevior of the spectator. And O0'Nelll often complained about
to realize the symbolical meaning of

 symbols he tried to

mzkes 1ife elther tragic, or glorious,
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or worthless. In 1924, for instance, after a performance of

The Hairy Ape, he said in the New York Herald Tribune that

the public "saw jmet the stoker, nct the symbol," and that

4

the symbol would make ¥the play either important or jus

Bugene O'RNeill, however, was not a philosopher or a

r)
C\
sx.-—e

A T et e e s e ot aenae n IR L P ; s AP
psychologist in the strict sense of the werd, therefore,

.

“uwCﬂoioa!sa

na, Lao-Tze,

*T . o Y .
some,. None of them,however,

more tharn Friedrich Nietzsche,

exerted his influvence not only on

UO'Neillts theater, but on most dramati

I/;J

st of the early nine-

points out in book

£ T

ik‘(
the

3 & ost geml
ater of réfq,g,

.
he‘s chal?@rqp &sgumlﬂg an
vuts him in conflict
ejecting God,Chur
rights of the ind
rernment, moralityy conventioms,
osture of the rebel, chafing
mined te make all barriers

l"-‘

oWy

This same idea is shared by rEdwin A.Engel, who also

zache had a special appeal for those like

From world-weariness:

provided a formula for such as OF'Ne
uatn Scripture and Darwinism: subs
] the satyrx for the ape. He



ism he lent support hy disparaging the "naturalistic and

1n‘“r3~tiv tendency.,® He offered the doctrine of Eternal

Recuryrence, his own version of death and rebirth., And to
theose, like O'Neill, who suffered Ffrom world-wear iz s

aaa Llfemﬂitknes he taught struggle in place of resig—

lace of denial. Such was the Di

*Neill tried to adopt.® (5) ‘

. W Y o ~ - o - o by e
some of Nietwsche't's enthusiacsiic

~ o Ay o~ il Yo . \ - L SRS W, S o 7?1

& got a copy of Thus Spoke Zarvathusira. "When
$ T VT oy P 1 k . " ¥ . £ < F
"Heill was not talking about Nietzsche, "Edward Xeefe, one of

likely to hold forth on the greatness

1

athustra had an everlasting influence

, O'Neill was asked 1if he had any

Said,“is in one wWoré-—
critic Benjamin de

him more than any

Clark reports usg that when

gy

met the plavwright in 19256, he noticed that 0'Neill carvied

Nietzsche's The Birth of Tragedy in his coat

\

‘Agnes Boulton, 0'Neill's second wife, tells ws that,

1{ra... nad more influence on Gene
book he ever read, It was a sort of
pt it by his bedside in later years
acraed book. In those early days in
7) he spoke often of Zarathustra and
tzsche, who at that time moved his
ig mind. He had read the magnificent
exciting man over and over again,
:gemeé an expression of nimself, I have
e that belonged to him, which he

I knew him, and which are copiously

~f the time who most influenced 0F'Neill
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suuﬂst ;trinﬁberamﬂwnose temperament and genius were strankm

(11)

In his Nobel Prize acceptance speech, 0°'Neill hailed Strind-

ingly similar to Nlétgﬂgha" deserves special reference,.
berg as "that great genius of all modern dramatistSee... It
was reading his plays, "0'Nedll then said, “that, above all

else, First gave me the vision of what modern drama could be,

and first inspired me with the urge to write for the theater

N
10

- L2 . ) - ) .
@if. " ‘Engel, quoting the Gelibs, says that Nietzsche
and Strindberg were (O*'Neillfs literary idols and they fhecame

in some ways a pattern for O'Neilil's life.™

g A oy vt g L ey FaJrupy - N e m iy g o * crpr o - "1y s o 4 - re e . T
Lo Mencken, for instance, who was the co-editor of the thea-
Ter critvic George Jean Nathan, was a great admirer of Der

Antichrist, He gave O'Neill a copy of it in 1909, and even

1

the book in 1820. Inspired by The example of one

of khis friends at George Pierce Bakertg playwriting course at

QfNelll read "the whole of Alsc Sprach Zarathustra

in the original.” Another of his friendsg Terry Carlin, con-
sidered himself an example o©f the super-man, and 0'Neill im-

mertalized him as Larry Slade, the philosopher of The Iceman

Cometh. Another example is O'Neill's attempt to convert kis

New London girlfriend, Maibelle, to Nietzscheanism, which is
p ‘
(14)

remembered in Ahiﬁ";ﬂe%vec

1

is not a source study of the plays,
not an exhaustivw study of O'Neill's

ntance with Nietzsche, they seem to

to prove the piaywright’s'affimity with the philoso-

-

an influence by the intermal discussion

show 1ts philosophical and psychological

E4

11%s theater of ideas is our main purpose
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REVIEW OF PREVIOUS CRITICISH

Although some critics have alr@ady recognize =d. the

o
H

portant influence of Nietzsche's thought in the plays of
Fugene Q0'Neill, we have not found any full-length study to
support all of the ideas discussed in this thesis, but only
some articles about some specific plays and some specific
Nietgzschean themes |

Bdwin A.Engel is one of this criti s. In his article,
#"Tdeas in the Plays of Eugene 0'Neill," Engel suggests that
Nietzsche had special appeal for O°'Neill only in some
writien from 1924 to 1926, which followed hig parents'! and
clder brothert's death. At that time, Engel thinks, 0'Neill

was imbued with Nietrschean defiance and vitality and he

"managed to overcome his grief, to affirm 1ife,®” and to
declare his family "good and sanctify them— all as Nietzache
; (15)

According to Engel, Q'Neill's life was then marked by

this traglc/fajlllar event ., In his fellowing plays—— Desire

under the Elms, 1924; The Creat God Brown,1925; and Lazarus

Laughed, 1926—Nietzsche's Apollonian and Dionysian concepts,
his idea of Etermal Recurrence and the doctrine of the Super-
man stimulated O'Neillfs imagination to write of deep personal
feelings, while Jung'!s and Freudts psychological speculations

about Father-son enemity and mot ‘her-son affection illuminated

Deris V.Falk in her book Eugene O'NEILL and the Tragic

ion also favors a psychoanalytic interpretation of

0*Neill's plays, thoughshe also suggests a Nietzschean one.
kX, O'Neill's plays are an attempt to
ain human suffering and to justify it. The result 1s

N

e oy ey 0 o
the ways of God-- or

n

ication of



Q

fate— to man: first, that suffering and the very need to ex-
nplain 1t are the fountainhead of human action and creativitys
and second, that fated though he may be, man is u*“*wately
free and responsible agent who brings most of hls grveL upoen
himself thyough pride.® (18) |
This view of 1ife, Palk says, is not a new theme in li-

terature. It has a long familiar history both -in philosophy

“OtNelllts conception of process as the i?i} in which

i are reconciled has numberless philos pmiﬁ?l par-
sources— in the works of Heraclitus, Plato,
Lacitze, Nietzsche, Emerson...;"while hlS great-

ﬂ)
O

?

¥
erees and heroines belong to "the literary tradition
of Fall through Pride-— the tradition of Prometheus, Oedipus,
Tamberlaine, Mecbeth, Satan—and Adam, Faust, Ahab." (17)

.
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sither a Greek, nor an Elizabethan, but a

nineteenth-century writer, he found in modern living and in the

language of psychoanalysis a modern vehicle to interpret his
ideas. Falk, then, emphasizes that the Sin of Pride means to

CPNeill what it did to Jung:

M

"Man ig in P( al error." Falk says interpreting Jung,
that his conscious ego can fulfill all his needs without
acknovledgment of the power of the unconscious, the mod-
ern equivalent of the gods. Clinically speaking, the
ignorance or supression of unconscious needs Fesuits in
neuroses and psycheses; poetically speaking, to counsider
cneself the sole arbiter of one's destiny is to court
destruction. On the other hand, the conscious egoc must
attempt to assert itself, for complete submission to the
uncenscious drives means withdrawal from reality and
action, just as does the fatalistic and complete submise
sion to the "will of God."0'Neillt's answer, like Jung®
is the classic one, Men must find self-knowledge and a
middle way which reconciles the unconscious needs with
thoge of the conscious ego. This means that life inevi-
tably involves conflict and tension, but that the sig~
ﬁi?irance of this pain is the growth which Jung calls
#individuation”— the gradual realization of the inner,

complete perscnality through constant change, struggle
and process.” (18}

-



FPirms that D’Nezil consciously developed these
epts, while unconsciously he anticipated the
findings of the “Neo-Freudians," Xaren Horney and Erich Fromm:

"Freud saw man as the victim of animal drives which,
4 be sublimated to constructive ends.Although

1 1

Neo~Freudians revere and use Freud's insights ana

hniques, they see man as a free and dignified being

able of creating his own destinyv.The first, howvever,
1

3ins against self and others 1s Pride,
113 1s not, of course, that healthy seif-regpecting
ride which gives man confidence t@_aét; it is instead
false pride that Wietzsche calls "“vanity®- the
attempt to create oneself according to an impossible,un-
true self-image. Th 3jaa and swollen ego cannot differ-
@nfjﬁrﬁ Ha*ween “mr ity and humiliation, arﬂ therefore
nnot fa its falseness without complete
is neurotic pri d?, like the
seiously rejected hils human-—
— for aspiration to Godlike
perate, uncon 1scious urge to achieve
ive him forward with the compulsive
: ~: the shame of his
to achieve it may cause him willfully
. Or to seek asylum Ffrom
eath., " (19}

i!)

Suppoerted by these general ideas, Doris V. Falk divides
OfNei1llts plavsz in seven different parts: The Searchers, The
Extremists, The Finders, The Trapped, The Way out, Fatal
Balance and Long Dayv's Journey. |

What is important here are not the details of each of
se parts, but Falk's many suggestions of a possible
Nietzschean interpretation of the plays. She recognizes that
"OfNelll Felt, with Nietzsche, that tragedy is an affirmation

1ife:® that the entire "“Christ-—
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Dionysus dichotomy, " and "the transvaluation of Former val-
O*Neillit's plays, especiazlly in those written
Nietzschean themes, (20)

agree with Falk's suggestions that the pull

s 13
Foy
3
o
w3
=
m

1s a uwnifying in O'Neill's plays,and

ol



tnat the struggle be een the unconsci ious and conscious ego
manifestation of such oppesition; but we may interpret

1t as a manifestation of the Dionysian and Apollonian

o . . “

rengtih Nietzsche describes in The Birth of Tragedy, for

.'
r"f
o

WO

main reascns: . First because Nietzsche has always been conside
ered a precursor of Psychoanalysis: and second, because
0' HNeill rejected its influence in his plavs. In 1926, for

ocut Clark's criticism of Mourning

L StV

jection. Taken

uy Freudian obj
“ﬂ31@  find fFault s ifh the critics
: >olpt»w1h t they read too damn
mach Freug imﬁ@ stuff tha; ggmld very well have been

ilan uldﬂ that would

Dostoievsky,etc

:Mvuhalﬂrhw .

iﬂ%@ﬁt@d@ And T

ig. As far as I
Ju

by Freund, Jung,

pavchoanalysis was ever
)
¥
i

OIS We

as Bgil T®rngvist,shares

tNletzerhe and O'Neill:.

published in Orbis Litferarum

£
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FPalk, that the most obvious

.iet1gwwe and O %ﬁﬁl“ isg

C of tra chx,"lﬁrfﬂ st says,"as a
ohysical solacs ard of the theatrical experi ience
ag affecting a sense of Dionvsiac oneness with onef
felliows and with the universe led him to believe +hat
the pre-Socratic Greeks "could not endure individuals
ov the tragic stage,."and that the protagonists in the
Aeschvlus ana Sovhoeles are, in fact, only
the original hero Dlouysuﬂ At this Diony—
ge tragedy was aulil mythopoeic, was stil Y
ic reflection of a universal 1aw " which could
o ecstatic, metaphysical experience. When,
ides, tragedy began to draw finely

’D

axn

s - a1
7 with
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individualized portraits, it was a sign that the mytho-
oeic power had become corrupted by scientific reasoni£7
Without nourishment from the fertile, visionary Dionys iac
realm, tracedy was dwarfed and crippled; no  longer the
higher human task, the true metaphysical activity, the
writing of tragedy shrank to mere "quasi-anatomical pre-
paration.” In Wagner's work... Nietzsche saw a hopeful
return tc the high aim of the pre~Socratic G 7&eeksw"§22‘

L' ]

O'Neill, according to Térngvict, always shared this
mystical Dionysian feeling, bhecause he never ceased to favor

the general, the universal, the "mystery,® or the "Force

behind, " He also thought that Greek tragedy was the unsur-
passed example of art and religion:® that the tragic spirit

has nothing to do with pessimism in its comm

: o}
being® are not get by logical

tragic herots struggle symbolizes

w2

] [ TS S Y » e A g P o
the only worthwl » struggle of man,

wills his own defeat when he purgueq the un-
i said. “But his struggle i

successt. .. Such a

"‘J(}'f)

- re is necessarily t“acl . But to
me he is not depressing: he is exhilarating! (23)

also suggests that the main symbols we fimdlin

rs may also be related to Nietzsche's basic view

"Neill's usage of mask devices, for instance,in
Lays of the middle period (rdwﬁhlv From
1923 until 1228}, expresses the imner divisioa of the charac-
ters, and it eymbolizes the truly Dionysian suffering, 1its
rhvsical dismemberment. The high Ffrequency of m wsical elements
in the plavs may also be related to Nietzschefs view of music
zs an integral part of tragedy. Also t6 Nietzsche's view of
tragedy, as well as to "Zarathustra’s remain~faithful-to-the-
earth" may be related O'Neill's justaposition of nature and

gea and earth.




political individual who seeks self-perfection far from the

(24) |

modern world,® 7
Like Nietzsche, 0'Neill thought that the State and the

Jhurch are the two nmain forces which lPuﬁ men Jn o animalistic

.

conformity., OfNeill lost his faith when he was thirteen, and’

he dramatized it in his bicgraphical plav, A Long Day's

Journey inteo Might, which also suggests his conversion from

FDMUND.
TYRONE,

pray for Mama?
o God these many years for

EDMUND, Then Nietzgche must be right. (He quotes
hus of

task to attempt to fill the ter-
1t ofGod and to give medern  man

iave, O'Nelll declared in a

Nathan, published in &Qphaaﬁ Intimate

that there is a "big subject% behind

and he described it thus:

*The plavwright today must dig at the roots of fThe
sickness of today as he feels 1t— the death of the
01d God and the fallure of science and materialism to
give any satisfying new One for the surviving primitive
religious instinct to find a2 meaning for life in, and
to comfort its fear of death with.," (28)

Some years earlier, Q'Neill saw the cure for "the sick-
ness of today® in Zarathustra’®s gospel, "the only way we can
get religion back," he then said, "is through an exultant

W (27)

of Lif In O'Neillts Lazarus Lauched, for

replaced by a Zara-

o

2oth Jehovalh and Jesus are
thustrian Savicr, Lazarus, That 0'Neill had Zarathustira

in mind, T®rngvist points out, when he wrote Lazarus Laughed

(ﬂ

ol

U
i
o

(1)

becomes plain from his letter te Benjamin de Casseres, et

" ) BESEe N
22 ? LY 27

R i |
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say of Lazarus Laughed deeply pleases nme-
r tiat you found something of “Zaxath;s*ra“

g

1y
1n it@“ (063

Another cardinal poznu of Nietzsche's philosophy, onm-
>d by T#rngvist, is the supermants attitude toward 1ife,

is characterized by the supermants acting beyond geood

1 reveal the hollowness of traditional

howing how what 1g commonly h

ag evil and vice-versa., Many of his characters,

Diorn in The Great God Brown, are

victims of a warped morals, He 1s even reported

to have said in 1922,

are no good people or had people, Just
with deeds. “Good” and "evil®"™ are
misieading and outworn fatishes as
bullet, . (‘s(ﬂq)

And among 0'Neillfs notes we find the following:

ily, I tell vou: Good and evil, which would be
' 1o not exist! OFf themselves they must
surpass themselves." {30)

inn The Birth of Tragedy, D*Neill would blame

“Alevandrine Man, " who is called the "Historical Man®™ or
his thesis, Ffor combating the Diony~
within the common concepts of good

L

he sazys in The pirth
dom and dIT,&t Jveks

b

s
carthly consonance Fact, a deus ex ma-
owry, namely the god of machines and cru-
ig, the powers of the genii of nature
and emploved in the service of higher eg
s in amending the world by knowledge, in
ife by science...."(31)

m
.é

according to THrngvist and

sod Brown, has muach in

vandrine man.



{Brown) is the visionless demi-god of our  new
materialictic mvth-a success— building hic life of ex~ .
terior things, inwardly empty and resourceless, an
uncreative creature of superficial preordained grooves,
& by-product Fforced aside into slack waters by the deep
main current of life-desire.* (32)

he Alexandrine Society, according to Nietzsche, still

"requires a slave class to be able to exist permanently: but

in its optimistic view of life, it denies the necessity of
(33)

In The Great God Brown T8rnquivist points

out that this class is vepresented by Cybel,

pariab in 2 world of unatural
segregators, who are thus

of their laws.® (34)

THrngvist dlaims that other examples of Alexandrine Man

in O'Neillts plave are Charles Marseden, "the professor £

<§3&ﬁ languages in Strange nteriude; Marco Polo,

“ferent, the Roman mob and Caligula in

e, "Nietzsche and O'Neill: &

emphasirzes the Nietezschean

Most of these ideas, hovever,

y T®rngvist, called
)

'm'%ijw article

suggests that Lazarus resembles a composite of

namely, Dionysus, Zarathustra, Christ and Buddha.
however, claims that 0'Neillfs main emphasis in

on Lazarust "Dionvsiac nature® while "his gospel

iz almost wholly Zarathustrian,®
3

"Lazarus... 1s Dionysiac in a Nietzschean sense and
in an abstract séense, mythical sense; he is once  a
superman and an incarnation of life, Dressed
Dlonysug-— e wears the "hide oF a “v‘l with g

SeVen wreeks Wno Porm twﬁ wﬂ0£u$

old Follovers of DionvsusY are




bt
a2

dressed in goat skins and have their bodies daubed with
wine lees. There is lavghter, singing, dancing, and
music from cymbals,” (36) '

According to T8ragvist, 0'Neill's leaning toward reli-

tism expressed in Lazarus Laughed and some previous

Ith. ..

gious syncre

plavs suggests the plavwrightts believe that "all F

i‘.}

are one and equal--within.®

PR O and turned into a Nietzschean,
ne {0'Neill) felt it a matter of particular concern that
Jeug and Zarathustra-— the spokesman for meal Ehele

wordly hopes ‘ spokesman for pride, j Vs
e earth-somehow be found "one and equal,®

Another important article about Lazarus Laughed is

Cyrus Dayfs "Amor Fati: Q?N@illfs Lazarus as Superman and
Tn this article Cyrus Day points out O0'Nellifts

attempt to rveinterpret Nietzsche's doctrine of the Superman,

et

famor Fati.® eternal recurrance and pitv:

"amor fati, or love of necessity,™ Dav savs, "may be
defined as the rmanfs attitude toward life and death.
On the positive side it implies the jovful acceptance

and affirmation of earthly 1ife and of earthly suffering.
On the negative side it implies the rejection of the
Christian believe in perscnal immortality. "Remain true
to the earth," Zarathugtra advises, "and believe not
those who speak unto you of super-earthly hopes.... Ye
want to be pald besides, ye virtuous ones? Ye want
rewvard for your virtue?® #

0 Curious greedy Ones," sayvs Lazarus, "is not one
in which vou know not how to live encugh for vou??®

"This life is thy eternal life," says Nietzsche.

"Men must learn to live," says Lazarus.?” {(39)

sccording to Cyrus Day, Lazarus represents the super~

i, He triumphs over his animal passions; spiritualizes

Pt

is will to power; affirms 1ife saying "Yesg" to.every pain

o~

cand suffering, while his wife Miriam negates 1ife; finally,
Lazarus believes in the world of becoming, Lazarus® minig-

e e %, - g Uy o ey . O - 17 s AP, I
rery, however, becomes a fallure. His followers Forgetr 1t
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just after Lazarus' @ppartu re, and Lazarus himself recognizes

that the “greatness of bav1ors'ig that they mey not save,"

h

[l

and the"greatness of Man 1is no God can save hine—until

W
s

he becomes a God," (40)

At last, Cyrus Day points out that Lazarus Laughed is

a Fallure as dyama, because it is "a play about an idea rather

5

than a human being's reaction to an idea. Lazarus is an inte-

grated, undivided character, and the idea he advocates is pres-

b}

ented in the form of undivided truth, BEffective drama cannct

be erected on such Foundations,® TREg1Y T8rmqvist thinks
tlsfactory as a tragic protagonist, because

{4}y

suffering:® fand Doris V. Falk, because

43)

"drama should "act out®™ mants dilema, not explain it in
is

intellectual and expository terms
AG WE Are ﬂmt concerned in this thesis with the validity
of O'Neill's art, we may sayv that these last critical com-
ments suppert our main theorvy that OfNeill's theater may be
Qailﬁd a theater of ideas, Unfortunately, the critics we

have read almost wnanimously point out the influence of

zsehe only in 0'Neill's plays written before Lazarus

16 Bdwin A, Engel even thinks that with Lazarus

?;;gﬁed O'Neill's ended his digcipleship to Nietnsche,Afcer

P . N . . s
a careful reading of the plays, however, we disagree Ffrom

relts point of view, Wt we are not alone, Egil T#rngvist

st}

iso recognizes that Niegtzséhe's influence on the playwright
was an everlasting one. According to T8ragvist, OfNelll's

Y

last plays--The ITceman Cometh, Moon for the Misbegotten,

A Touch of the Peoet, A Long Dayvis Journey intc Night,...-—

by Nietrzachets dictum in Human, All-to~Human

that "illusicons are expensive amusements; but the destruc-—

. : , : (44
of iliusions is still more expensive, '’ )In the

for instance, 0'Neill points out, that man
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surround h: protective

to live, that life itself may be seen as an illu
the true reality which can only be partaken in b

moments are characterized by

nﬂture h@%e

a 3,17 onysi iac

0 Nedllits characters
a Diomvsian rapture, even in his last plavs,
Long Davs Jo v ointo Night:
sgeing the secret, are tne
2 meaning! Then the hand Ilets
P . - o~ o4y DU 02 = 3
tne 1] YOl ADE mlnﬁ@, lost in t© he £og again,
and vou stumble on toward nowhere, for no good reasond®
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cion that the specl
gedy in OfNeillt's plays has not been

; and mainly in this we find
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Dionysus 13 the symbol uf that *drmanken frenzy which threatens

to destroy all Forms amd *omev~“ Wtiq ceaseless striving

whilch apparently defles all Iax1tat1ﬁnq*” "the ultimate

abandonement one sometimes sernses in mus its psychological

£

ic
.
{

A2y
D =
P—

drunkness .. ¥

By that time Nietrsche wanted to prove that "every art:

1
her an Apollonian artist

B i - Pr gt g e g oy i - o s e - - Ly
in dreams, oY & Dlonysd ctist in ecstagies, or f

as for Ly tragedy-—at once artist in both
dreams and G:ﬁﬂﬁﬁﬁ@%"(ﬁavaP=383§ and that the tragic art

created by the Greeks succeded in dmposing Apollonian

~

L5 vy oo ey e T e s g e " - 2 Dm e
Forms upon the tumultuons struggle of the will in its

perpetial oyclie of fragnentation and return to unity. This

uggle has bwmr embodied by the Dionysian hero, or  the
riitual destruction and

reuniFicat

sgedy, ¥ Nietzsche savs in
Dionysian chorus which
i“yeﬁf L o2n Apollonian world of
parts with which tragedy is in-
it were, the womb that gave birth to
so-called dialogue, that is, the entire
the real drama, In several succes-
primal grouvnd of tragedy radiates

. ama which is by all means a2 dream
spparition . at extent epic in nature; but, on
the other hand, bmrm7 the objectification of a
bienvsian state, it represents not Apollonian redempticn
through mera appearance but on the contrary, the
shattering of the individwal and his fusion with primal

T, P i R -, P
i,’e]\_ ﬂ[:j ¥ i‘}? P ® g g,: » ‘-J“g"'u

;e

our thecretical assumption in this thesis is that

OfNe1ll,

wt most of his plays, always reflects
fr

thesa m The Birth of Tragedy,but he never

an equilibrium between them. In his first plays

1
about the sea, roughly Ffrom 190123 until 1523, the Apcllonian

3 8 o~ E e B R Y T Y o iy S Y -
world of dresms, oY illusicns prevailss while the Dionysian
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3 ente which e ; et i
elements which are independent of historical changes®

(5ee Xaufmaun,p, 123Y,

A e g 5 - W . ‘ s s - :
According to Hietzsche, the *historical man", also iden-
"Alexandrine man" or the "false superman,"
the futuren(8ee ¥aufmann, p.123). Because he

“uture, on the one hand, he believes in an

; on the other hand, ke uses any means to

o between himself and his dream, as Hickey

cave %y EWeT 1Y T mL., : T % ’
Says 10 0'Nelldl®s The Tceman Cometh, "I've seen the day when

i o J £ ﬂ,ﬂ- “r' e e - o . X e
10oeayone forced fie to face the truth about my pipe dreams,
T have ol Iy 4 o . . -

PoAdve SnoT nim o (T, ,ITT, p.192). Nietzsche dencunces

>d admiration for success,” his

(3 Y & ¥ i R Fa) s
iy C}‘C\,»Jv & ;,:ff‘}a !:)L l:hﬁ*f Farty a 1 . 13 .‘hl g sa q hy*e =1 i* L O E‘s‘vygl‘l‘s‘\f H po\x‘]ﬁ«r e

and "waalth® (oo e, o e : . o .
3 wealti" {%ee Kaufmann, p,lJ?Ec Nietzsche even thought

/
ol e ey e =
that the "hist DTl

L man® ds not different from the“lower

nimals ané That he"lacks all essential dignity or worth®
(See Kau?maﬁm,aﬁgfw~¢ '
& o f i

O'Neill's Ditteyne

nst the "historical man™ always

h
reflects : RBij ool far
sriects can ideas. Bl.}.}.y Brown, oy

y G AT S
lnscancs 5

~owrl, 1s helpless without the

ion Anthony, Marco Polo, according to

*has not even a mortal soul, he

Cive instinet® (M.M.,IT7,1,p.251). Sam

/

T ey e 4 RN
Evans 13 & "“foun

U of meaningless energvy" in Strange Interilude,

Ty . x
Lae aughed look like a "multitude
of

+

is repeatedly described in

The JIceman Cometh, Larry

Q% = A pi 1y g . ;
Slzde, the pﬂllempﬁer, describes mankind "as a breed of

Nietvsche suggested that

“individuation,

frollonian principle, caused all pains



N
[

and sufferings to the world,In his Second Meditation, ne
lyses the "historica 1% in terms of suffering; the"unhis-

Y
torical® in terms of happiness; and the "supra-historical®

by

in terms of
he beauty of Greek tragedy, For instance, has been elevater

Tsupra-histo al® value, because

.
into & timeless

1
W
5
=
lwa
G
et
-
0

it 1s still beauty for us. In the “"highest specimens" of
humanity-aliso called the "supra-historical man®, and later,

the meaning of life and history

The ”guw&TMwn“mwm@

or "supra~nlstorical¥ values,
ements In 0*'Neill’s plays may be envi-

ally;"™ For they favor, as in Greek

the universal, and always attempt to
express the true Diomysian primordial unity, the Godfs
physical dismemberment, sufferings and pains, which made

~

ragedy possible. 0'Neillis idea of eternal recurrence, for
instance; his usage of masks in many of his plays; the
ﬁpiiﬁiinﬁ personalities in some of his characters; the
importance of mother-son relationships in come other plays,
.. may be said to be moderm psychological ways to express
he Dicmysian myth: and Lazarus, his best attempt to express
the "supra-~historical man® and to convey the meaning of
Zarathustra's doctrine of the sup erman to the theater,

These themes, howvever, are almost always dominant in

plavs written hefore Lazarus Laughed, In his last

plavs some of them, like the doctrine of eternal recurrence
and the usage of masks, are only suggested., 0fNeill's

enthusiasm for Dionvsus and Zarathustra's apotheotic affir-
mation of life are then softerned. What remains <4s the pain-

S ful reality of the Apollenian “principle individuation,

bt

and the necessity of illusions to escape the wisdom of

B BN YNAY - § - - 5w oy
lrenus, LIONYGUsSt COMmpanion:

the relativeness of values (See Xzufmann,p.R4 -£7)
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®0ll, wretched ephemeral race, children of chance and
misery, why do vou compel me to tell you what it would
be most expedient for you not to hear? What is best of
‘all is utterly beyond your reach: not to be born, not
to be, to be nothing. But the second best for. you is
- 0o die soon® {(B.T.,p.42).

Finally, 0'Neill®s last and autobiographical play, A

Long Days journey into Eight, may be said to be not only an

antoblographical review of the playwright®s own 1ife and
plays, but also the Fulfiliment of Zarathmstra's admonishment
to the creator: "Write in blood, and you will experience
that blood is spirit®{2.,1,7,p.152); which has been echoed
by O'Neill in the dedication of the play, "I give you (his
wife, Carlotta) the original script of this play of old

sOrYow, written in tears and blood.®
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CHAPTER TWO
THE APOLLONIAN AND THE DIONYSTIAN IN O!NEILL'S PLAYS‘

OfNeill's conception of life as an endless strﬁggle
between opposites, and his pleading for the rebirth of a
theater out of menf's worship of Dionysus made him believe
that it was still possible to revive in modern audiences,
through modern values and symbels, "theilr encobling identity

) . s s . X
with the tragic figures on the stage.® ( }G

£ course this
was very much of a dream, but ¢'Neill thought in 1832 that
"yhere the theater”is concerned cne must have a dream,and
the Gresk dream in tragedy is the ncblest everi® (2)

The Greeks, according to Nietzsche in The Birth Of

Tragedy, felt existence as something terrible and horrible,
In order to endure terrar at all, they had to create the
Olympian World, * a world of illusion,® which ®gradually
évalv&ﬁ through the Apollinian impulse toward beauty, just
as roses burst from thorny bushes*(B.T.,pp.42-43). O'Neill,
E@ilowihg Nietezsche, thought that modern men are not less
delicate than the Greeks. Modern men also need, like

every age and culture, some metaﬁhysical, or religious, or
sciemtific solace to give life a meaning or value. But any

meaning or value man gives life may be said to be an illu-

sion created by the kuman intellect, modeled in what man
calls ®ege.® “The ego,® Nietzsche says, "ig only a fictiom,®

*an attempt to see and understand our infinitely complicated
nature in a simplified fashion-—an image to represent a

(3}

thing.® ;?hrough the "ego”™ men reduced the world to terms
of his own being, his own logical or psychological preju-~
dreces and pressupositions, as things in themselves, A
thing in itself, however, is always an illusion, because

there is ng distinction between things. That there is no
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distinction between things, Nietzsche would have termed a
Dionysian insight, an insight we could not live with very
long. (4)

O'Neill's tragic heroes, generally speaking, need a
world of illusions to live in. The illusion is expressed
in the hero's pursuit of his own self, or an outward
reality, like religiom, science, wealth, poiitical povery
etc. The destructicn of the illusion, or the dream, however,
means the hero’s destruction, gymboli-sed b? hisg death or

eclusion from the social world. In his death, though the

[T
Y

hero recognizes he has lived a dream, he is requested,

especially in the playvs written before Lazarus Laughed, to

affirm life as something pwwerfﬁl and undestructibvle at the
bottom., In O°'Neillfs last plave, however, life itself
becomes an illusion, and the herofs struggle, a worthless
one.,

In his Ffirst plays about the sea, 0'Neill stated this
theme which has been fully developed in his later plays. In

the siight plot of Bound East for Cardiff—0O'Neill®s first

play produced in 19i4-—we can already grasp the positive
value of illusiors for life, and the Dionysian strength, the
Force behind individuation.

Bound East for Cardiff merely shows us the death of a

sailor in the forcastle of a British tryamp, which was going
from New York to Cardiff, om a foggy night. .

Yank, the dying sailor, is first presented to the
audience, sleeping. The fact that Yank is thus presented,
symbolizes Yank’s 1ifelong illusion or dream of having a
farm and a wife:

"It must be great to stay on dry land all your life
and have a farm with a house of your own with cows and
pigs and chickens, *‘way in the middle of the land
wvhere yuh'®d never smell the sea or see a ship. It must
be great to have a wife, and kids to plav with at night



after supper when your work was done, It must be great

to have a home of your own, Drisc® (B.E.C.,p.49).

Yank had nothing to lean on for support, but his dream.
God'was his enemy, because Yank had kilied a man in a fight.
The captain of the ship could do nothing For Yank, either,
as Yank tells hie friend, Drisc, "the captain can't do me
no good, yuh kuow it v&%r%elf”(B¢E@C°5p946}e Neither Drisc
or the money Yank had couid help him to solve the tragedy
£ 1ife,  "whatever pay's comint'! to me yuh can divy up with
the rest of the boys: and vuh take my watch*(B.E.C.,P:53).
Whnat remaing iz the Apollonian “principle individuation®

1

symbolize{ by Yank's lozeliness and the necessity to Pake
£

1,

sth and sr~£exing corageously and alone, "It's har to
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T'm going onalone®(B,E.C.,p.53).

OtNeill thaﬁgﬁt that individual death must be a

v%b@ ical celebration of life, a hope, even a hopeless
h@pg Por mankind, because, as Doris Falk suggests, death
iz & consolation for the hopelessness of the hope, and it
makes life seem less fragic, while 1ife makes death seem
less terrible. (5)

*This sailorts 1ife ain't much to cry about leavint,®

Yank savys, "yuh mustn*t take it so hard, Drisc. I was

just thinkin'® it ain't as bad as people think-—— dyin®,*

{B.E.C.,p.49)

43 soon as Yank dies, the fog, which remained through-
out the play, 1iftsy symbolically, Yankf's dream 1ifts. The
Apolilonian world of dreams i1s torn aside. The zsailors afe
relieved by Yank's courage to face death as an inevitable
complement of life, The Dionysian world is then suggested
by the power of the éeawwa symbol c? Dionysus in O'Neill's

' next plays— and by Yank's last vision of "a pretty lady
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re celebrated in only one rite: Yank®
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death and the hope of a new birth in his last vision.

The themes of Baund'East for Cardiff are developed in

The Hairy Ape, which was publisheé‘in 1921. The protagonist

of 0'Neill's new play is also called Yank, When the play

opens, Yank and other stokers of a tranmsatlantic liner are

2

seen in the stokehole. They resemble “those pictures in
which the appearance of the Neanderthal man is guessed at.
All are nairy chested, with long arms of tremendous power

and lov receding brows above their small, fierce, resent-

Ful eves.® Yank, however, ¥seems more truculent, broader,

by
bty
i

4

roer, more poverdul, more sure of himself than the

t. They respect his supericr strength— the grudging

respect of Fear. Then, too, he represents to them a self-
Hpression, the very last word in what they are, their most
highlvy @evﬁiépaﬁ individual® (H.A.,8C.1.0P.39~40). (6)

In these stage directions, O0fNeill made his stokers

reek satyr dressed in Charles Darwinf®s clothes.

4
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Like the satyrs, the stokers are part man and part animal,

followers of Dionysus, the stokers enjoy drinking and
singing snd no social or religious comsiderations seem to
trouble them. Those who try to break the unnaturalness of
this symbolically natural state are despiséd,by the
stokersg. Paddy, from the beginning of the play, is consi-
dered a coward by his comarades; Long, & pessimigt, The

only respectable and acceptable authority is Yank's superior
At the beginning of the play, Yank illusionary thinks

he "belongs." He identifies himself with the power of the

engines, with the gold, and the steel. His comrades see hinm

and his physical power, a vain symbol of his rootless



authority, an Ap@ll@ﬂlaﬁ illusion,

.. ltm gmoke,® Yanh-tells us, "and express traing and.
steamers and factory. whistle; I'm de ting in gold dat
makes it momey! And I'm what makes iron into steel!
Steel dat stands For de whole ting?! And I'm steel—
steel-— steel?! I'm de muscles in woiksi ALl de rvich guys
dat tink devire sump'n, dey ain®t nothinti Dey don't
belong. But us guys, we're in de move, ve‘re at de
bottom, de whole ting in us® {(H.A. Sc.l, p.48).

Yank thinks of the engines az he thinks of himself- a
strong physical powver- and according to it he values every-

thing: society, morality, beauty, religion...

"De Bible,huh! De Capflist claﬁsy huh! Aw mix on dat
Salvation Army-Socialist bull.® Git a soapboxi Hire a
hall? Come and be saved,huh! Jer P ug to Jesus,huh! Aw
g*wanl... yubire all wrong!® (H.A.,5C.1.p.44).

Mildred is Mr. Douglas®, the owner of the shkip, daughter.
Her fFather ww&g'azhﬂst all of the asteel produced in the world.
' When she sees famk% she Falls back im horror, crying: "Take
me away? Oh, the fiilthy beasti®* As  Paddy will say later in

fL was as if she'd seen a great hairy ape escaped

Mildredtis appearance, Yank's world of illusions

be sghaken. From here on, his feeling of “belonging®

will gradvally disappear, and (0'Neill repeatedly describes

%

him as "Rodin's Thinker.® The more he thinks, however, the
more he feels he does not "belong,® and the more he becomes
conscious of the necessity of illusions for life, His first
atkempt to regtore ?hlﬂg@ again, he tnlnks, is tc get revenge

upon Mildred, ®I was going to spit in her pale rmc:F geelsurs,

£ ('Neill seems to tell us here, through the protagonist,
hat any kind of govermment, be it connected to capi-

Iism, socialism or religion, is an illusion, whose
value is not different from Yank's feeling of belonging.



Loed

right in her pop-evesiDat woulda made me even, see?” (H.A.,
8C.5,Pe 67 Je ‘

Looking for revenge,.Yank goes to Fifth Avenue with
Long, a soclalist stoker, Lomg tries to conmvince Yank to
aveﬂqe himself not upon Mildred, but upon the class she
represents, "I wants to awvaken ver bloody clarss conscious~
ness, " Long says. "Then ver see it's ter clarvﬂ vertve got to

Fight not ter alone, Thereis a *ole mob of fem like ‘erx,Gawd

vank rejects Long's advise. He still believes in his
phivsical power, After stoppimg some pagssers~by without any
result, he strikes a gentleman's face. The policemem rush in
on Yank from all sides, and teke him to jail.

The bars of the iall were made of steel, in which element

he belonged., To destroy all steel
symbolically his own gelf-image, is

tep after getting free from jail. He goes to the

W, a socialist organization— to offer his
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~vices to bomb the steel mills, *Dynamite! Blow it often de

oith~ steel- all de cages— all de - factories, steamers,build-

feel Trust and all dat makes it go® {(H.4.,
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Yank's progress in. the play is a progress toward self-
destruction, for it is an attempt to destroy his owm illusion.
The illusion, 1w 0°'Neill's plays, has a survival value for the
character, He who destroys 1t within himself, as Nietzsche.
géysg i1s "punished by that most severe of tyrants, natureﬁ”€7}

Yank®s last attempt to keep his own illusion, to fix all

things again, vanishes when he is thrown out of the I.W.¥,

- he ¥Yealizes he is alone, and alone he has to face 1life,

Like the herco of Bound East for Cardiff, His self-image, the

which was supported by his comarades in the stokehole,

¥ L@ng?s words always reflect the influence of socialism on
OtHeill at the time, 1921
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vhen ne remembers Min, the prostitute, "shets purty, an' I
dontt give & damn how many sins she's sinned afore mine or

who she's siny ‘em with, my sin's as purty as any
fem® (D.E,,Part *wScﬂﬁgp¢1$3}w Abbie, in Part three

lonesomensss and hard

thus witness

the evmpathizes with Dionysus becomes
cilear at the end of the play. The two lovers, Abbie and

commiting suicide, surrender

courageously

*They both stand For a moment looking up
raptly in attitudes strangely aloof and devout,” OtNeill
Eben the sunrise sky and comments,
"gunts a~rizint, Purty, Hain't ip?* {D,E.,Part IIT,Sc. 4,
p. 206}, ¥ -
The Dionysian theme of Desire Under the Elms appears
again in The Great God Brown ‘095} ghed(1926),

Blectra

an arti

£y

LR vin

R

nature

purest manifestation of the creative impulse, At the same
time, O'Neill's claims Ffor an "imadinative theater® geems
to get 1ts highest expression in these plays.

* noris

£,

{2
o
ot

)
4]
£

¢




38

The use of masks had already been touched slightly  in

s

The Hairv Ape, but in Thé Great God Brown it is fully explored.

All the main chara cters, except Billy Brown in the first

t God Brown

o

N

G
b

Kot less im than the masks in The ¢

rt

part of the play. are maske .
5

oTtan
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ey = N g el
are the names of

tNeill's characters. He himself explained
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them in The New York Evening Post

nd St., Anthonv— the creative
« fighting eternal war with th

"Dion Anthony— I Y
£
enving spirit of C *“atiaﬁwty a8 re-

D1
pé Gan acb&paazce of
: e

nony-- ... Margaret is my image of the
the h““auarité cf gﬁncTw~t : eﬁerﬁal
&

tﬁ% means to h@v end @* mginw
incarnation of Cybele, the
greagation as a pariah in 3

patronized by her segrega-
the flrgt vigtime of their
demi~-god of our newv mate-
ri&ligtiﬁ My the 0. ® (9}
e M

The pliay opensg with a Prologue in which the Brown and
the Authony families are contrasted. The contrast is important

because it throws light upon the two main characters: Billy

assigned to him by his parents. He ig supposed to become a
success and to take up Avchitecture— an Apollonian art- a

d to reach, Beside this, Billy has a
personal dream,i.e., independent from his parents’ planning
2: to be loved by Margaret. Dion, on the other

e
hand, like BEbern in Desire Under the Elms, is at odds with

father, but he oniy

X
poetic, passionately supersensitive,
d

helplessly uvnprotected in ite childliike, religious faith
in iif i iaf

e-~ 1into the expression of a mocking, reckless,defiant,



gayly scoffing and sensual young Pan® (G.G.B.,Prologue,p.20),
The Dionvsian str&ngth, which is beneath representation,
is here paradexically presented aé a maskie, a representation.
At the same time the description of Dion's mask fortells the
conflict throughout the play: the spiritual man versus the
Dionysian man; the poet,Dionjerss the businessman, Brown.
In the Prologue O0'Nelll also shows Billy and Dion court-

.

ing the szame girl. Margaret. Margaret falls in love with

) <

£

Dion’s mask of Pan, never even recognizing the other face
beneath it. So, when Rilly steals Dion's mask of Pan,
Mergaret mistankenly loves Billy thinking he is Dion., (n the
other hand, Dion*s love for Margaret is something impersona
"Y take this woman.... Hello woman$®{G.G.B.,Prolougie,p.318),
In this way Oﬁmﬁillgﬁlﬁharact@rg become more symbols than
imdivﬁﬁuai'ah&raﬁtefﬂ¢

Cybel, or Mother Earth, embodies pure paganism. She may
be said to be the feminine counterpart of Dionysus. She syme
bolizes nature, instimcﬁy raive sex without consciousness of
guilt, and the hope to restore the Didnysian primordial unity,
Her panacea for human suffering approaches é‘Dionysiaﬁ fegti~

val, "I'd like to run out naked into the street,® she tells

-
jg

ion, "and love the whole mob to death like I was bringing
5

T

vou a new brand of dope that*d make you forget everything

that ever was fFor good"{G.G.B.,Act IT,5¢.2,p.337). But soon
after she realizes that Puritan gociety lives in a world of
illusions. Innocent sensuality has been corrupted by it,

“Hut they wouldn't see me any more than they see each other.

Thev'tve got to kill someone... to live®(G.G.B.,Act IV,Sc.2,

Cybelts direct antagonism 1s Billy Brown, the successful

gains success by exploiting the Dionysian

¥

businessman, who
geniva of his life-long friend, Dlon Anthony. Brown becomes

a svmbol of the Puritan society, or the communal self which



which lives on illusions, He is a respectable man,especially
in matters of sex, But to suppress the sex instinct, which
rnpresenuq the wisdom of Cybel, ig, in the play, the same

s to suppress the instinct of life itself. Gniy by steal~

<)

¥

nsight into the supe-

it

ing Dion's mask of Pan, Brown gains

<

riority of the pagan ideals and feels the necessity to

"y

protect himself behind a mask.

principle, or individual gelf
fr TS es s vy 3 Ly Y ~ -
Anthony principle, or social self), as Dion expresses it

Digsclive into dews into silence-— into night-— into earth-—
into space— into peace— into meaning— into jov— into God
— into the Great God Pani® And the Anthony principle adds:

=

Waks upiTime to get up! Time to exist? Tim

)
o)
o
5
: f}
V-v‘
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Time to learn! Learn to pretend! Cover your nakedness!
Learm to lie! Learn to keep step! Join the processicnl
8

lu

\-...«'

Gréest Pan is dead! Be ash amed!*(G.G.B., Prologue, p.

e

;’;)
;.m,ﬁ

In suck a context the individual self, svmbolic

9

3
1y the
Dionysian wisdom, needs "an armour® to be protected:

“Why am I afraid to dance," Dion asks himself, "I
vho love music and rhythm and grace and song and
lavghter? Why am I afraid to lives I who love 1life
and the beauty of flesh and the living colors of earth
and sky and gea? Why am I afraid to love, I who love
love? Why must I pretend to scorn in order to pity?
Why must I hide myself in self-comtempt in order to
understand? Why must I be so ashamed of my streagth,so
proud of my weakness? Why must I live in a cage like &
criminal, defving and hating, I who love peace and
friendship?...Why was I born without a skin, 0 God, that
I must wear an armour in order to touch and to be
touched?...0r rather, 01d CGraybeard, why the devil was
I ever born at all? (G.G.R., Prologue,p.315).
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Pion lacks a “skin, ™ that is, an Apollonian complement
to give form to his tortured Dionysian creativity. He would.
like to worship "the Great God Pan,¥ to be full of laughter:

instead he has to bear 9the intolerable chalice of 1ife,¥

tian principle within him makesg

and the masochistic Chris
laughter die on his 1ips. As a folower of Dionysus, who has

gained insight into the ings, Dicn understands
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the wisdom of the sylvan God, Silenus: "he is na augeated?
(B.Te.p. 60},

OTNeillts temporary solution- the Apollionian "skin® e
for Dion's conflict is the same he offered to Eben in

Desire Under the Elmao: love, Like Eben, Dion accepts love

for his psvchological dichotomy, ¥she loves

i

s
me! If'm not afraid? I'm strong!...She ig my skin?! She is

'».,«’

my armouri®{(G.C.B.,Prologue,p.316).
nat love was a temprary solution, an Apollonian
illusion, for Dion's conflict becames clear after his
marriage with Margavet., He proves to be a good lover, but a
fallure as father, The conflict makes him increaszingly inca-

2

pable to do anything, except drink and gamble, like the

Followers of Dionvsus., He is unable to paint or to support
hig familv in any way, APter seven yvears of marriage, Dion
is againr nauseated hylife, and "nauvsea iﬁhibits‘actiensﬂ

as Nietzsche says in The Birth of Tragedy:

. w7 55 Hamlet: both have once
looked truly into the esgsence of -glﬁg«, they have
gained knowledge, and nausea inhibits action: for their
action could not change anvthing in the eternal nature

of things;... action requires the veil of illusion®
(B.T.,Sec.7,p. 70},

Diont's whole sgtruggle to exi
A

i
resulted in exhaustion and frustration; his iove has passed
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only the horror or absurdity of existence, which has changed
he FPan quality of his mask into "a diabolical Mephisto-
helean cruelty and iromny;® his face, into ®an ascetic, a

martyr, Ffurrowed by pain and self-torture*(G.G.B.;Act II,Ssc,
1, pp.335-3673,

Cybel, the prostitute, fries to inspire Dion with her
trust in life for its own sake. In her lap, Dion feels
comfortable enocugh to face the tragedy af'life unmasked, with-
out succumbing to it. He then realizes that the véry tragedy
of existence sgprang out from the splitting up of ‘fnoumenal®

rature into a ‘phenomenal® world, the world of individuation.

What matters, however, is not the phenomena, but the primordial

unity existing in the very heart of nature. Even individual

Jife in this zense is unimportant, as Cybel tells Dion, *vour
1ife is not important,...and it is not sacred®{G.G.B.,Act IT,

Cyvbel gives Dion's weakness "strength to live® and

”
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¢ die."® For a while he is able to forget the
Anthony principle in himself, -and tc understand the cosmic
symbolism existent in Cybel's Dionysian old roften tunes,
"Every song is a hymn. Théy keep trying te find the world in
the Beginning®{G.G.B., Act II,Sc.1,p.335). He also understands
the necessity of illusions for life, and he is forced to turn
'his poetic talents to plastic, Apollonian arts. He takes a job
at Brown's office and realizes his masterpiece: a design ofs a
afhuargm for William Brown. Yet, in his design, like in the
£

Olympian world of the Greeks, there is nothing which indicates

1
KN

asceticism, spirituality or duty; but the accents of an exuber-

ant, triuwmphant life in which all things, whether good or evil

- arve deified:

“This Cathedral is my masterpiece! It will make Brown
the most eminent architect in this state of Godts country.
I put a lot into it— what was left of my 1lifef It's ons



vivid blasphemy from sidewalk to the Utips of its spires!
- put 0 concealed that the fools will nave

1s them th

T Eknow, T“&'fli
I,8C.3,p.0

kneel and worship the ironic Silenus whe tel
-
Fa

best good is never to he born"{G.G.B.,ACt

Dion's design becomes an attempt to justify the wniverse

as an aesthetic phenomenon, The Dionysian worlid of eternal

pain and contradiction is concealed under a veill of illusion,

a4 what is concesa

e
w

“Brown, " O'Neill said in The New York Evening Post in

"has alwave 2avied the creative life-force in
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rowyr doeg not

bt
e
s
k .3
O
‘J}
Y
Foed
<
)
jou3
Iy
P

chiidren. Brown does not understand sither of them: he does

not recognize that the unhappiness of Dion's marriage any

b

=

more than he does the satire of bion's design., DRion, however,

~

a5 always been aware of his friend®s envy:

one day when I was four vears old, "Dion s
boy sneaked up De ind when I was drawing a pic
t draw and hit me on the head wi
OuL ny picturs and ughed when I

J "”‘ ﬂ
cried. R wasntt what e done that made me crv,but him!

9 f:f

p4

(‘\
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I had loved and trusted him and suddenly the good God
was disproved in his person and the evil and injustice
of Man was born! Everyone called me cry-baby, so I
became silent for life and designed a mask of the Bad
Boy Pan in which to live and rebel againgt that other
boy's God and protect myself from His crveltyv. And that
other boy, secretely he felt asnaﬂed but he couldn't
ackunowledge it: so that day he instinctively developed
into the good boy, the good friend, the good man,
Wiliiam Brown®{G.G.B.,Act ITI, Sc.3,p.348).

From here on the play gains & new dimension: the poetfs
ggle against the businessman.i.e.,
the individual self which struggles to escape. from being

nullified by the sccial self, In a way it approaches the

conception of original sin. The social self, made of

?"")

Apolionian illusions. imposes himself on the individual self

wvhich expresses the Dicnysian instinctual strength.The sensi-

™
¥

tive man, like Diorn, turns on itself and becomes guilty. He

..... orced to design a mask of the *Bad Boy Pan¥ to protect
and take revenge upon the "Good Boy Brown,® or
tyg'wkakhas forbidden his artistic genious free expres-
sion. "When Pan was Forbidden the light and warmth of the

sun, ® Dion tells Brown, “he grew sensitive and gezfmccﬂ

,n
2]

and proud and Tﬁvengefulu—and became Prince of Darkness®
(GG B ACt IT, 3cﬁl,p¢348}a In this sense the fort 1Qdeﬁ
Pan becomes for OfNeill the same as the Christian devil,also
the "Prince of Darkness,®

Dion is unable to bear his double identity for much longer.
He longs for death, the end of the principle individuati oza
Hia death, however, like that of a tragic hero, should be a
symbelical celebration of life: and 0'Neill performs it master
fully. Who first éieé iz the pagan ; rinciple, ﬁhe Diocaysiani
er, the life denying Christian, Anthony. The pagan Dion
w&&fter leaving his last téstament and will to Brown, 1

leave Dion Anthowny to Willlam Brown'— looks upward"def wanLIV"
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to celebrate iife by 1aughter, "Nothing more-- but Man's last
gesture~ by which he caﬁquers~wte laugh*(G.G.B. ,Act II,Sc.3,
P.350). |

Dion mask of Pan falls and the *Christian Martyr's face
at the point of death® is revealed, The Anthoﬂy principle,
then, negates life asking Brown forgiveness:

"Forgive me, Billy. Bury me, hiﬁe me, forget me for

yorr own happiness! Mav Margaret love you! May you design
the Temple of Man®s soul! Bleszed are the meek  and poor in
spivitd (He P@m& es Brownts feet-— then more and more
weakly and childish) ¥What was the praver, Billv? I'm
getting so simepygme

BROWH{in a trancelike tone) Our Ffather who art in Heaven.
DIOK. {drowsily) Our Father...." {(G.G.B.,Act II, Sc.3, p.
350}

i,)l

Qﬁﬁﬁill ironically explains this scene as follow:

#“It 1$ as Mephistopheles he (Dion) fallg stricken at
Bown's feet after having dondemned Brown to destruction

by willing bim his mdsk, but, this mask falling off as
he dies, it is the Saint whe kisses Brown's feet in
abject contrition and pleads as a little to a big Brother
to tell him a prayer® (115. '

with Diont*s design and mask, Brown appears t¢ the Ameri-
can audiences as Apcllo did to the Greeks. Apello symbolized
the Olympian manifestation of the Dionysian strength to the
Greeks; Brown, the successful Americaﬁ,businessman who  has
tuilt his success: )T of Dicn's energy. Now we should expect
that by taking Dion‘*s mask the Brown principle would fuse
with the Dion principle, symbolically realizing the Apﬁllem
nian and Dionysian syathesis. The power of Dion's Mephisto-

phelean mask, however, will soon develop that “gnawing of a

v

doubt,® that “question mark of insecurity“ Dion thought
Brown has stolen from bim. And O'Neill again, better than

anyone, expl ained it in The New York Evening Post in 1926,

"When he (Brown) steals Dionts mask of Mephistorheles

he thinks he ig gaining the power to live creatively,
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while in reality he is mnly stealing that creative power
made self-destructive by complete frustration. This devil
of mecking doubt makes short work of him, It enters him,
rending him apart, torturing and transfigqurating him
until he is even forced to wear a mask of his Success,
William A.Brown, before the world,as well as Dion's mask
toward wife and children. Thus Billy Brown becomes not
himself to anyone. And thus he partakes of Dion's anguish
- more poignantly, Ffor Dion has the Mother, Cybele— and
in the end out of this anguish his soul is born, a tortu-
red Christian soul such as the dying Dionts, begging Ffor
believe, and at the last finding it on the 1ips of Cybel.™.

Y
el )

Brown's dreams or illusions are now represented in his
two masks, The mask of his Success represents the fulilfiliment
of the self-image ﬁya&t@d'fﬂf him by his parents, The mask of
Pan represents that self-image which sprang from his envy of
Dion,

From his contact with the mask of Pan, Brown gradually
gains insight into the superiority of the pagan ildeal.He be-
comes more sensitive, and this only intensifies his feeling
of Frustration and gquilt. He even attempts to kill the Billy
Brown in himself to find integration as one person, as Dion.
Soon after, however, he realizes that the solution of the
oppesition requires self-degtruction, He could not destroy
the "I in You,"i,e., Billy Brown without destroying Dion
snthony, ToG.

Brown decides, then, to become a pagan and a preacher of
the pagan ideals. First he identifies himself with Dion, "we're
getting to be like twinsg:;" after, he designs the new State
Capitol, which turns to be a parody of Dion's Cathedral,
"Here'®s a wondrous falr Capitol? The design would do just as
well for a Home for Criminal Imbeciles! Yet to them, such is
my art, 1t will appeay to possess a pure common-sense, a fate
bellied finality, as dignified as the suspenders of an

assemblymant Only to me that pompous fagade reveals itself



as the wearly ironic grin of Pan as, his ears drowsy with

the crumbling hum of the pa
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t and future civilizations, he

half-listens to the

®

lawys as
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ed by his fleas to enslave himf

Ha— ha~--ha?!* (G.C.RB.,Act IV, Sc.1. p.355): fimally, he mocks

at the Christian God, "Bah! I am sorry, little children, but

T
yvour kingdom is empty. God has become disgusted and moved

tdy

awvay to gsome far ecstatic star where life ig a dancing flame
We must die without him.® {(G.6.B.,Act IV,SC.2,p.372).

Brown, like Dion, becomes the artist who is forced to

i

to turn to plastic, Apollomian arts, O'Neill seems to suggest
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that the real @ czacw}4¢t“ of the play, the tragic hero o

W lafe the original Diounysus, whose dismem-
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bermant caused the painful

l

moving once again toward its redemption through pain and
Fering. Brown expresses 1t in “the pompous fagade™ of the

State Capitol, which, like Dionts Cathedral hides underneath

it the cosmic Dionysian energy. Brown himself gradually be-

comes absorbed by this Dicnysian power. In a way, he loses

his own identity when, just before his death, he announ

i
0
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to the rified little audience, present in his office,that
My, William Brown is dead.® (G«;GQE,,ACE IV, Sc.1,p.370).
They believe so, except Cybel, who identifies Br&wn.with
“Dion Brown, " and then she tells the Captain that "Dion
Brown¥s® name 1s "Man, "

By identifying "Dion Brown" with "Man," Cybel suggests
that the individual, which belongs to the phenomenal world,
is unimportant. He must die, but there is no death for'™an,®
vhich 1g life itself, Life is prior to all phenomena, it
expresses the primoﬁdial'tnity exiéﬁiag in nature- the
Through Cvbel, the individual Brown realizes this basic

pranciple of 1ife that makes pagan happiness possible. So,



in his. deathbed, he is able to Face death courageously and
to celebrate "Man's® life as indestructibly poweful and pleas-
urable at the bottom, despite-all the changes of appearances. .

BROWN. What's the prayer you taught me— Cur Father?
CYBEL. (¥With calm exultance) Our Father Who art?
BROWN. (Taking her tone— exultantly) Who art? Who art!
{suddenly with ecstasy) I know! I have found Him!
T hear Him speak! "Blessed are they that weep, Ffor
they shall laugh!® Only that who has wept can laugh!
The laughter of Heaven sows earth with a rain of
tears, and out of Barth®s transfigured birth-pain
lavghter of Man returns to bless and play again
in innumerablie da ﬂc1ﬂ0 gales of flames upon the
knees of i S{ +B.,Act IV,Sc.2,p.374),
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Brown's last words summarizes both the general cosmclogy

of D0'Neill®s The Great od Brown and Nietzsche's ‘mystery

doctrine of tragedy:®

.

‘nowledge of the oneness of everything
cion of individuation as the primal

cause of evil, and of art as the jovous hope that the spell
of individuation may be broken in augury of a restored one-
ness® (B.T,,86¢.10,p.74). |

Brown's death also suggests a return of the real tragic
hero, Dionysus, to the womb of Mother Earth, or Cvbel. She,on
the other hand, prﬁmisses a rebirth of the dead God,

"Alwvays spring comes again bearing life!®— Cybel says—
"Always again?! Always, always forever again!-- Spring again?
- Summer and fall and death and peace againi-~ (With ago~-
nized sorrow)— but aiways, always, love and conception and
birfb and pain again— spring bearing the intolerable
halice of life again! (Then with agonized exultance)—
ring the gloriocus, blazing crown of 1ife againi®
(G.G.B. ,ACt IV,8C.2,P.375).

The rebirth of this new God accurs in O0'Neill's next play,

rus may be said to be not only a

¢

za
Cfulfiliment of Cybel's prophesy, but also of Brown's announcing
in Act four,scene one, that “the streets are full of Lazaruses,®
as well as, a continuation of “Dion Brownfs® laugh. Unlike *Dion

Browny however, Lazarus, the reborn God, is an integrated perso-



49

nality wheo echoes Zara Lmustra‘s gqospel:

aughs, this rose-~wreath crown:
to yat my brothers, I throw this crown, Laughter I have
pronounced holy; vou higher me learn to laughi®
(Z.,Part IV, Sec.z20,pp. 407-40

9
-

This doesn't mean that Nietzsche is the only underiving phi-

n

losophy of the plav. Edwin A. Engel suggests a Freudian inter-

pretation when he recognizes in Lazarus Ythe Mother and the
(12) L . .
son in one person,® vie) Doris V. ¥alk saye that O°Neill had

13)

in mind Jung and Shopenhauer when he wrote Lazarus Laughed,
1

Doris M. Alex:

Atlthough T accept the plaunsibility of the above interpreta-

tions, in this chapter I am only concerned with the relation
o) b 3 : : 3 d
of Lazarus Laughed to The Birth of Tragedy.

Lazarus® father's housge, just after the miracle and the depar-

Jesus, who 1s not seen. The joy of parents and people

& Roman Centurion and a squad of soldiers come to
take Lazarus to Rome. Tiberius Caesar has heaprd the story of

ET 5 o 3

1is return from the grave and hopes Lazarus may bring him re~

newed youth. The following scenes tell us the progress of
Lazarus, who grows vounger and vounger, as he preaches to
the Gfeeks and Romans, untiil his symbolical new birth while
still aiive;%% and his Final death at the stake,

strian Savior,® we are
; rus Lo etzs cke‘s later philosophy: the
phyloscophy of the superman as it has been peached by Zara-

tation to the rebith
V, which is called
1 Recurrence, ™

a 1
of Dionvsus wii

FEITY Ly oy aJ
"The Supra~Histo
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Unlike other plays we have just analysed,Lazarus Laughed

siiggests not a simple pattern of oppositiané,but a complicated
net of the;e* On the one hand, Lazarus stands alone, which
means he is a complete, unified ahd harmoniocus human being;
on the othér hand—~ represented by the other chara cters of-
the play, almost three hundred- humanity gstands maskedswhich
means 1t needs a world of illusions to be able tc live, Thus
the Dionysian~Apollonian dichotomy will be analysed as Laza-
rus versus every day reality. o u

This cpposition iz not a new theme in C°*Neillfs Lazarus
Laughed, Ffor it has already been suggested in previous plays.

In Bound Rast for Cardiff, for instance, it prevails through-

cut the play, except for Yank, the dying sailor, who tells us

hig dreams just before he dies. In The Great God Brown,0'Neill

opposed the poet to the businessman— a success— until he steals

the poet's mask. In Lazarus Laughed, every day reality, better

expressed by Caligula than any other character of the play,
opposes the Dionysian laugh of Lazarus.

This opposition, paralel to the pagan-Christian dichotomy,
¥#% 1s already suggested in the first act of the play,

"Neighborsi-— an aged Jew says— "Our young people are

corruptedt They are leaving oux Earﬁs«»tc'dance and sing?
To laugh!?! Ha— ¥ Laugh at everything!... How can we compete
with labor for laughter?! we will have ho harvest. There
will be no foodf Our childrven will starve! Our race will

parish! And we will laugh!®*(L.L.,Act %,SC.2,DPpP.394-95),

*Some of them are recognized by John H. Raleigh: “death vs,
iife; hate vs. joy: despair vs. ecstasy; Jew vs, Nazarene;
Lazarus vs, Orthodox Jews: Jews vs. Greeks: Roman vs. Greeks:
Roman vs. Greeks and Jews: Lazarus ves. Humanity; and so on.®
See Raleigh, John H, The Plavs of Eugene O'Neill, p.42

*¥ The pagan-Chrietian dichotomy sudgested here will be
analysed in Chapter VI, under the title "Lazarus, a
Zarathustrian Savior.®
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The aged Jew's remark expresses every day reality,which
keeps most men nghtlnqg willing anq living according to a.
rational and conscious world, within the realms of the ego.
Underneath it a quite different, irrational, uncoﬁsciaus and
not less powerful reality stands, which finds eXpre551cn in
the intoxicating laugh of lLazarus. An eye-witness, who once
heard Lazarust! ecstatic laugh, describesg it as follow:

C "One look at
vears and you fer
as if a heavy we

eves while his laughter sings in your
i 8 You dance! You laugh! It is
t yvou had been carrying all your life
~without knowing suddenly were lifted.You are like a
cioud, vou can fly, vour mind reels with laughter, you
are drunk with jov.... He heals the sick, he raises the
dead, by laughter.” {L.L.,Act II,8¢C.1,,p.408).

The cosmic svmbolism of the laugh of Lazarus discloses
the innermost heart of the Dionysian music Nietzsche describes

g i
2
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th of Tragedy @ its symbolic relation to the pri-
’“ilal unity, whose immediate effect on the individ&al is
seifmforﬁetfulnﬁsg and anihilation of the boundaries which
separate the world of every day reality {the Apollonian
world} and Dionysian reality. Under the charm of the Diony-

sian masic, the individual needs a new symbolism to express

ound to express it.

The charm played by the laugh of Lazarus, as described
~above, is not different Ehan the one plaved by the Dionysian
music, The individual feels, rather than unders*ands,
enchantment in 1ifs,/anu sees himself changed into a dancer,
a laughter, whose very gesture proclaims joy in the whole of
‘lifeﬁ indeed, thrﬁugh@ut the play, O'Neill explicitly iden-
tifies Lazarus with the God Dionysus, as, for instance, in

his description of Lazarus at the beginning of Act II:



"Higs countenance now might well be that of the positive
masculine Dionysus, closest to the soil of the Grecian
Gods, a Scn of Man, boram of a mortal. Not the coarse,
drunken Dionysus, nor the effeminate God, but Dionysus
in his middle period, more comprehensive in his symbolism,
the scul of the recurring seasons, of living and dying
as process in eternal growth, of the wine of life stirring
Forever in the sap and blood and loam of things” (L.L.,
Act TI, Sc.l, p.415).

& Pan-cult grown arocund Lazarus. The chﬁraseq and his
singing and dancing disciplegF 211 dressed 1h coat skins,
identify Lazarus with the positive pagan God, "they surround
him, throw over his shoulders and head the finely dressed
hide of a bull with great gilded horns, force into his right

nand the mystic rod of Dionvsus with a pine cone on top, then

>

vostrate themselves® (L.L,,Act IT, Sc.l. p.415).

The effect of this Dionvsian-Lazarus upon his followers

is net different from that the Greeks felt in a festival, or
in the dramatic dithyramb, or in the mysterious doctrine of

tragedy, as Nietszsche describes it:
¥oee Wilh tha qespw" GF uﬁiversal harmony each one
hbour, but as one thh him, as if the veil of

g
ad been torn aside and were now merely fluttering
ters before the mysterious primordial unity® (B.T.,

P R
_i‘_-jc' G e

Under the charm of the laugh of Lazarus, Nazarenes and
Orthodox Jews, for instance, suddenly stop their bigotry
and, compelled against their will, join in by groups of one

v one to sing, to dance, to laugh in an ecstatic affirmation
f life, The same spell chenges the Roman soldiers and the

Greeks® attitude of "murderous hate” into "Qh@ePASh of chil~

dren caught in m1schxer " then, into lazarus proud and dan-
cing and laughing guard.

Noet only the mob, however, becomes spell-bound and



inﬁoxicataﬁ by the power of the laugh, the Roman Senate, too.
They forget their ancient uOblllwy, they laugh at Caesar
and at themselves and loock like an exc 1ted "orowd of sthool-
boys going on a vacation® (L.L..Act TI, Sc32§p¢43i)¢Crassas,
the Chief-Commander of the invencible Roman E@glﬁﬂm in

spite of his stuborn struggle to control himself, cannot
resist Lagzarus' peace- "peace to laugh in- to laugh at war.
co« To laugh at caesar® (L.L.,Act 21,36a29§e436}@>Tib srins

Caggar almost becomes a Lazarite, "I am proud of being

£a88ar..0» Lf Fools kneels and worship me because they fear
me, should I be prdud? But Caesar is a fact, and Tibexrius,

Th@vfm@liﬁg of oneness, howvever, which comes from this
Dionysian musical laugh, cannot be enééreﬁ For long without
the complete destruction of the individual-self, Its effect
is only temporarily, as long as Lazarus is there. Soon after
¢ departure, Roman, Jews, and Greeks awake from their
of drunkness and are again wrapped in their every day

reality. The boyvs go back to the farm; the Christian and

e

Orthodox Jews begin to fight; Crassus is again the proud
comuander of the Roman Legions: %he free men are again
slaves; and Caesar forgets the Tiberious in himself. It is
the coming back of the Apollionian ¥principium lﬁlelQuatL
nis" in which man desperately searches a rational meaning
for every day existence.

Lararus himself, freed now from any illusion about
existence, recognizes that mants forgetfulness constitutes
his very tragedy,

#That is your fragedy?! You f@“ .. Remembrance

et
would imply the high duty to live as a son of God—
generouslyi-—With lovel- With pr @e? With laughter?
This 1s too glorious a victory f&r vou, toeo teerible

a lconeliness! Basier to forget, to become only a man,

a son of a woman, to hide from life against her breast,

J’

£
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to whimper your fear to her resigned heart and be conforted
by her resignationi To live by denving lifef,.. Throw

your gaze upward! To Eternal Life" (L.L, Act T,8¢C.2,
P.397). |

This remark may be overshadowed by the different mean-—

ings Lazarus gives to the word *life.* I think we cannot call
¥

1t an inconsiste in O*'Neill's plays, since we have in

“<;’

mind the underlying theme of it, i.e., the Apollonian and

Dionyveian worlids of The Birth of Tragedy.

The word "1if

@2

generally printed in small letter,

0

refers to individual 1life- the Apollonian state of indivi-

b
o

the cause of all pains.

{3

duation— which Nietzsche fegards a
The word "Life" generally beginning with capital lette:

refers to the pﬁimaxdial unity existing in natuge which, in

a mysterious way, links all iﬁdividuals to each other. But
this mysterious linking, rather than being a metaphysical

reality, is a feeling which sprangs from music, and can iny
ex

e zzabced in musgical symbols, It is the Dionysian element
which, acaoriz 1g to Nietzsche, provides us the mysterious

doctrine of tragedyv., So, when Lazarus and his followers
affirm that¥there is only life,"” they refer to Eternal Life,
not individual 1ife; when they say that®there is no Death,®
they refer to Man as species, not the individual. *Men die,®
Lazarus says, ® Even a Son of Man must die to show men that
Man may live! But there is no Deathi® (L.L,,Act I, Sc.2, p.
401},

In this same sense, Cybel refers to the dylng “pDion Rrown®
ag "Man®™ to celebrate Eternal Life; and the laugh of Lazarusy
which O'Neill always describes as a music, sym?slizag the end

of JﬂﬁlV’duathm in augury of a restored oneness. So, when the

¥ Cyrus Day points out some inconsistencies in Lazarus Laughed,

e word *life®”™ is one of them. Day, Cyrus. "Amor Fati:
Neill's Lazarus as Superman and Savior.® Vo&&rn Drama, IIT

December 1960), pp.297-305,
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multitude of Lazarus' followers kill themgelves outside the
Roman walls, Lazarus laughs (o c@iebr te the end of indivi-

duation:

*He {Lazarus) turns,” O°Neill says in the stage dire-
tions, "throwing back his head and stretching up his
arms, and begins to laugh low and tenderly. like cares-
sing music at first but gradually gaining in volume,
becoming more and more intense and insistent, Ffinally
ending up on a triumphant, blood-stirring call to that
ultimate attainment in which all prepossession with szel
iz lost in an ecstatic affirmation of Life® (L.L.,Act I
s 2y PeBRE }

m

193]
1§

The emotional power of Lagzarus'® laugh incites hl&‘bL owers

to the greatest exaltation of their passions. Something they

!

have never experierced before stru qle for utterance, namely,
the Apollonian consciougness gives place to the Dionysian
frenzy., While they take the soldiers swords to stab themselves,

they affirm Life negating Death, ¥"Fear, no mere! Death, no

3

nore! Death is dead:® {(L.L.,Act II, Sc.2,p.428),

I

Meanwhile the Roman Legions, the Senators and the slaves
become drunk with laughing intoxication. They forget all
sarrow, and pain, and former fears, and social barriers to
express themselves as members of .a higher community. “Now, ¥as
Nietzsche says, "the slave is a free man: now all the rigid,
hostile barriers that necessity, caprice, o "impudent conven-

tion® have fixed between man and man are broken®™ (B.T.,p37).

-

They acclaim Lazarus as their new leader, "Hail, Lazarus

2

ceagar, Hailfi®(L.L.,Act III,SCQQ,p¢430)s

v

o this apotheotic affirmation of Life, 0'Neill opposes
the "never laughing® Caligula in his violent struggle to keep

hise life-long dream: to be the Roman Caesar, a prophet of
death, who declares that Lazarus® laugh “is tco cruel to us®
{(L.L..Act II, Sc.2,p.448).

No lesgs imporant than the half-mad Caligula is E.b@rlus

Caesar's wisdom: *I can deal with men. I know them well., Too



Therefore I hate them® (L.L.,Act II,SC.2,p.448).

Tiberius® wisdom haé been accumulated through vears. It
is basel on the rational cxuianarzcm of every day existence,
When he knew about Lazarus' ressurrection, he hopé& Lazarus
wuld bring him renewed youth, but not vithout giving him a
rational explanaticn about everything. "There is one certain-

!

ty about you {Lazarus} and T must know the cause- Ffor there

’

must be 2 cause and a rational explanation?! You were fifty

But Lazarus
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knows that “age and fime are but timidities of the thought?
because they refer-to individual 1ife, not to Eternal Lifel
rlmvﬁrt nt! Man pass!?! Like rain into
mains! M&u siowly arises from the past
2 race ;ha? was his tomb and death?! For Man
death is notf Man, Son of Godts laughter, is? (L.L..Act

The sea becomes again, like in Bound East for Cardiff, a

symbol of Life or of tle Dionysian primordial unity,.Tiberius,
however, Ffails to understand Lazarus® wisdom, and let his
wife, Pompeia, test Lazarus' power. Pompeia offers Miriam,

Lazarus' wife, a poisonous peach. Soon after Miriam dies,
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ocks Lazarus. Caligula slaps him viciously
across the face., But suddenly a voice of unearthly sweetness
beging to laugh. A shuddering murmur of superstitious fear
comes from them, while Miriam is herad, ¥Yeg! There is only
Life. ¥ Lazarus, then, like the Dicnysian God of fertilitv,
“touches one hand on her (Miriam®s) breast as if he were
teking an cath to 1ife on her heart, looks upward and laughs,
his voice ringing more and more with a terrible unbearable
power and beauty that beats those in the room into an abject
submissive panic® {L.i.,Act IV,8¢.1,p.457 ).

The whole Court, Tibericus, Caligula, Pompeia, the sol-
diers, the slaves and prostitutes of both sex, seem to under-

stand Lazarus® wisdom for a moment; all of them begin to laugh



R
-3

sh@@pishly and beg Lazarus to let them die, "Let us die!
Lazarus. " But agdain the Dionysian ecstasy proves to have a
temporary avvect. Next morning, Tiberius order Lazarus to be
burnt at the stake, v _

While Lazarus® flesh melts in the fire, his laugh increas-
ingly becomes more like the laugh of a God. The crowd, staping
toward him, in a trance, laugh with him in a frenzied rythmic
chorusg. Pompeia, Ydescending the steps like & sleep~walker, ¥
throwvs herself into the fire. Tiberius stands on the raized

~dais *laughing great shouts of clear, fearless laughter,®
like a man under a~spell, and embraces Lazarusism,

T hawve lived long inough! T will die with Lazarus? I

' h at Ceasar? I advise vou, my brothers, féar
seek Man in the brotherhood of the dustd

ar of Man! I counsel vou, laugh away

v he s ACt IV, S0.2,p.478).

Caligula, fearing a revolution from the mob which would
mean the exd of his dream to be Caesar, first grabs Tiberius
by the throat and kills him to gain the throne; after, sna-
tehing a spear from a soldier, he disappears towvard the
flames and stabs Lazarus, with a cry of rage: "I have killed
Godt T am Death" (L.L.,Act IV, 8C.5¢.2,P.479)

Here the opposition of the play once more s*&nﬁc out

s Lazarus' laugh is a triumphant assertion of the

[

clear

g

victery of life over pain and death, the pr1n01ple individua-
tion, bul Caligula‘'s madness remains, which represents human
reality in every day exist snceo Like in a Greek tragedy,where

APollc always triumphs over Dionysus (who never ceases to be

oy

the tragic

hera), in Lazarus Laughed, Calijula remanains as

L3

the apparent triumph of every day existence or the ego.
Symbolically, O0'Neill let him alone in the Roman Amphitheater
toe svmbolize the necessity of the dream— the Apollonian

principium individuationis— for life; while Lazarus‘® last

7y

aint dving note "rises and is lost in the sky like the flight
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of his soul bsck into the womb of infinity: There is no death”
(Act TV,8¢.2,p.480).

Of*Neill thought Lazarus Laughed had been his best attempt

to recreate a theater out of the'werﬁhip of Dianyéus? which,
still according to him, would raiée modern men to a deeper
spiritual understanding and release them from the "petty
greeds of everyday existence.® Oscar Cargil even thinks that

Lazarus Laughed “seems to be a better "tragedy® in the

Nietzschean sense-—a better combination of Fform and rhythm,

-

of dreams and drunkness, of the Apollonian and the Dionvsian-—

. . - . 15
than anvthing the philosopher cites.® (15)

Summing up the play, O'Neill wrote to the theater historian
Arthur Hobson Cuinn that the fear of death

*ia the root of all evii, the cause of all man's blundering
unhappiness. Lazarus knows there is no death, there is only
change., He 1s reborn without that fear. Therefore he is the
First and omly man who is able to lugh affirmatively.

His laughter is a triumphant Yes to life ir its entirely
and its eternity, His laughter affirms God, it is too noble

to desire personal immortality, it wills its own extinc~
tion, it gives its life for the sake of Eternal Life....
Hig laughter is the direct expression of joy in the
Dionysian sense, the joy of a celebrant who is at the same
time a sacrifice in the eternal process of change and
growth and transmutation which is life.... And life itself
is the self-affirmative joyous laughter of God," (16)

Though the underliying philosophy of the play seems to be
clear, we have t¢ recognize with Q'Neill that the part of
Lazarus is virtually impossible to enact, *I know of no play
like Lazarus at all, and I know of no one who can play Lazarus

at ail.® i17)1’11 fact Lazarus Laughed has been produced only
(18)

twice in the United States, in 1928 and in 1948,

In the plays that come after Lazarus Laughed, we will take

‘a_new approach to O'Neill. Until this point, Dionysus has
increasingly become the real tragic hero of O'Neill's plays.

From Lazarus onwavrds, Apollo will gradually prevail and the
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plays may well be called tragedies about family life.
In a way O*Neill is'turning back t¢ his first plays

about the sea., There, as we have already seen in Bound East

for Cardiff and in The Hairy Ape, the Apollonian world of

iliusion prevailed. 1If we add *fate" to this world of illu~"
sions as it springs from the hero’s relations to his own

Family, we may approach 0'Neillfs plays after Lazarus Laughed
; Yy app play : .

For several years OfNeill thought of writing a drama
based on one of the Greek tragedies, but set in America and
embodying present days concepts and insights. "Is ti possiblg¥
he asked in 1926, ®“tc get a modern psychological aproximation
of {the) Greek sense of fate into such a play, which an intel-
ligent audence of today, possessed of no believe in gods or
supernatural retribution, could accebpt and be moved by?"(lg)

C'Nelllts aunswers to this question was the Mourning Be-

comes Electra trilogy based on the Orestia of Aeschylus.Both

plavs, as John Hutchéng points out,resemble each other in
their general structure: first part, the homecoming and the
marder of the husband; second part, the revenge of the
daughter and the son on the mother and her lover; finally,the

fate of the sister and brother. Giving the three parts indi-

fan

ral titles, 0'Neill called them, Homecoming, The Hunted,and
(20) -

The Haunted.

OfNeiil gives his principal characters the surname of
Mannon, perhaps for its resemblance to Agamemnon., The father,
whé has been a judge and a mayor, and now is a brigadier
general in Grant's army, is named Ezra Mannon, while Clytem~
nestyra appears as Christine, Orestes as Orin, Electra as
Lavinia, and Aegystus as Adam Brant. (21)

From this simple analogy of names, we clearly percieve-
a ma

jor theme of the play- the Oedipal Complex~ although

Of*Neill always denied being a Freudian:
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*I dontt agree," Of'Neill said to Barret H. Clark in
1931, when Mourning Becomes Electra was first produced,
"with your Freudian objection: Taken from my author‘s
angle, I find fault with critics on exactly the same
point-~ that they read too damn much Freud into stuff that
could very well have been written exactly.as is before
psychoanalysis was ever heard of. Imagine the Freudian
bias that would be read into Stendhal, Balzac, Strindberg,
Dostoievsky, ete., if they were writing today? After all,
every human complication of love and hate in my trilogy
is as old as literawmre, and the interpretations I suggest
are such as might have occured to any author in any time
with a deep curiosity about the underlying motives that
actuate human interrelationships in the family. In short,
I think I know enough about men and women to have written
Mourning Becomés Electra almost exactly as it is if I
had never heard of Freud of Jung of the others. Authors
vere psychologists, vou know, and profound ones, before
psychoanalysis....” (22)

In spite of 0O'Neill’s complaining, many Freudian and
Jungian interpretations have been given to his trilogy, and
we may admit that psychoanalysis may at least be considered
a modern vehic;e to carry the Mannon's tragic conflict- the

Oedipal and Blectra complexes— as it has been in Desire Under
o _

the Eims.

ersmren

Following our Nietzschean interpretation, however, we

should say that in Mourning Becomes Electra, 0'Neill onhce

more states the pagan-Christian dichotomy. Pagan joy in life,
as manifested in the free exoression of sex; Christian hos~
titity to life, as expressed in supression of sex; and the
revenge which the sex instinct takes on the Puritan-Christian
by degrading sex into vile lust. The tension between these
opposites may be what Q°'Neill called “a modern tragic inter-
pretation of classic fate without the benefit of Geds" as it

-

sprangs from the family tragedy.

% There is a story that Freu (who knew some Nietzsche) deli-~
berately postponed reading the rest of his work because it

was so startlingly close to Freudfs own ideas that it di%“
turbed him.
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Thig family Ffate of the New England Mawnnons began when
the old Abe Mannon—— father of Erra and grandfather of Lavinia -
and Orin- disinherited and put his brother, David, cﬁt of the
house for having a love affair with a French nursé girl,Marie
Brantdme, which resulited in her pregnancy. Though David marfied
her, since then his name has been Forbidden in the familv, and,
Abe Mamnon, according to Lavinia, tore the old house down and
built a new one "because he woudn't live where his brother

has disgraced the family® (Homecoming, Act I,p.701). The

child of David and Marie is Adam Brant, the Aegystus of the
play; who returns to avenge his parentst death in poverty and
misery-éftar their exile,

The house of Mamnon, therefore, was built out of Abe's
Puritan hate for 1life. In the stage direction 0'Neill describes
it as Ya white Grecian temple portico% which looks like "an
incongrous white mask fixed on the house to hide its somber
gray ugliness." Christine, Ezra's wife, calls it "our tomb*
becuase, she thinks, it appears more like a sepulcher, “the
whited one of the Bible, " and because she recognizes hidden
in it, as Dion and Brown did in their designs, the truth of
g@ilenus: "{a) pagan temple front'stuck like a mégk of Puritan

gray ugliness® (Homecoming,Act I,p.699

The mask~like~looking of the house resembles the Mannons't
mask~life-faces which emphasize not only the queer feeling
one senses when it looks at the house, but also wvhen one
logks at a Mannon,

To the Mannons! house, O0f'Neill opposes Seth's green
house. Seth is the Mannons' gardener, He is the first charac-
ter seen in the trilogy together with some tawﬁsfolkaACGQYdﬁng
to ¢ 'Neill, the townsfolk may be considered as types, which
form the "chorus representing the town come to look and listen

and spy on the rich and exclusive Mannons' (Homecoming,Act I,

P. 589,
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Tt is also through Seth that we first know about the main
characters of the play and about the Civil War, which, like
the Trojan War in Orestia, beccmeé the background of the play.
Seth informs us that Ezra is an able man, who has been
mavor and judge in the town, and now is a general in Grantts
army. While he is in the war, with his son Orin, both Chris-
tine and Lavinia fall in love with Captain Adam Brant,the son
of Marie and David. Lavinia hates Adam when she discovers the
truth about him: Christine, whose lust resembles that of Marie
Brantdme, carries on a secret love affair with Adam and plots

e he escapes the war alive, Lavinia,

")

her hushand¥s deatk in
however, whose Puritan sense of justice resembles her father's,

grows revengeful when she knows about her motherts love.0iNeill,

then, ﬁegfribes Christine as an embodiment of life; while Lavi-

nié. as an embodiment of death:

"Christine Mannon is a tall striking-locking woman of
forty but she appears younger. She has a fine, voluptous
figure and she moves with a Fflowing animal grace,She wears

a green satin dress, smartly cut and expensive, which brings
out the peculiar co}ur of her thick curly hair, partly a
cmpp@r brown, pa t a bronze gold, each shade distant and
vet blending with t%e other, Her face is unusual, handsome
rather than heautiful. One is struck at once by the strange
impregsion it gives in repose of being not living flesh

but a wonderfully life-like pale mask, in which only the
deep-set eves, of a dark violet blue, are alive. Her black
eve-brows meet in a pronounced straight line above her
strong nose. Her chin is heavy, her mouth large and sensual,
the lgwer lip full, the upper a thin brow, shadowed by a
line of hair. She satends and listens defensively, as 1if

the music held some meaning that threatened her. But at
once she shrugs her shoulders with disdain and comes

down the steps and walks off toward the flower Jgarden..."
(Homecaoming, Act I, p.691). |

Christine's acceptance of life, as regard to sex, makes
her grown vounger, like Lazarus. But her "life~like pale mask™
for music betrays the Puritan strict

consciousness of sin within her. To Christine, O*'Neill opposes
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Lavinia: ‘ .

"She is twenty-three but looks considerably older,Tall
like her mother, her body is thin, flat-breasted and an-
guiar, and its wnattractiveness is accentuated by her
plain balck dress. Her movements are stiff and she car-
ries herself with a wooden, squareshouldered, military
bearing. She has a flat dry voice and a habit of snapping
out her words like an officer giving orders, But in spite
of these dissimilarities, one is immediately struck by
her fagial resemblance to her mother. She has the same
peculiar shade of coppergceld hair, the same pallor and a
dark violet-blue eves, the black eyebrows meeting in a
straight line above her nose, the same sensual mouth, the
same heavy jaw, Above all, one ig struck by the same
strange, life~like mask impression her face gives in
repoga, But 1t is evident Lavinia d&és 311 in her powser
to emphasize the dissimilarity rathe rﬁ n the resemblan
to her parent. She wears her hair pu ed tightly back, a
1f to conceal its natural curliness, and there is not a
touch of feminine allurement to her severely plain get-
wp. .. " {(Homecoming, Act I, p.692).

f‘\‘
‘1..«
o
o

Lavinia‘®s countenance Ffits the Puritan life-denying mo-
‘rality. Symbolically she grows older, dresses in black and
carries herself in a military way. Bul her "life~like mask®
nides underneath it a repressed sexual vitality§ the Diony-
sian strength, which makes her look like her mother.

The other Mannons— Ezra,Qrin and David's son, Adam— do
not look different than Christine and Lavinia. The mask-like
quality of Ezra's face, however, is mor pranounaed in  him
than in the others; while Adam's makes him resemble a poet,
we already know what the mask and the poet mean in 0'Neill,

The mask is used by the Puritaen, as in The Great God Brown,

o

to conceal hig natural instincts, especially as regards
sev; the poet, like Dion Anthanyﬁ would like to affirm life
ag desirable; but the Puritan, The Anthcny prﬁncvple; is ¢
afraid of 1life and seeks death even in life. "Why are you
talking of death?" Christine asks her husband Ezra Mannon.

He replieg: "That's always been the Mamnon's way of thinking.
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‘hey went to the white meeting-~house on Sabbaths and medita-
ted on death., Life was a dying. Being born was starting to

die. Death was being born" (Homecoming, Act IIT,p.738).

The repressed sex instinct, the Dionysian 1i£é~foree,
however, takes revenge on the Mannons, They sinned against
nature, and they should pay for their sing. A broading fate,
like in Aeschylus? Qﬁﬁéﬁi&? remainsg enthroned over them

jemanding justice, whose accom shment 0'Nelill symbolizes
in the tragic flaw of each Mannon,

Ezra is the first one to be trapped. Although real death
had freed him to think about imagined death as something
meaningless, he cannot stop talking about it, *I had my fill
of death; what I want now is to forget i1t....Death made mne
think of life, Before that 1life had only made me think of
death, T am sick of death. T want 1lifeY (Homecoming, Act IIT).

Bzrats Puritan obsession with death. has kept him  from

fulfilling his wife's demands of love. Desire for his wife
haz always taken the form of lust. Even the night he returns
from the war, though his pleading to love and life, he con~

dems the lust in her.
CHRISTINE.,.., You acted ags if I were your wife- your

property-— not so long agof

MANNON. (With bitter scorn) vour body? What are bodies to
toe me? Itve seen too many rotfing in the sun to
make ¢grass greener! Ashes to ashes, dirt to dirtd
cooYou let me take you as if you were a nigger
Ttd bought at auctiont You made me appear a luste—
ful beast in my own eyest!— 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 honor between myself and Jifel®
(Homecoming, Act IV,pp.745-46).

Christine, howevey, like Abbie and Eben in Desire Under
the Elms, cannot avoid lust and she hates her husband as

BT R BT

passionately as she loves Adam Brant. She tells Ezra she has



ftii@m in love with Aﬁam; this causes Ezra to have a heart
attack. Christine replaces the mea1c1ne prescribed with the
poison sent by Adam and kills Ezra. Now, she thinks, she is
free to love Brant, but that terrible hate set in motion over
the Mannons® house by the aged Abe Mannon will(finally defeat

her. OfNeill, like Nietzsche in The Birth of Tragedy, seems

to suggest in his trilogy that where Pan ig forbidden it

In Mourning Becomes Electra, Pan is ciearly agsociated

to the Mammons® longing to escape the ugly reality of Purita-—

nism to find release in love, especially regards sex.According

(,

to Doris V.Falk, OfNelill suggests this longing with three
principal symbols: "the South Sea islands, the Ffused mother-

images-- Marie and Christine (Clytemnestra)- and the sea

chanty sung at intervals by Seth, the gardener- the Silenus
£omm
who leads the chorus of townspeople,® (23
The islands represent peace, beauty and sinlessnes, as
Captain Brant describes them:

LAVINTIA. {(in a dry, brittle tone)} I rememb vour admira-
tion for tww naked native women. You said they
have found the secret of happiness because they
had never heard love can be a sin,

BRANT. ... SC you remember that, do vou? (Then romantically)

Ayel And tney live in as near the Garden of Para-
dige before sin was discovered as you'll find on
this earth? Unlegs youtve seen it, you can't

picture the green beauty of their land set in

the blue of the sea! The clouds like down on

the mountain tops, the sun drowsing in your bloed,
and always the surf on the barvier reef singing a
croon in your ears like a lullaby! The Blessed
Isles, Itd call them* You can forget there all
menfs dirty dreams of greed and pewer*
{Homecoming, Act I, p.706). ¢

this Blessed Isles in the South Seas, whose natives live

state of innocence because tThey have never heard that

in a
. g — N -y - e - PR + i ¢ e
love is a sin, are repeatedly mentioned in the play, Those



66

members of the family who wish to shake off the Mannon inhe-
ritance dream of livingv@n the Blessed Isles: Adam Brant,
Christine, Orin and even Lavinia in her later metamorphosis.
In & way, the same padgan spirit of the South Tslands animated

Marie Brantdme's life loving attitude to Davw&, as Seth tells

*ghe was always laughing and QIHQLqu-frl skly and full
ife- with something free and wild about her like an
le, Purty she was, tooi® ( ﬁmuuﬁﬁﬂﬁ et I1T,p.728)

LE
i)
£1

S P T Y p " y - 1 *
Of the third symbol of release, the sea chantvy, Shenadoah,
Q*Neill says, "... its gimple sad rhythm of hopeless gea

longing pecularly 51§ﬂifwﬁ“ﬁuﬂmﬁvﬁﬁ the stu%id words have

8¢, the undelying theme expressed by the sea symbolism

~

=g EBlectra. It may stand

frenzy Nistzsche speaks

of in The RBirth of Tragedy, “whose waves overwhelmed all

and its venerable traditions” (B.T.,S5ec.2,D.39).

5

It contrasts with the rigid Puritanism of New Emglané, the
dreariness of life on land, the Civil War, the Mannon's tra-—
gedy and Lincolnts death, Eut this freedom, rhythm, bright-
ness ana beauty of life at sea hag already to be corrupted

by mechanizaticon: the steam ships are taking the place of the

skippers, as a chantvman observes regretfully to Adam Brant:

YAye, but it aintt fur long. Steam is comint in, the

sea 1z full o' smoky tea-~kettles, the old days is dyin®,

and wherefll vou an® me be then?... Everything is dyinf!
be Lincoln is dead. T used to ship on the Mannon packets
H

'

an® I gseed in the paper where Ezra Mannon was dead!...

Heart failure killed him, it said, but I know better
I've sailed on Mannon hookers an' been worked tt death
and gotten swill Ffur grub an® I know he didn*t have no
heart in him! Open him up an' you'd find a dried turnip!?
The old gkinflint must have left a pile of mohev...,"

The Hubted, Act TV, pp, 792~ 3}¢
nenadoal means the river of 11fe

§J L~ ;_..p

¥ g

19
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Q'Neill suggests that death is already underneath every-
thing. It becomes clear with the developing of his trilogy,.
in the second book, after Ezra's death.

Christine's dying husband accused her of guilf just be=
fore dving. Lavinia, driven by the Mannons?® sense of justicé
and hate, grows revengeful when she takes the box of poison
from her mother. Both of them try to get Orin to her party.
Lavinia succeds, not because of her father's murder, but for
catching Christine and Captain Brant on Brant's skipper .
making plans tc go to the Blessed Isles. Orin, like his an~
castors, cannot bear it, for since Davidt's exile, love has
always been a sin te the Mannons. He kills Adam Brant, and,
For a moment, until his mother shoots herself, he thinks he
has done his duty. Soon after, however, he becomes guilty,
and, like his father, he is obsessed by death; as if some~
thing queer like a *rotten dirty joke® could not give him
peace, He reminds Lavinia that when he ws at the war he had
the same feeling,

"T had the queer feeling that war‘meantvmurderimg the
same man over and over and that in the end I would desco-
ver the man was myself! Their faces keep coming back in
dreams~ and they change to Fahter's face- or to mine-

oo "{The Huhted, Act IIT,.p.781)

After murdering Adam, Orin Eeels the same again,“he (Adam)
looks like me, too! Maybe, Ifve commited suicide" (The Hunted,
Act TTI,p.803).

Orin's queer feelings seem to suggest fate. Ezra felt the

same the night he was murdered, "It's something uneasy troubling

ot

my mind-- as 1f something in me was listening, watching for

omething to happen®’ (Homecoming, Act IV,p.745). So did Adam

4}

L

- Brant, "There's something gone wrong® (The Hunted, Act IV, p.

i

795}, and Christine, "I'd planned it (her husband's murder)

so carefully- but something made things happen.... It was as
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if'something in me forceq me to see it" (Homecoming, Act IT,
P.723). Townsfelk do not feel different about the Mannons.
There is something ghostly and deéd which runs through the
house and garden ilike the Mannons' life mask Face. Borden
and Mrs, Hills, for instance, two townspeople,‘thimk it is
fate. In the stage directionsg, 0'Neill tells us that the
portraits of the Mannons, too, "have the same mask quality

of those of the living characters in the play® (The Hunted,

Act II, p.765). The spirit of the dead, like Ebents mother

in Desire Under the Elmz, goes on alive among the living

Marnons, with the &1fference that in Desire Under the Elms

it expressed the Dionysian sex instinct which demanded fule

filment; in Mourning Becomes Electra, it is the "Bad Boy Pan®

who wants revenge,

in the'thirﬁ play of his trilogy, 0°'Neill tells us how
Orin and Lavinia try to escape their fate, and how they are
Finally trapped. First they take a trip to the Blessed
Isles, Lavinia becomes increasingly more like her mother,and
Oriyv like his father. She is able to free herself from any
Purditan influence,

"I loved those Islands. They finished setting me free.
There was somehting there mysterious and beautiful-— a
good spirit— of love— coming out of the land and sea., It
made me forget death, There was no hereafter., There was
only this worid— the warm earth in moonlight- the trade
wind .in the coco palms— the surf on the reef- the fires
at night and drum throbbing in my heart— the natives
dancing naked and innocent-— without knowledge of sin.
oeo™ {The Haunted, Act I, Sc.2,p.834).

Later she tells Peter, her boyfriend, "Orin suspects Ifd
lust with him (an islander)! And I had!"™ (The Hunted, Act IV,
p.865). | | ' | :
The "good spirit" Lavinia talks about obviously symbolizes
the Dionysian vitality which ran through the elms,in Desire

Under the Elms, and made Eben lcove Abbie against his will.




Orin, on the other hand, has become increasingly disgusted

with the Islanders, "I guess," he says, "I'm toc much of a

Mannon, after all, to turn into a pagan" (The Haunted, Act
I. 3¢.2,p.831). |

When they turn back to New England, one is struck by
Lavinia‘s resemblance to her mother. Her brown-gcld hair,
her dresses, the movements of her boedy, and even her soul

are a copy of her mother's, While Orinfs soldierly way of

carrying himself, his movements, his attitudes, and the
ifeless expression of his face accentuate his rese emblance
to his father. '”

1,

Lavinia now is free to love. She has turn into a pagan;
she doeg not hate - love anymore. When she finds her boyfriend,
Peter, she kisses him passionately, repeating the same words
Christine used to tell Adam Brant her love. Orin could not
do the same with his girlfriend, Hawzel, On the contrary, he

e ag 1f he were going to

o7

- looks at her sister with jealous ra
attack her, *Love! What right have I- or you=- to love?" He
asks Lavinia, He begins to write a history of the family
crimes to foretell "What fate is in store™ for the last two
Marmons. He finds out that Lavinia is'the most interesting
criminal of them all, and he 1s the Mannon Lavinia is chained
to. Then he becomes to Lavinia what the Furies were to
Orestes; a constant reminder of guilt, driving him toward

He wants to become her lover in order to force her
to sare his guilt, “How else can T be sure you won't leave
me? You would never dare leave me-— then! You would feel as

guilty t 2g I doiw (The Haunted, Act III, p.853).Lavinia

repels him, *I hate vou! I wish you were dead! You're too .
"vile to live! You'd kill yourself if you weren't a cowardi®

{(The Haunted, Act III, p.854), With these words Lavinia

commited her last murder. Orin shoots himself, and her
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iliusion of innocence beglns to crumble. She makes one more
desperate effort to reach from behznd her mask of deathe
toward 1ife., She asks Peter to marry her, but when she is
speaking words of love she finds Adam’s name on her 1ips.
She suddenly breaks with Peter, loses her feminine grace,
orders Seth to nail the blinds of her house, and goes intoc
the house to live there till her death,

"Dontt be afraid,® she tells Seth, "I'm not going the
way Mather and Orin went. That's escaping punishment. And
there's no one left to punish me. I'm the last Mannon, Ifve
got to punish myself! Living alone here with the dead 1s
a worse act of justice than death or prison! It'll never
go oult or see anyone! I'11l have the shutters nailed
closed so the sunlight can never get in. If11 live alone
with the dead, and keep thier secrets, and let them hound
me, until the curse is paid out and the last Mannon is
let dief.,., It takes the Mannons (o punish themselves
For being bornt® {The Haunted, Act IV, p.866),

Laviniats last attitude deserves some further psvcholo-

gical considerations which connect Mourning Becomesg Electra

to Desire Under the Elms and The Great God Brown.

“1on;’at his deathbed, refers to his childhood victimiza-
tion ag a "snide neutralizing of life force"(G.G.B.,Act II,Sc.
3,0.147). "I," Dion tells Brown, "had loved and trusted him
{(Billy) and suddenly to Goad God was disproved in his(Billy's)

o ' 1 and injustice of Man was bornt* (G.G.B.,
Act TII,80.2,P.346). We have already pointed out back how this
seene bears a symbolism related to the idea of original sin,

According to the Bible, Adam and Eve had been forbidden
their instinctual 1ife free expression— symbolized by the
apple— and, in a way, they revolted against God. Man's
awareness of sin and sense of guilt was then born. Dion

1ife had heon pure until he also was Forbidden to draw on
the sand, and since then he has revolted "against that other's

bovis God® (G.G.B.,Act IT,Sc.3,p.347).
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er in the play Dion comments, "when Pan was forbidden

the light and warmith of the sun he grew sensitive and self-

v
(Q

conscious and proud and revengefu1%~and became prince of

'

darkness" (G.G.B TTT,8¢.3,p. 348).

£
According to Nietrsche in The Birth of Tragedv, Apollo

was. alsc called *the shining one," of "the deity of light"
(B.7,,%ec,.1,p.25). So, Dion's words suggests that man's
awvareness of sin originates when Dionysus, or the”unéomscious,
W its complement, Apollo or the

conscious. Then the unconscious turns on itself and becomes

guilty and revengeful: the®prince of darkness™ which attempts

to destroy the principle individuation and restore the

"primordial oneness® through pain and suffering.

=

M - . 4 N P S WMevimria W : by
The same cosmology underiies Mourning Becomes Electra,

c
Since Davidts love affaiy with Marie BrantOme, Pan has been

been turned into vile lust. But Pan, like in The Great God

Brown, "grew sensitive and self-conscious and proud and re-

o A——

vengeful., ® Each Mannon in turn, like Brown, must be trapped

by Pan'‘s revenge. The First is Erra, then Christine and Orin,

finallv Lavinia. But Lavinia does not go the way her
ancestors did. She isolates herself from the world, like

Ephraim Cabet in Desire Under the Eims. Svmbolically, Lavinia

becomes integrated with her family: and Epraim with his dead

¥ Pe, Eben's mother. The original Dionysian unity, the
“benind 1ife Force, id restored again through pain and

In this sense, Pan's revenge becomes the subconscious

mative which determines not only the hero's social behaviorb

2130 his fate. Thus fate mav be thought of as something
born From man's guilty consciousness of sin, Perhaps, because

mants conscilousness is generally molded within the family
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Frame, O'Neill i1dea of fate 1s hetter expresged in his plays
about familv life. Tt b@éomes particularly clear in O'Neill's
Trilegy, where the revenge of Pan becomes the Furies within
the Mannons that seek to destroy them.

This, however, does not mean that all O'Neill's plays
about family life Follow the same pattern. Hig two next plays,

An, Wilderness and Days Without End, surprised the critics.They

- Pamilyv 1ife and acceptance of the

are conventional

ITn 1933, O'Neilld hard on bYays Without End

Wilderness, In a month,

draft was ready and he

‘table men, who lives happily wi

his wife and four children., $id Davis, Nat's brother-in-law,
and Lily Miller, Nat's sister, alsc live with the family.Lily

omisses to marry him some day,

It dees not happen in the play,

1P he only gives

iiller, Nat's and Essie's second child, is something

blem, He is seventeen and likes to read Wilde,
Swinburne, Bernard Shav, Nietrsche,etc. When his mother,Essie,

1

discovers his reading, she becomes alarmed, and betrays him

is normal for a vouth of Richard's

did the same when he was a bov,

ifteen~year-o0ld girl, Muriel

“Comber, whose father becomes angry when he discovers that
sending her some love poems Dy’ Swinburne, and

missives. He even makes his daughter write

roputting an end to their Friendship. Richard

ie overcome by a Pull pessimism. He leaves home to meelt a
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p:ﬁgtitute, but out of aléertain self-respect and considera~
tion for Muriel, he refuses to go to bed with her. Late in.
the night he arrives home completely drunk. When he sees
Muriel again, she tells him that the letter has been dictated
by her father, and that she was still fond of.him, Richard
frankly confesses his misdeeds, and the two are reconciled
again,

4

The plor of Ah, Wilderness does not offer us anvy deep

i g4

psvchological or philoscphical complication. Richard's radi-
cal ideas and social criticism are simply an adolescent revelt
against authority, "as his Ffather pute it,

toantt
oniy a
_\@b,p 1 aq

ells Murielt's Father, "Richardis
t at the stage when he's out t

1ty, and so he grabs at ever -
thing re pass 1t on hisz eleders and his
girl Fz*e £ what a young hellion he isi...

and his b‘,ghanvmrv unanimously reccgnize that the play was
A

1 b al 1 § o r (25 "
e playvwrightts own history.

?ﬁgw O‘N@ii} wrote in a short note in The
"was to write a play true
i o€ the &mexvcan large small-town at the turn of
the c@ﬂtury¢ Tts gquality depended upon atmosphere,senti-
, and exact evocation of the mood of a dead past.
 American m?wgh was {(and is) the real America
uriique expression in such middie-class families
5, among whom sO many of my own generation
inlescence into manhood.® (24)

same soft tone of love goes through Davs Withe-
. The play is about John Loving: two personali-
ted within him in everlasting conflict one with
One of them is known simply as John: the other, as

ig played by a different actor. Loving is only

ag@en by John and the audence.

Tl ey g o oy ; .
The protagonisit!

in

split personality was born when he was
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a fiftaemwyearaoid boy. His parents were devout Catholics,
ied during a Fiu epidemic in which they contracted

pneumonia, The boy had praved with perfect faith, hoping his

parents’ would be spared. Then, "he saw his God as a deaf and

biind and merciless— a Deitv who returned hate for love and

e

revenged Himself upon those who trusted Him" (D.W.E.,Act Iy

p.49}. Cvecome by grief, he cursed his good God, like Dion

¥

]

in The Great God Brown, and “promised his soml to the devil®

{E . E.,Act I, p.49}. John Loving's awvareness of sin was
1. Instead of designing a mask for him, O'Neill preferred
to express John Loving in terms of two different personalities,

rrohn. .. is forty, of medium height. Hig face is hand-
e, with the rathsr heavy, conventional American tv“e

¥
ood looks- a straight nose and a square, a broad
ead, Dlue ©%. ... LOviang is the same age, of the
height and Figure, 1 d @sg@d in every detail the
+ - 4
14 |

The Loving principle resembles the Dion principle in

God Brown, full of mocking irony and cruelty; the

Tohn's loving tortured life becomes a permanent quest

for the “somehow, " an Apollonian illusion, to replace his

[
<
i
e
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T
!
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Y
9
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his uncle, Father Baird, tells Mr.Eliot,

TTE you Pﬂaw ”n t a2 burden he made my life for years
k] ter upon letter— each with a scap
seee NOU a moment's peace did

.ﬁg

yathen te him and he was bound
thing, Fimt it was Atheism un-
,k6ism wvedded to socialism. But
k—kneed a mate, and the next I
in free love with Anarchism,
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with a curse by Nietzsche to bless the union. And then
came the Bolshevik dawn, and he greated that with unholy
howls of glee and wrote me he'd found a congenial home
at last at the bosom of Xarl Marx. He was particularly
delighted when he thought they'd abolished love and
marriage, and he couldn't contain himself when the news
came they'd turned naughty schoolboys and were throwing
spitballs at Almiginty God and had supplanted Him with
the slave-owning State— the most grotesque god that came
out of Asid.... And what do you think was his next hiding
place? keligion, no less— but as far away as he could run
from home— in the defeatest mysticism of the Bast, First
it was in China and Lao-tze th&t fascinated him, but after=
wards he ran on to Buddha.... I enjoved a long interval of
peace, until finally he wrote me he was married.That letter
was Full of more ardent hvmns of praise for a mere living
woman than he'd ever written before about any of his great
i 1

spiritual discoveries, And ever since then Ttve heard
nothing but the praise of Elza- in which I know 171 be
ready to join after Itve met her” (Act I, pp.32-35).
John Loving finally convinces himself that all psycholo-
gical, philosophical or seligious svstems are “perspectivegh

or iliusions with only a.survival value for 1ife, Yet, driven

by his complicated motives, John is unfaithful to the wife
whom he loves. First, he feels guilty; after, driven by the
need to tell his wife the whele truth, he grows self-tortured;

1, Lo Find an answer to his uwncertainties— like Orin in

Mourning Becomes Electra— John begins to write an autobio-
graphical ﬁovel about his past. In telling the plot of it
to Elza, who is recovering from flu, and his uncle, Father
Baird, the Loving principle confesses what John Loving has
done and proposes to end his story with the wife's death.
Elra goes on purposly out in the rain, and she contracts
puneumonia. Though she is about to die, she cannot forgive

, i11 make no effort to live., John— always at
war with Loving, who refuses to change the end of the novel,
and rejecting Father Bairﬁ*s.attempt to bring him back to the

Faith of his bovhood- cannot face Elva‘'s death, particularly
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since John holds hzmself'reponsible for it. Her death means
his own death, and,according to the play, there is no other.
way to save Elzats life, but her forgiviness. Elza finds it
in her heart, and from that moment on the crlsls 1; over. The

<
2 A

final scene opens with John knelt in front of a crucifix

r

b

[an

stiil Ffollowe y the rebellious Loving, asking God's forgi-

A

viness., "I have come back to Thee,® John sobs. "Let me believe

in Thy love again?!® With his eves fixed on the Crucified, Joun

feels he has at last been forgiven, "Ah, Thou hast heard me

me! I am forgiven! T can forgive myself- through Thee! T
can opelieve!" Loving, "slumps forward to the floor and rolls

over on his back, dead, his head heneath the foot of the

ot

Cross. his arms outflung s¢ that his body forms another
cross, ® The Loving and the John principles are finally in- |

tegrated. Elza lives, whit: John cries, "Love lives Fforevert

Life laughs with God's love again. Life laughs with love!
{D.W.E., ACT IV,pp.153=-57).

This last scene seems to be particularly at odds not only
11lt's previous plays, but also with Nietzsche's
contempt for religion. Doris V. Falk points out thatG'Neill

only completed Dayvs Without End after eight tortured drafts,

and Rarret H, Clark informs us that O*'Neill once'said that
the "hero's final gesture calls for alteration.® (27) However,
the play may be called a study of "perspectives® or illusions
and their survival value for life. Perhaps we could say, from
he general cosmeology of the play, that man needs the power
of any illusion, especially religion, to have peace of soul,
as Nietzsche says: "If you wish to strive for peace of soul;
then believe: if vou wish to be a devotee of truth, then
inguire® (Kaufmarnn, b.32).

Of'Neill proved he was a devetee of truth. After Days



Without End he permanently abondoned his philosophy of love

and religion to turn back to his life~long ®"imaginative

{1

theater,® In The Jceman Cometh, the last play published du-

€
ng his life~time (1946), 0tNeill isolates his chara cters

from society and makes them live in a Godless world, without
any possibility of being possessed by Dionysian ecstasy,What
lies outside Harry Hope's fzllion is a world without value, a

hostile society teo which no man can possibly belong, and from

back room and a section of the bary
A dozen drunken men are gsat at

ng of that golden tomorrow

move to a living world,
They are waiting for Hickey, a traveling salesman, who arrives

s year to celebrate Harry Hope'ts birthday with

res, particularly one about his wife
at home in bed, "with the iceman,?
for Hickey, Larry 8lade, a philesophic

new arrived Parrit-- who ssems to be

the main members of the club.
ral Wetijoen once belonged to the
now "they dream the hours avay in happy dispute

days in South Africa when they tried to murder

other® {I.C0.,Act I, p.35). Jimmy Tomorrow, once a

is the leader of the

Hope was a politician, but since
isie, died {(twenty years age) he has managed that

has never set foot out of it, Ed Mosher, who once

circus, 'is Hope's brother~in-law, Pat McGloin
wae & police lieutenent. Willie Oban, educated at Hervard, is

almar was an ex-anarchist. Joe ran a colored

Rochy and Chuck are the bartenders. Pearl,



g 0

I

a2l dollar street-walker,™ Bach

of irnmatest
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CILOWR MOYe

e g P e y e
ttie more act 15

. oy o Tom o g 3 e i
is nio more the gay and disso-

on by

bring the same peace

troving theiy illusions about "toamorows®

as they really are. But

they have

trace of

his state

that he attained
Bvelvn, whom he loved since he

too. "ItT11l bet, " Hickey savs,

loved ed

b C.,Act IV, p.253). But the problem with their
3 was that 1ilwavs forgave Hickey's uncontrollable

womeri had fo come out in open.

ccame Evelyn's “pipe-dream.®

My

of Hopets been that Evelvn was



*in the hay with the iceman,® but this was

3

nking. "Christ, ™ Hickey exclaims,

ovad her so, but I began to hate that pipe dream! I
began to be afraid I was going bughouse, because sometimes
I could

Forgiving me, T even myself

hating her for bating myeself go much. Therets 2 limit to the
guilt you can Ffeel and the forgivensss and the piﬁy you o can
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punishment. For him to commit mur-

-

has already called the police

however, Hickey is concluding

haoomes too much for bhim to face, Irge

another pipe dream by persuading himsell

meaent of the murder. T must

pave been crany,® Hickey cries out in despair. This, as

peints out, sounds as a blessing to his friends,

illusions. They believe Hickey was

dream, too, They

Mhiskey, their

£or Their bottles.

the only protagenist of the play.

-

Harry Hope and Jimmy Tomorrow also de-

&

furither consideration.

of

spaechs

commente-— ®in th

ot

he story teller

%

e
PP R D 1 £ - J b < N b 7 gm * A
aent® (0. Act Y,p.lllwas If he waeve
e

Parrit his friendst

ickey as the “Iceman®
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know the theme of the play:

: y Par
next,. because there
great confort to th
g appearance of life w
‘ vestey &dfﬁ LOIMOYTOWS  AS
i vo ou're here e oo nEYIVE
5 @nmwzﬁnznq fmﬂﬂﬁWﬁW@w It*1l be
T OmOTL G of AIT Fools,
'xf?@am}n k

o

tt, "has to worry about
is no farther
am, ﬂi Gaﬂh even
Pow harme
g

“wy

Eh&V'ﬁ&ﬂ T
heyre the)

,-é»
4::\

f‘:}""{“‘r??ﬁ'ﬁ-—

For
{nﬁ

and 1mza*£r§.1

dream is what q1vaq 1ife
of usz, drunk ox sobep®

tmobtlf of ¢

in 8 wipe dream,

dim

we without it

ha ne life at all were

valuations and szemblanceg®

]

eth support this

Livsiongs alwavs mean

ryts 1llusion, or pipe dream, for instance, is that

no 1o since he has

. an anarchist organization, and

. Whom he thinks he no longer loves., But the

to Life, and still loves
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The more Parrit

e

about his mother, hovever, and his hate of whores,the

move Learry hates Parrit, because Parritt forces him to admit

dream, Fi

after
imprisomment, Larry, to free himsel emns Parritt to

suicide: “Gof! Get the hell out of r, God damm vou, before

8, But Larcy'e
¢

T g m e £ q i b by - v ey G o
pecause of 1t ke has always hated her;ther

clung that he is the only

Ea‘fw’pl'lﬁf L
God, I'm th@ mmlg pawl
From the bottom of rﬂwz
To0. JACT IV, p.258),

Ery

cording to Nietzsche in The BIth of

slicnian demand (B.7T.,8ec.if,p.72). But the

ledge becomes dangerous for it leads to

beautiful inner worid of fantasy, or

Larryis excess of self-knowledge

with 1ife, like Dion. But “nausea,’

“ﬁwu”h he recognizes S8ilenus? wisdom that *the best of

™

unable to kill

or to turn back to his own pipe dream,

v world of illusion. Thus, Laryye |

discovered she loved Adam Brant, and

in the Marwon's “"White Sepulcher"- also
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not love Begsie, for Yshe was .

tells Harry; "making vou have
ambition and go out and do things, when all vou wénted was
to get drunk in peace® (I,C.,Act III, p.135).

Although Jimmy and Harry recognize the truth of their
pipe dreams, thev do not kill themselves because they are

able Lo recover their illusions when Hickey declares he was

The pipe dreams in The Tceman Cometh express the Apollonian

. a3 o . - K] » i e S Pl R oy ¥
world of illiusion and its survival valus for the dreamers. It

Whiskev

e A b4 - o
generally circumvented
e 1 o P

1 the middle of each
dust-laden bread and
A T, g -

anything but a noisome

Hope being a
sing friends,

¥y is 1gnored as i'relevaﬁt, except
tati

Analogous o the food, sexual desire does not disturb
the dreamers, either. Tn 0'Neill's plays of the twenties

lwavs expressed the Dionysian power, in The Iceman

. the God of Fertility seems to be dead. The three
Il

2

arocuse no one to lusty Cora, cone of the prostitutes,
whernt he begins to sing. Nothing is allowd to disturb the
quirt. Their lives are spent beyond desire.

0*'Neill suggests here, like in The Great God Brown,that

love 1s alsc 2 pipe dream., In fact it entails a destructive
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[N
n
2

pover which causes hate and death. For the female, love

pipe dream; Ffor the male, an excuse for his * ilure, as Ro=
rt Andreach wrote in his article "0'Neill's Women in

the Iceman Cometh:®

®1F Hickey~ oy any one of the characters— admite he
£

e female, he must then admit he has a reason
she destroved his hope., This admission is unendu-~
— @XCcept for someone 1i Parritt, who commits sul-

i ; ke ¢ .
> immediately after maklrg it— not merely because
~h would then have to admit that he is a derelict,
icn each 1s w1131m5 o do, but because the one who

loved him %0; he would be different, which is preci-

what each one has always been hoping (part of his
e}, To be 1@Vﬁu made each cone aware of ths impos-
v of exactly what he has been hoping for himself,
&

f, 1

ks YM@ impossible— that the loved one will rise
i ﬁ“ﬁ“*mAking a pipe dream of the hope esch
¥l f“”@ ab@ve his nature. Hence each onets

2 o n himself to the

ﬁﬁd hence
vare that his
i‘Eubzone The
to accept
Lomorroy®

w»*’

From this text we conclude that even Nietzsche's supsr-

man becop itlusion in O'Neillts The feeman cometie.

Nietzache tk@mght that a few men were able to rise above
their natures, to improve themselves, and realize the super-
considered an

1§23

man, Self-improvemaent in The Iceman Cometh 1

imposseil ;e dream, an iilugion, that causes guilt and self=-
destruction. Hickey becomes a preacher of death. He teaches
mmates to kill their pipe dreams of "vesterdavs®
and “tomorrows.®™ "You'll in a today,® Hickey says, “where
there is no vesterday or tomorrow to worry about® (I.C.,
CAct II, p.l48), Like Lazarus, Hickey thinks that those who
foster their pipe dreams are able "to laugh" (I.C.,Act IV,

p.241). But Hickey also knows that to get peace and freedom



"t¢ lLaugh® means the destruction of the self, the end of the
Apollonian “principiuwm individuationis® which causes all
human pains, even the fear of life and death, as Larzarus

o his Followers. So, Hickey, like a Lazarusite,

I

preachsas

embraces death fearlessly, for he does not have any pipe

dream left: "God, vou're a dumb Dick? Do yvou suppose a give

>

a damn about life now? Why, you bonehead, T haventt got a

K3

ng hope or pipe dream left! (1.0, 800 IV,

e
oy
s
g

single damuned 1yl

In this sense, 0'Nelllts last piaywahe Teeman Comethe

resembles his First one-- Bound Baset for Car fﬂ - In both

necessity of the Apollionian

worlid of illusion For man's life. In his earvly play, however,
a hope remains, It is expressed by Yank's last vision of a
pretty lady dr rassed in black, which symbolizes, as wve have
stated in the begiznning of this chapter, the primordial

istence embodied by the Greek God of Pertility,

[

-
33

&

w

In The Hairv Ape, Yank is left alone in a God

to which ne could not belong. He exp

{h

phvsical regression back to his natural origias

but he could not belong there, either. In The Great God

the old God Pan, of Diowmysus, is forbidden, and

transformed into the Christian devil with a mocking laugh.
But he is s3ill strong enough to-take revenge upon society.

‘ne Dionysian Savior proposed in Lazarus Laughed is killed

d

-
+

g2

£o

[
i

Jie

r.u

v omants envy an power,. From Lazaru £ on, Dionysus

£

The Apollionian world of illusions begins, O'Neill

depicts it in Days Without End and Ah, Wilderness, but only

Cometh ‘he expresses it fully. In a way he is

play, but without any hope. The pretty

£
in black is replaced by a team of whores who

are unable to rise man's desire o hope. Everything which



ne good covers up basic evil, and man needs tco lie to hime
self to be able to tolerate life, as Nietzsche expressed it in

Hi

man A1l Too Human,

“Uh we call the world is a result of errors and fane
Now we smust embrace untruth, now at last error
mes a lie, and lying to ourselves a necessity of 1ife.®

£

it‘\'

s-Au
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This is the tragic end of 0'Neill's plays, and it refers

us once more the The Birth of Tragedy. According to Nietszsche,
the Greeks aldso felt "the terror and horror of existence® as

an
an insane energy enthroned over all kuowledge, and they called

it "Moira, " In ﬁfé&r to endure this ter

ror thev had to inter-
pose between themselves and life "the mpian middle world of
art® {B.T.,8e 42%. So, vhen they saw a tragedy on the

it brought them exaltation, 1ife and encbled hope,
revive the thester of the

ficant function as a

Temple. " Death and suffering are alwavs the price of mants
attaimment, while back of this khuman scene ig%an infinite,
insane energy which creates and destroys without other purpose
than to pass eternity in avoiding thought (M, M, ,Act YIT,Sc, 1,
P.231}. Modern man alse needs to create an "Olympian middle

& dream which keeps him fighting, willing and

living. The playwright becomes the preacher of thig "Temple,

where a religion of poetical interpretation and symbolical

e
S

1ife 1g communicated to human beings®
Byt O*Helll's preaching in this Temple is not different

v

o Lazarus' and Hickey's. He offers us a Nietzschean

diagnosis of man's psychological needs, but, like Lazarus,

i3z mescage ands in a sad tone, YThe greatness of Saviors
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in short, the masculine counterpart of the

; ! aquivalent of waisiw-th@

e person. 0'Neill rsconstructed
: the conception of

tzsche, the teachings

Eugene O'Neill:

tae ﬂ@:n@rf the philssa;hy ef Wi
- - i

i M
2
&:rf
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ollection of ﬁrztiﬁiﬁmg p@¢ﬁ

13.%In referring to ath as eternal life, O'Neill does not
mean the eternal szie of the individual will or éansciomg
eqo, It is the individuval wille the self— which limits wus,
znd which makes us prcmd and  fearful of the &mneli“egs
and Loss of that will which is death. Ag always dn O'Neill‘'s
worK, the cmm:mz@us ego in its effort to control the un-
conscious, to preserve itse proud individual will, limits
and divides the persoconality. In Jungian terms it is as if
the individual ego emerges for a while from the vast realm
of the personal and collective unconscious, fights to
martain itself against the encroachments and control of
the unconsciocus, and finally, when the tension is relaxed,
inks back into the unconscious, oanly to emerge again,
continuwally repeating the proﬁessg but in different indi-
juals, This is not a concept of reincarration of an
idual soul but, as Jung points out, is comparable
the organic conception of the conservation of energy-—
here, psychic rather than physical energy.® In the same
page, Falk adds in a foot note: ® A further link between
the two plays is the influence of Shopenhauver. Lazarus
Laughed echoes meny of the concepts and even some of the
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CHAPTER THREE

THE HIGTORICAL, UNHISTORICAL AND SUPRA-HISTORICAL
IN OFNEILL®S FPLAYS

Scon after The Birth of Tragedy, Nietzsche published his
tled

nti
Of the Use and Disadvantages of History for Life. In it

m:-

Untimely Meditations., The most famous ©f them is e

rt

hree

key concepts are developed: the "his tmr*c&lgf the *unhistori-
cal” and the “supra-historical,*™ whose meaning 0°Neill ax-

pregssed in his plays, es ially in The Emperor Jones (19820)

pec
and in many Dionysian and Apollonian symbolism we have not

explained in our last chapter. Qur main concern here is to

deal with this Nietzschean concepts in O'Neill's plays and
to analyse 0'Neill's symbolism supra-historically.

Tt his ma@itaticd? Nietzsche was not interested in  the
course of h?iia?l sal events, but in the value and disvalus
of H :;Mt;fw for 1ife. The value of the Fhistorical®” and®un-
higtorical.® ag Walter XKaufmann explains it, was analysed
by Nietzsche at Ffirst in terms of happiness and suffering:
then, in terms of 1life and health:

f ; £ history does not, prima facle, make us
happy: rather 1t tends to make us unhappy. The "histo=-
Poal spect of consciocusness which 1s commonly
Faculty of memory seems to be the very
s from being happy. "In the
the greategt happiness, it is ever
akes happiness happiness; the ability
ee¢]l unhistorical wvhile it 1asts. ¥ ...
and historical are needed equally for

ong *»GLQ? which m

‘orget... to

‘e unhistorica

the healith of an individual, a people and a culture.
age

o©
€2 X

&
£

#in every day language: man must “know how to forget

nt time as well as how to remember at the

Lg
@, "

ri
tim

So far Nietzsche is able to apply the standards of

1ife and health. A complete lack of memory would inca-
pacitate man for life., The ®historical,® in the widest
sense of the word, is necessary for life, and this is

[}



90

its value. If man would remember everything, however, if
he were only "historical" and not at all "unhistorical,"
i.e., able to forget also, he would again be incapacita-
ted for life, Both are necessary. The lack of the *his-
torical®™in the narrower sense, i.e. of the awareness of
onets past history, would similarly comstitute not only
a statistical abnormality but a defect which, in direct
proportions to its extent, would uesﬁroy the chances of
the organism to survive. A people with absclutely no me-~
mory of thelir past would be unable to govern themselves
sucressfully, to abide by a proven way of life, and to
keep the law: a cultuvre with no traditions, with no me-
mory of past techniques or customs, would be gimilarly
incapacitated. ﬁﬁ tﬂe other hand, a people or a culture
without thm ability to forget would be unable to make
decisions, to act, and to be creative® (Kaufmann,123),

¥hen O'Neill'®s The Emperor Jonesg was first published,

192G, the critics called him Expressicnist, but QfNeill

ie
(1}
denied any contact with German Expressionism before 1922, 77
Doris V. Falk thinks that what excited 0'HNeill's mind at

the time was Jungt's fundamental premise-- *the exilgtence

. N (2}
and pover of the collective unconscious.® - "In 1926, hoveve,
Aas we have already seen, OfNeill complained about the critic
(3)

Freudian and Jungian interpretation of his plays, What
no one can deny, however, is that O'Neill, at the time he

wrote The Emperor Jones, was an enthusiastic Nietzschean

admiver. Supported by it, rather tham by any critical study,

we will venture in this chapter an analyses of The Emperor

jones according to Nietzschefs concepts in his Maditation

MO .

ﬁ(»-:

avout Higory.

eyY

n.ml!

‘he play tells us the story of an American negro, Brutus
fones, who came to an Island 1n the West Indies, after eg-
caping from prison in The,dnmted States of America. In two
yoars Jones made himself Bmperor and posgesscr)of a dgreat
fortune by mpc31ﬁq weavy taxes on the Islanders.

When the play opens, 0%Neill shows us Jones boasting

to Smithers, his friend, about his rise to power in spite of



viclence, trickery, muﬂdew and cheating. Luck has plaved a
vart, too, tut Jones has b&en quick to take advantage of it.
Once a native tried to shoot him, but the gun missed fire.

Jones then announced that only silver bullets could harm him.

But Jones has already gone too Far in hiz exploitation of the
islanders., A rebellion ig taking place without Jones knowing

of it. Jones must flee for  his 1ife's sake. At this point
the steady beat of a big drum bmgT”fw~”$ﬁm”TAy corvesponding
to the normal pulse beat,® O0'Neill says in the stage direc—
tions, "72 the minute® and continues unxmt@w¢up1uﬁhy at &
gradually accelerating rate from this point to the very end

of the play, Jones, vealizing that his o

g
fad
p
Q
Peat
=
s

over, starts
to make his escape to the coast where a French ship is anchored.
To reach the coast, he needs to travel through the jungle,

but ke becomes lost in it, Then demons and appariftions

begin to torment him, and the only way to get free from

oo
[y

them is Firing one of his six precieus bullets. His first

s
3
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o
ek
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ss fears:®™ then, the Figure

e, 53 o s 3 o Y T TR : 3 e Lo P T s
of a negro named Jeff, whom Jones killed in thne St@tﬁggagaﬁfg

iz a ghost of a guard Jones killed to escape from prison;next,
Jenes sees himself being seld in a slave marked; and then

of savages: finally, he is beset by a Congo

and a Crocedile. While ke runs through the

forest, Jones, 1little by little, loses his Emperorts clothing.

».
=
frd
3
ey
I
H
Loyl
s
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by
4

inds himself at the same point he entered the
circle has been made. There Jones is

~

elation of this plot to the “historical®

How are these concepts integrated in

ones? Are happiness and suffering two historical

d

What about 1ife and health?

Nietzsche related the “historical® to consciousness and
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to the faculty of memory; the "unhistorical® teo the ability
to forget, The “higt@ricai man® has faith in the future, for
he knows how to forget and how to remember at the right
time,

In the First scéne of the pilayv, JYonen!? 1ife is revealed
to us in his dialogue with Smithers, Like a "historical man®
Jores has Falth in the future, and avoids remembering sad
events about his past., He even threatens smithers, when

thers reminds him about his misfortunes, "Talk polite

Said,
white mant Talk polite, " Jones tells Smithers with hig
hand on his revolver menscingly, "you heah me!*{(E.J.,Sc.l,

s, when Smithers reminds Jones of his

.

killing of a white man in the States, Jones'! reaction is

again violent, *I kills another right heah ‘Ffore long if he

- v N T e ooy e £ o T % ¥ e Py v by ow g
Gontt Jook out® (E.J1.,5C.x.,p-11j. Because he alzo "unhisto-

¢ ex

rical® jones seems Lo have Forgotten all the sad event about

dere (in the States) for gettin®
Ts ovah a crap game, Maybe I gits
prigon guard was overseer ovah

de road. Mavbe he hits me wid a whip
s khead wid a shovel and runs away and files
7 leg and gits away cafe. Mavbe I does all
dom®t. It's a story I tells you so's vou

ends vo'! astealint' on dis yearth mighty
BoJe ,S0.1,pe11)

that the *historical®™ or the ability

from being happy. Jones keeps every-

3 reality, He is "unhigtorical® toward
Ihis mammories because they bring him unhappiness.

History, Nietzsche imagined a

people "whether they would like
to ilve through the last or twenty vears once more®(Kaufmann,

o He was gure that evervbody would anser “No® because
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hat the meaning of existence comes to

*in the course of 1iis process. "*Obviocusly,
Brutus Jfones'! aunswer would be *No" for he ig a "historical

man,® and a "historical man® has faith in the future not in

the past,

= le
you ﬁ”pﬁﬂe Ifs

ad, white man," Jones tell
se laﬁxed ahead and made s
morrow P11 be out &

- of an illuwsion to believe in. The J*agelzmng of

T*’Wi}”’*‘?ﬁ"’" 101

scene of the play, seems to be

fhistorical? toward his future and "unhistorical® toward his
sthe tom-tom beals® increase,

al® even toward his past.
king Brutus appear from the right
From the left alwavs when he appears

He does it also contrasting light

v the First scene cunshine and white colors

gerve as background for the character's action: from the

Tn the begimning of the

i.'}'

sgrond goene on, darknese prevail

second scene, for instance, vhen Brutus reaches the forest,
we are suddenly struck by the detail of darkness, *in the

-

rear of the forest is a wall of darkness dividing the world®

Whickh vorids are these? The world of the future and the

past, both divided by the wall of the present

b4

Jones begina to lose his faith in the future: symbo-
iically ke cannot go beyond the wall., He starts a hideous

oward hig past, and his own origins. He becomes
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historical, but only toward his past, without any faith in
the Puture. This Ffact throws him intc suffering and despair,
because he becomes conscious of precisely those aspects of
his life he desperately has attempted to forget; and because

fate becomes increasingly plain for him,

tf)
23]
et
(7
{wt-
N
o

In The Emperor Jones as in Mourning Become

OfNelll assumes fate in a *historical® sense, il.e., as some-
thing which comes to us from our biological

1
published by Arthur H., Ouin in his A Historv

P
o

Drama {(1945), OfNeill is reported to have said:

v conscious of the Force behinde

gical past creating our present,what~
- Mystery gertain IVeoo® (4

s %

conscious of the influsnce of past

T

rase out of the soul of a wman," he s:

1 vond Good Evil, ®wahl hig ancestors have don
most eagerly and often.... It is not at all possible th
: should not have in his body the gualities and pre
fevences of his parents and ancestors®(Xavfmann, pwzwﬂ)
And. 1n Human All Too Human he addg, "the son uses the

2

5

t\ﬁi
i

father'®s and irherits his habits® (&aa Many, Pe

411 of the six apparitions J
the forect are comnected to imag £f, the negro

a
the States, is throwing a pair of dice;

the small group of negroes look like
automatons; there is something stiff, rigid, unreal, mario-
enits of the aucticneer and the crowd

chorus of singing negroes, to whom

a szpell, sways back and forth

when the Congo Witch-Doctor appears, Jounes be-
comes completely hypnotized before the "implacable deity®

-

which is demanding him as a sacrifice.
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I think the symbolism of the play is intensified in this

s

last scene. Not only the value of the "historical® but the
Dionysian myth and the idea of etérnal recurrence are here
fused. | |

The *historical man,” as we have just geeﬂ'abov&, has
faith in the future and despairs of the past. The faith in
the future resembles and Apollonian illusion. Jones loses
it when he encounters the “wall®™ in the realm of the Fforest,
Then he becomes historical toward his past, he feels the
horror of existence, but he cannot go bevond his racial ori-

. Wha

3
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gin remains is his brooding fate in the eternal
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Jones is again the victim which stands
before the alter to be offered as a sacrifice. Only the cip-
cumstances are ﬁl?ﬁmx nt now. Lew, the leader of the negroes

e
T
H

whoe follov Jones, represents the Witeh Doctor: his negroes,
the chorus; the tom-tom represents the holy, Dionysian music:
he silver bullet, the crocodile eves; and Jones is the tra-
gic hero whe is defeated by fate. In a way, redemption takes
place again througn pain and suffering. |

nt Jones seems to understand the meaning of

parcdying The Birth of Tragedy, he realizes
! ying

in the very heart of nature. He forgets

his individuality and joins to the dance as if eempe&led by
an invisible force; itfs the Dionysian strength which breaks
the gspell of individuation to celebrate the primordial one-
ness of evervthing, as 0'Nelll describes it in the stage di-
recticns, "he {(Jones) beats his Forehead abjectly to the

ground, moaning histerically,® and “the whole spirit and the

into him, has become hig spiyit®

(BEeT-:80.7,Pa32). At the same time O0'Neill points out that

Jonest imperial costume has been forn into pieces, and that
P
he

the

* 3 .y ey Py, . i R 2N S, -
soidlers caryy his limp body to Lem,
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O'Neilllts commection to The Birth of Tragedy seems to be

again evident here. In a way, Jones' sufferings recalls the
ones of the real tragic hero, Di@ﬁysusg who was torn to pieces
by the Titans when he wvas a child, from whose dismemberment
all kinds of sorrow and pain entered the world. According to
Nietzsche the Greeks also felt such terror and horror in

existence and, like Jones, they could not face it without

u
o

overvhelming dismay and a cry of horvor. Still according:

-

+

Nietzsche, the Greeks found in music and in tragic art

s
Q

an expression of the Dicnveian intoxicating rapture; in the
meaning of tragedy, the “manifestation and illustration of

Dicmysian states® (B.T,,.S2c.l,p.14); in both of them, life

ag powerful and uwndestructible at the bottom. In the two
last scenes of The Emperor Jomes, O'Neill seems to bring
again to the stage the vhole symbolism of Greek music and

Greek tragedies, while the last words of the play becomes
ife, *Gawd blimay, but ver (Jones)

i
died in the ‘feight of style, anviowi® (F.J.,5¢.8,p.35).

neye a new concept may be added to our interpretation,

"gupra-historical, ™

Tn ouwr long quotation of Nietzsche at the beginnig of

chapter, we pointed out that the "historical® and *un-
historical®™ are equally needed for the hcai*h 1ife and
happiness of an individual. We also stated that in the

T

beginning of the play

Jones was “historical® toward his
future, and "unhistorical® toward his past. From the second
scene on, howvever, Jones becomes "historical® toward his
25th. This is the very factor vwhich prevents him from
being happy and guides him to final destruction. The last
symbol of the play, however, (as it is commom in mest of
DtNeillfs plays) may be explained "supra-historically®,

But what is the Ysupra-historical?®
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According to Keufmann'®s Nietzsche, the "supra-historical®
was not fully and cleariy developed by the philosopher. At
the time Nietzsche intended to critiéiz@ the preocupation of
his age with “hisﬁarical“ research and past values, In The

Birth of Tragedy, however, Nietzsche says that "the existence

of the world is justified only as an aesthetic phenomencon®
(B.T.,Pattempt at a Self-Criticism," p.22); in the Medita-
tion on History, that “the goal of humanity camnot lie in

the end but only in its highest specimens® {(Kaufmann,p.1l27).

This implies three Ffurther considerations, First, that

0

acethetic must be congidered as the true values of mankind:
second, that in the highest specimens of mankind this velues

and third, that the "historical® and

are finally integrated in the “supra-histori-
cal,® and that this integration invoelves the problem of the

relativity of valuss. How does the work of art performs such

Nietrzsche thought that he aesthetic values are, in a wav,
related to Hisory, but they are not only "historical." The
beauty of Greek Tragedy, For instance, is still beauty to us:

endent from time, it is "supra-~historical,” Thus,

rical, " through the art of the Greeks, has been
intensified inte a timeless symbol, a ®supra-historical®
value, The same Nietzsche thought of “the highest specimens®
of humanity: artists, philosophers and sants., In them the

story have been intensified into symbols, and
satesche adds that the value of the "supra-historical® isg
Just this: “to circumscribe... an every day melody... to
elevate it (History) to inﬁengify it into a comprehensive
symbol® (Kaufmann, p.126).

Though Nietzsche does not define the "supra-historical,”

the %“supra-historical,® one thing, at least, becomes clear:
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§raigim¢ of Greek Tragedy makes us believe that any true

uld zyvmbolize the sufrw ing Diﬁnysuspisegg the
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eternal pain and eternal contradiction exis tlng in nature.

A
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D'Ne1ll®s plays, especially those of twenties, are an

honest attempt to modernize the Greek Dionysus, as he is

Q
g
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ived by Nietzsche in The Birth of Tragedv. Our next step

in this chapter is to relate Apollo and Dionysus to the *his-

torical® and 3“u“rrmm1a? ical® concepts, both in Nietzesche

onensss with one's fellows and with the universe ied him to

believe that the pre-Socratic Greeks “could not endure the

individual on the tragic stage® (B.7.,8ec.1l0.p.73), and that
the protagonists in the plavs of Aeschvlus and Scphocles were
oniy masks of the original Dionyvsus. With Buripides and 3o~

‘rates, however, individualized portraits and scientific rea-

soning were introduced in tragedy, and Dionysus ceased to be

tA\

the tragic he e B,T.,S8ec,10},

Whether Nietzschets assumption of the anti-individualistic
tendency in the oldest Greek Tragedy is historically accurate
or net dees not concern us here. Right or wrong, it had a de-

Finite impact on 0fNelll in his attempt to recapture what he

dered the Greek tragedy spirit. What was essencial to

tzgsche was the rapturous feeling of being, not and indivi~

&

o
ife force, O'Neill shared this mystical

"I'M alwayvs, alwvays trying to interpret Life in terms
of lives, never just lives in terms of characters. I'm
alwave acutely conscious of the Force behind.® (53

By declaring himself mostly interested in "Life in terms

5
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along with Nietzsche, favors the general,
the universal, not the particular— this or that man- but

the image of man in his eternal Jtruggle to express the

*Force behind® which is uncoscious, uncontrolable, irrational

and “supra-historical.® Thus, in The Halry Ape, O0'Heill

complained that *the public saw just the stoker, not the
b

play either important or just
G

In The Great God Brown, he identifies the
#*Force® with mystery, "the mystery one man or woman can E&@l
but not understand as the meaning of any event— or accident—

in any life on earth. And it is this mystery I want to realize

The mystery O'Neill talks about is the same mysterv the
Greeks felt in life, but 0'Nelll needs 2 more modern symbolisn

to express it. Sﬁg his characters' gtruggle is first of all
2 psychological struggle, or man's inner division, whose
T in Greek gedv was the sufferings of Dionysus:
the physical dismemberment of the God by the Titans.
The inner division of O'Neill's characters could also be
but we prefer to relate it to

*The worst enemy you can encounter, ™

always be you, yourself+® (Z.,Part
2111 echoes Zarathustra when he
inner 1ife passes in solitude bounded by

and he expregses it in his plays

of the middle period when the split personality is charac-

terized by mask devices, which always resemble the character®s
face, Dion's mask, for instance, is %a fixing forcing of his
own face® (G.G.B.,Prologue,p.310); the Mannons have "mask-

eg ¥ oand  Loving's mask in Dayvs Withouy End 1is

identical with John's face. In the description of the

0fNeill seems to be once more inspired by Zarathustra
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wrﬁiy you could wear no better masks, you men of the

rsent, than vour own faces! Who uould possibly find vou

h—«

* (Z.,Part 2, Sec,14,p.231).

These mask devices may be portrayed as a modern vehicle
to express Dionysus; while the real face of the character
implies Apollo. In modern psychological terms we sould say
that the mask portrays the unconscious, and the character®s
face, the conscious ego. So, the whole symbolism of masks
T think, bears a timeless connctation and it may be called
a "aupra-hkigstorical?® element in OfNeill's plays.

A zimilar connotation may be attached to music. Nietzsche

5]

considered music and expression of Dionysian rapture, and the

meaning of tragedy was to him essencially the manifestation

ration of Dionvsian states ®out of the Spirit of

c8ec.2,p.538), The musical element in Greek tragedy

was embodied in the choral songs. When these were reduced in

Favor of dialogue QTQﬂenfss the very foundation of tragedy

wag Threatened:

*Optimistic dialectic,® Nietzsche says, "drives music
out of tragedy with the scourge of its syllogism; that
15, 1t destroys the essence of tragedy, which can be in-
terpreted only as a manifestation of projection into
images of Dionysian states, as the visible simbolizing

3
of masic, as Lh@ dream~world of a Dionysian intoxication®

The Wagnerian opera, Nietzsche thought, was a rebirth of the
spirit of music as a basis for and an integral part of tragedy,
OfNeillts plays are full of music and songs, which should

1 1o realtion to Nietzschets view of music as an inte-

part of trag@éy@

In The Great God Brown, for instance, Cybel has a player

piano, which is ®groggily banging out a sentimental meddley

-~

3f "Mother-Mammy® tunes,” she tells Dion (G.G.B..,A4ct I, Sc.
3
a

{22

. D.329). Cybel being a nature goddess, her music 1is
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gzérvy ian in a Nietzschean sense, "I love those rotten oid
sob tunes, " she tells Dion, “thev make me Wi3@ to people,
That'fs whatts inside them- what mak@v them love and murder
their neighbor-- crving jags set to music.® And ﬁign answvers:
tevery song is 2 hymn, They keep trying to fiﬁ@ the Worid

. in the Beginning® {G.6G.B., Act I1,8c¢.1,p.335). Like Cybel,

o

Cora— one of the three prostitutes in The Iceman Cometh—

o

plavs an old tune to Herrvy Hope “The gunshine of Paradice
Alley, "

Folk raChe claam%p should be regarded as "the
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original melody,” 4 mugical mirror of the worl d, and "every
period rich in folk songs hag been mest violently stirred by
Dionvsian currents? (B.T.,8¢c.6,p.53). The drunk stokers in

The Hairy &pe forget fighting te sing *Whiskey Johny," and

s

e worid I'd

g o 1 Tm o . % A s ] =3 = S %
Gy comments, "'Tis onlyv vhen i*m dead to t

be wishful to sing at allY (H.A., Sc.I,p.42). The two chanty-

men in Mourning Becomes Electra contrast the Puritan Mannons'

contempt for life. In The Emperor Jones the drum beats are

ciated with “the normal pulse beat® (B.J..S5¢.15P.14)—

Ltself~ and *the whole gpirit and meaning® of the
“Congo Witch~Doctorts dance becomes Brutus Jones® spirit®

{E.Je.B80.7,P.32). In Lazarus Laughed the Dionysian spirit

brought out not only in the dance music played

by Lazarust® followers on filutes, but alsce in Lazarus®

‘nis exceadingly high frequency of musical elements in

Jeillfs plays is almost always associated with drinking,
which points out the Dionysian intoxication Nietzsche desw

cribes in The Birth of Tragedy, and, I think, another "supra-

bistorical® element in the plays.
Paralel to the use of masks and the spizit of music,0'Neil

envisages the power of fate, which emerges from family tides
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in Mourning Becomes Elactra; frem the Biological past in

The Hairy Ape; from an ancestral sb1r¢k in The Empsror Jones:

from man's struggle with nature in Bound East for Cerdiff....

bs

The fate of Qf'Neill's heroces resembles, in a @ay? the

=

reek "Moira enthroned above gods and men as Ft&ﬁﬂm¢ Jus

{'}

“ice™

{"5

(B.T.,5€c.9,70), which symbolizes the metaphysical reconci-
liation for the violated order of the cosmos. In Greek tragedy,
the viclated order was symbolized by "the immesurable suffering®
of th@ bold ®individual®™ on the one hand, and "the divine pre-
dicament and intimation of the twilight of the gods,® on the
other (B.T.,Sec.8,p.70), with the Final tragic flav of the
herc as the ounly free and responsible agent of his own fate,

inds in the power of the unconscious the modern
equivalent of the gods, the Dionysian strength which expresgses
the power of nature; in the ego, the ratiopal world which
attempls to assert itself and to surpass the uanconscious

The Mannons® conscious sense of justice, for instance,

"
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t0 subjugate the sex instinct lead them to
Family '@structiam§ to death.

The wunconscious is always an irrational force, the “supra-
ristorical?® element which atamds'bayand good and evil, as Law
zarus tells Caligula, *You are so proud of being evil! What

1
if there 1s no evil? What if there are only health and sicke-

7% {L.L.,Act IV,Sc¢.1,p.469). The consciocus ego, on the
cther hand, 1ls always a rational force, a social, moral, or
sclentifie illusion, which constitutes the "historical®

element of the play and has a survival value for the charac-
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asumed,; quoting Nietzsche in the beginning of this
chapter, that the “histcrih 1% and ®unhistorical® run to-
gether, ahd are equally needed for the health and life of an
ividual. Therefore, we may conclude that O*'Neillfs sym~

g
bolism is finally perfectly met. The ¥Yhistorical® and



103

funhistorical® psycholegically correspond the the conscious

sponds to the unconscious; philosophically and histo-

rically, to the Dionysian world of suffering.
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NOTES ON CHAPTER THREE

L. In 1922 Clark asked 0'Neill whether he had made use of
German Expressionism to write The Hairy Ape and The
Emperor Jones, 0'Neill answered that the first Exprese—
sionistic play he ever saw "was Kaiser's From Morn to
Midnight, *produced in New York in 1922,after he had
written both The Emperor Jones and The Hairy Ape.
Clark, Baxret H. Fugene 0'Neill: The Man and his Plavs,
P83

L)

2.Falk, Dorie V., Fugene O°'Neill and the Trégis T@ﬁsiang?q.ﬁ
3. 8¢e Chapter One, p.8

4. Cargil, Cscar. Ofﬁeill and his Plays, p.1l25

5, Ibid., p. 125

6.Clark, Barret H. Op.cit.,p.84

7. fbid,, p.106

8, Cargil, Oscar. Op.Cite,p.117.



CHAPTER FOUR

THE SUPRA~-HISTORICAL VALUE OF THE ETERNAL RECURRENCE

Nietzsche considered the eternal recurrence idea "the

)

most scis

%

ntific of all possible hyp@thesis"(iéufmann,§@282}p
and he himself “the last disciple of the philesopher Dionysus
«+e the teacher of eternal recurrence? (Kéufmamﬁ,pa2?9}a
G*&eﬁll, whose enthusiasm for Nietzsche remains iﬁﬁigputable,
gave emotional expression to the doctrine in his plays. Our
aim in this chaptey is to emphasize the "supa-historical®
meaning of the doctrine, either to Nietzsche or ('Reill. and
the Plavwright's different apprecach to it.

Nietzsche became aware of the importance of the eternal
recurrence of everything in his later philosophy, but he did
not leave any substantial argument to demonstrate its meta-
physical truth, So, it may be outlined from his previous

writings.

In The Birth of Tragedy, Nietzsche stated that "the exis-~
tence of the world is justified only as an aesthetic phenome-
nos® (B.T.,"Attempt at a Self-Criticism,"p.22); in the Medita-—
tion about History that *the goal of humanity cannot lie in the
end but only in its highest specimens® (Kaufmann,pp.126~27);
and that the "supra-historical man does not envisage salvation
in the process;® but, for him, “the world is finished in every
single moment and its end attained" (Kaufmann,p.276). These
concepts, as Kaufmann points out, suggest Nietzsche's denial
of indefinite progress, and the possible infinite value of the
moment and the individual, who can live “supraahistoricallyi“

In The Gay Science, Nietzsche presents the thought of the

eternal recurrence not as a . truth but as an experiment:

"How if sime day or night, a demon were to sneak you
into your loneliness and say to you: "This life, as vyou



now live it and have lived it, you will have to live

once more and innumerable times more; and there will be

nothing new in it, but every pain and every joy and eveidy

thought and sign.., must return to you~ all in the same
succession and sequence~ even this spider moonlight
between the trees, even this moment and myself. The eter-

nal hourglass of existence is turned over and over— a

dust grain of dusti® Would you not throw yourself down

and gnash youxr teeth and curse the demon who spoke thus?

Or have you cnce experienced a tremendous moment when

yvou would have answered him: “you are a god and never did

I hear anything more godlike!® If this thought were to

gain possession of you, it would change vou as you are,or

perhaps crush you. The question in it and everything,

"do you want this once more and innumerable times more?™

would weigh upon your actions as the greatest stress, Op

how well disposed vou would have to become to yourself
and to life to crave nothing more fervently than this

ultimate eternal confirmation.,..? * (1}

Definitly, Wietzsche rejects here the idea of indefinite
pregress, For the individual would live this moment, just the
same, “innumerable times more.” The consequences which interest
us heye, are, first of all, the infinite value of this moment;
after, its “supra-historical® meaning: finally, the rejection

of a possible after life.

This moment has a “supra-~historical® meaning because it
is timeless, If it were related to time, the "historicalw®,
the individual would remember it, for the "historical® is
linked to the faculty of memory. On the other hand,the idea
of recurrence does not confer any extra-value, or supernatural
dignity, to the individual— *a dust grain of dust%- as it im=-
plicity negates the possibility of an after 1life better than
this one. Nietzsche, however, thought at the time that the
psychological consequences of the doctrine would crush the
weak, but not the strong (the highest specimens),vhose creed
follows Zarathustra's: "I beseech you, my brothers, remain
fFaithful to the earth and do not believe those who speak to

you of other-wordly-hopes® (Z.,Part IV, Sec.5,p.279).
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"Although the doctrine of eternal recurrence does not
confer any vsupernatural.value, Nietzsche thought that the
overman~ the man who has organized the chaos of his passions
and integrated every feature of his character, redeeming even
the ugly,'as Kaufmann says, by giving it a meaning in a
beautiful totality®— would realize the cosmological integra-
tion of his own being, and by affirming his ownt being he -
woeuld also affirm all that is, has been or will be. The
conscilious aspect of this affirmation bringé not only 3
profound feeling of power, but the ultimate attainment of
joy too, "For all jov wants— eternity,® Zarathustra says,

. ..you higher men, do learn this, joy wants eternity. Jovy
wants eternity of all things, wants deep, wants deep eternityi®
(Z.,Part IV, Sec.19,p.429).

Although‘ﬁamfmann recognizes in this affirmation "the
ultimate apotheosis of the supra-historical outlock, the su-
preme exaltation of the moment,® we may add that it does not
contain a phi;@sophical explanation of the doctrine, which
indicates that Nietzsche was not primarily concerned with
the theoretical content of it. Perhapsy as Arthur Danto points
out, the most detailed statement of it may be found in

Nietzsche's Nachgelassene Werke:

"The total amount of energy is limited, not "“infinite:®
let us be aware of such excesses in concepts! Consequen-
tly, the number of states {lagen), combinations,changes,
and transformatimns (Entwicklungen) of this energy is
tremedously great and practically immeasurable, but in
any case finite and not infinite. But the time through
which this total energy works is infinite. That means
the energy 1s forever the same and forever active. An
infinity has already passed away before this present
moment. That means that all possible transformations
must already have taken place. Consequently,the pre-
‘sent transformation is a repetition, iand, thus also
that which gave rise to it, and that which arises from
it, and so backward and forward again! Insofar as the
totality of states of energy always recurs, everything
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has happened innumerable times..."(2).

If we assume that energy is *forever active® we may
also assume an active principle in the universe,For Nietzsche
this basic principle is fbrce, or strength, or pcwef, A force,
however, can only be coneived in relation to another force,
which makes us believe that the universe, the phenomenal, 1is
a tremendous complex of interelated forces, But this does not
mean that two forces must be identical., Nietzsche thought
they are essentially differeﬁtg and he called this defferen-
tial element "Will,"™ 7

If we assume tﬁat energy 1is finite, as Ivan $S01l, points
out, in a "finite space"” and "infinite time," it might follow
that only a *finite number of éanfigurations ¢f the power
quanta is possible." In this case, either an end state must
be reached or the same caﬂfigaratidn must eventually be re-
peated and recurs etermally. (3) Nietzeche thought that ®if
the world could in any way become rigid, dry, dead, nothing,
or if'it‘had any kind of goal that involved duretipbn, immuta-
bility the once-and-for-all (in short, speaking metaphysically:
if becoming could resclve itself into being or nothingness),

(4)

then this e¢tate must have been reached.® But Nietzsche
argues: ‘¥Had an equilibrium of forces ever once been reached,
it would still be the case., Thus it has never occured, The

present situation (of change) contradicts that assumptiomﬁ
{5) '

By this argument, Nietzsche thinks of reccurrence as the
dentical and cyclical repetition of things and events.
Obviously, this repetition is impossible within the course
of known history, but inevitable from one cyclé of hiztory to
another, as one cycle of history is completely and identical
repeated by another. Because recurrence is impossible within

the course of known history, we cannot remember anything



109

about our previous recurrences, although the present action

has already be repeated innumerable times. So, we may con-

clude that Nietzsche's eternal reéurrenee takeg place in

time but not in history, that is, not in known hiétory ag

a phenomenon‘bf the individual, or collective'unconscicus

of mankind, therefore, it is a “supra-historical® symbol.
From the above considerations we are finally able to

consider how Q'Neill expressed the doctrine of recurrence

in his plays. Firt of all, unlike Nietzsche and perhaps driven

by the necessity of emotional expression, 0'Neill approached

the idea of recurrence "“historically,® that ig, he used a

phenomenal symbolism to convey the meaning of it. On the

other hand, the eternal becoming idea 1is not a constant theme

throughout 0'Neill's plays. He suggested it inm his earlier

plays about the sea; expressed it fully in his middle period

when it did his best to restore Dionysus to the stage; after

Lazarus Laughed, however, the eternal recurrence idea deserves

& secondary place in the Playrightfs writtings. But in his

last play published, A Long Day's Journey into Night, OfNeill

takes the theme back again.

At the end of Bound East For Cardiff, O'Neill's Ffirst

play produced, Yank, the dying sailor and protagonist, is
conforted by the vision of a woman. In later plays, except

The Emperor Jones, the idea of recurrence is always associated

to a woman's image or tco nature, This association helps us to
point out an important feature in 0'Neillt's idea of the eter-
nal recurrence: its relation to Dionysus, the god of recur-
ring seasons, of birth and death as eternal process.

In The Emperor Jones, the idea of recurrence is suggested

twice. First when Brutus Jones has a mystical experience in

the Cogo scene,

* This play will be analysed in our last chapter.
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"What— what is I doin'? What is— dis place? Seems like I
know dat tree~ an' dam stones— an' de river. I remember—
seems like I been heah befo'"(E.J.,SC.7,p-31). ‘

Second, by the Ffact that Jones performs a full cycle in  his
running through the forest during the night. He is found in
the morning lying down at the same spot he entered the weod.

Jones' cyclical movement and his recognition of the place
5uggeéts not only the cyclical recurrenee'cf'everything,bﬁt
it alse suggests O0'Neillfs rejection of an indefinite pro-
gress idea, in a Zarathustrian sense,

“T come back not for a new life, or a better life,but
back eternallv-untc this one and the same life and the
emallest thing® {Z.,Part ITI,Sec.13,P.327).

Brutus Jones® mystical vision is repeated by Juan Ponce

. _ A * : . ! >
de Leon in The Fountain (1921), Ponce de Leon is first pre-

sented as a young nceble man from Granada, hungry for action,
wealth and fame, After having a love affair with a lady and
‘a quarrel with her husbanﬁ«=ih order to take retribution
back and to seek new fortunes- Juan joins Columbus on his
second voyage to the East, that was to end with the discavefy
of America, |

Twenty vears later, Juan has realized all his ambitions.
He has been appointed the Govermor of Puerto Rico; he has
become a wealthy man well known either in the New or the 014
Worlds for his great military deeds and the conquest of new
lands for Spain. Bubt now his old aims and victories seem
meaningless, and he camnot find anything to take its place.

ith the arrival from Spain of Beatriz, the beautiful daughter

of the woman Juan had a love affair with twenty vyears ago,he

is reawvakened to action. The 0ld man falls in Yove with Beatriz,

The quotations here are taken from Falk, V. Doris, Eugene
O'Neill and the Tragic Tension, because I could only get
a copy of the play in Portuguese.
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and the dream of youth sgizes him, He tortures a captive
Indian for the secret of the Fountain, whose rumor has spread
abroad: from it he will drink andArenew his youth. In the
jungles of the newly discovered Florida, the Indians have
set a trap for him and his followers. As Juan'kneels beside
a spring, that he thinks 1s the Fountain of Youth, he is
wounded by an Indian‘'s arrow and left for dead. As he lies
down semiconsciously in. the mist around the fountain, the
figure of an old woman appears to him from the mist. When e
steps aside, Beatyiz appears singing the life song of the
first part of the play:

Love 1is a flower

Forever blooming.

Life is a fountain

Forever leaping

Upward to catch the golden sunlight,

Striving to reach the azure heaven:

Failing, falling,

Ever returning )

To kiss the earth that the flower may live®" (Part I,sc.l)

After Beatriz® apparition, some other figures rise in the
fountain and join hands. Juan becomes confused. He cannot
understand the riddle. A last vision takes place, it is an
0ld woman, As she beckons to him, Juan goes to her, but as he
touches her hands, "her mask of age disappears. She is Beatri#

Juan finally understands the meaning of everything, "Bea~
trizé{ Age— Youth are the same rhythm of eternal life!® (6)
And he adresses to the Fountain: |

*I seef! Fountain Everlasting, time without end!
Scaring flame of the spirit transfiguring Death! All is
within! All things dissolve, flow on eternally! O aspi-
ring fire of life, sweep the dark soul of man! Let us
burn in thy unity!... O God, Fountain of Eternity, thou’
art the All in One, the One in All— the Eternal Becoming
which is Beauty!®* (Part IIT, Sc.10)

After this revelation, Juan lives for a short while in a



Mahagt@ry; When he lies dying, Beatriz comes to him, bring-
ing her boy friend, Juan's nephew. In him she has found again
the young Ponce de Leon of old whdm her mother had taught her
to adore. While Juan dies, the young couple sings the Ffountain
song, and Juan affirms 1ife in the eternal beéoming of every-
thing:

“... I am that song! One must accept, absorb, give back,
become a symbol! Juan Ponce de Leon is past! He is resol-
ved into the thousand moods of beauty that make up happi-
NE8%. ... Oh, Fountain of Eternity, take back thie drop,my
souli®™ {Part TII, 8c.l0).

That all things recur becomes plain from the above quota-
tions, but what mavy not be wholly inderstandable is its rela-

ion to Nietzsche

(l’?

- thought,

First of all, 0'Neill‘*s cosmology in the play involves the
Apollionian and Dionvsian symbols, Apecllo is revealed in Juan's
pﬁogyess toward his own illusions of power and glory and fame
and reneved vouth, until he becomes a devout believer in eternal
recurrence. The Dionygian world is symbolically represented by
the "Fountain of Eternity"® which expresses not only the oneness
¢f everything, but, as Doris V. Falk points out, "it is equiva-

lent in mind of the fecund cycles of nature and therefore

(’0

¥presses itself in natural symbols.® So, Falk goes on, "“when
Juan recognizes the relationship between the flower that dies
so that another may bloom, and the youth and ald age cycle of
Beatriz {am later, of himself):" when he realizes the cosmolo—
gical integration of his own being by accepting the eternal
becoming, "he kas placed man back into the context of the na-

(7)

tural world from which he was alienated in The Hairy Ape.*

Consedquently, Juan re}ecas a supernatural life, and, like the
overman, becomes a symbol which is "resclved into the thousand
moods of beauty that make up happiness.® In this sense, birth

and death and suffering have the same meaning for human iife
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as they have for nature. They are "supra-historical® symbols
of the:eternal process of growth.

Juan Ponce de Leon's dying revelation discloses to him
that his individual soul will be absorbed like a &rop by the
Fountain of Efermity-Life«»and that, as part of the Pountéihw
it will eternally reccur, "0 Fountain of Eternity, take back
this drop, my soul!" Zarathustra uses the .same imagery for his
identical longing:

"0 heaven over me.... You are looking on? You are liste-
ning to my strande soul? When will you drink this drop of
dew which has fallen upon all earthly things? ¥When will you
drink this strdnge soul? When, well of eternity? Cheerful,
dreadful abyvss of nomn! When will you drink my soul back
into yourself?s (%,,Part IV, Sec.16,p.390).

Fnce de Leon, like the highest specimens of mankingd, bee~
comes a gymbbl@‘ég a symbol, he embodies the "supra-higtorical®
man who does not envisage salvation in the process; but in
®"his fusion with the primal being® (B.T..Sec.8,p.55), On the
other hand, the whole symbolism also suggests O0'Neill's depen-
dence on the wmyth of Dionysus, who teaches that all the sorrow
in the world comes from the splitting up of Nature into indi-
vidual beings;: who promises a return to universal oneness and
assureg us of the joy behind phenomena.

juangs mystical rebirth into eternal life means ﬁrimarily
the end of individuation and suffering; next, that 1life,though
its everlasting flowing, is undestructibly peasurable at the
bottom; and finally, that the world can only be justified as
an “aesthetic phenomenon®- “the Eternal Becoming which 1is
Beauty*— and man, as " a work of art® (B.T.,Sec.l,p.37).

OfNeillfs Dionysian vision of recurrence is more fully

carried out in The Great God Brown. Dion Anthony is the

central representative of the conflict Juan Ponce de Leon
felt in himself, But Dionfs conflict is a more crucial one.

Dion needs a mask to protect himself which indicates both his
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inner and outer conflict, as we have stated earlier.

As the play opens, Dion's quest for Dionysian wholeness,
after experiencing love with Margaret, is threatened by the
moral world which increases his intuition of suffering which
is caused by individuation. He affirms the everlasting meaning
of that moment, but the "Anthony principle” makes him feel
guilty: :

"I love, you love, we love! Come! Rest! Relax! Let go
your clutch on the worlid{ Dim and dimmer!Fading out in
the past behind! Gone! Death! Now! Be born! Awake! Live!
Dissolve into dew— into silence~ into night— into earth—
into space-~ into peace— intc meaning— into joy-— into God--
into the Great God Pan! (While he has been speaking, the
moon has passed gradually behind a black cloud, its light
fading out. There is a moment of intense blackness and
silence., Then the light graduvually comes again. Dion‘s
voice, at first in a whisper, then increasing in volume
with the light, is heard) Wake up! Time to get up! Time
to exist! Time For school! Time to learn! Learn to pre-
tend! Cover your nakedness! Learn to lie! Learn to keep
step! Join the procession! Great Pan is dead! Be ashamed!®
{Proiogue, 318)

From such a monossylabic context, we are definitely able
to relate 0'Neillfs idea of recurrence to Nietzsche's earlier
philosophy, mainly to the myth of Dionysus, the God of ferti-
lity. Perhaps we sould admit that the playwright needs a more
concrete symbolism than the philosopher to express "Life in
terms: of lives™ or to express the “ForceAbehind" the pheno-
menal world. Therefore, 0'Neill's imagery always approaches
the *historical,® but his symbolism has a "supra;historical"
connotation. Let's take, for instance, the symbolical relation
of the ideas of eternal recurrence to the image of a woman—

Beatriz, in The Fountain; Margarete.and Cybel, in The Great

¢

- God Brown; Miriam, in Lazarus Laughed— or the recurring

seagons of the vear, which point out OfNeill's empirical
view of the cvclical myth of fertility the Greeks celebrated

in the Dionysian festivals, This marks a major difference
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between the Philosopher's doctrine and the Playwright's view
of it. The former emphasizes the total state of all forces
that constitutes a cyele and its ésychological consequences
for the individual; the later, the individual cycie of birth
and death, Nfetzsch@'s approach goes from the'"smpramhistari»
cal® to the fhistorical:"™ Of'Neillts, from the "historical® to
the "supra-historical.®

The Great God Brown, for instance, follows a seasonal

pattern in its structure. The action begins in the Spring,
goes on through each one of the cther seasons, and in the
final scene Spring returns in Mother Cybel's words:

*Always spring comes again bearing 1ife! Always again!
Always, always forever again!- Spring again- life again-—
summer and fall and death and peace again!® (G.G.B., Act
IV, Sc.2,p.375).

Then as 1f consgidering individuation as the primal cause of
evil che adds with agonized sorrow:

*But always, always, love and conception and birth -and
pain again- spring bearing the intolerable chalice of life
again! (G.G.B..,Act IV, Sc.2, p.375).

But here sorrow gives place to an "agonized exultance™ when
she recognizes that, in spite of the flux of phenomena, 1ife
is infinitly powerful: ¥- bearing the glorious, blazing crown
of 1ife again?®(G.G.B.,Act IV, séﬁg,p,375).

QfRelll, likeimietzsche, that the joyful and courageous
acceptance of eternal recurrence holds a redéeming power for
the individual, and that it even points the way toward his
eventual transcendence. Billy'Brownﬁsvlast wvords, for instance,
are not words of lamentation or self-pity. As he approaches

death, his words rise with the wisdom of Lazarus:

¥ Nietzsche recognized his doctrine of the etermnal recurrence
in earlier philosophers. He quotes Pythagoras, the Stoics
and Heraclitus (See Kaufmann, p.274-75). Doris V, Falk tells
us that 0'Neill's idea of recurrence may not be traced only
in bhis reading of Nietzsche, but also in his reading of Lao-
tse, Strindberg, Jung and Schopenhauer.
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®"The laughter of Heaven sows earth with a rain of
tears, and out of Earth's transfigured birth-pain the
laughter of Man returns to bless and play again in innu-
merable dancing gales of flame upon the knees of God"

(G.G.B., Act IV, SC.2,P.374).

The symbolism of recurrence may be alsc found in OfNeill‘s
exploration of some apparently Freudian themes, like Eben's
love for Abbie or Dion's for Margaret. We say apparently
Freudian themes, for O'Neill's owes a lot to Nietzsche's
principle that individuation— symbolical separation from the
mother-- is the source of suffering, which is represented by
the everlasting cycles of existence: birth and death, growth
and decay. Thus Eben only accepts Abbiefs love when she
identifies herself with his mother,

¥Dontt cry, Ebent I¢'11 take your Maw's place! I'11 be
everythin® she was t* yve! Let me kiss ve, Ebent.,.. Don't
be afeered?! I1'1l kiss ve pure, Eben— same 's if I was a
Maw t* ye- ant' ye kin kiss me back °s if yew was my son——
my boy- sayint good-night t* me! Xiss me, Ebeni®
{D.E,, Part IT,8c.3,p.178).

Eben's acceptance of love, symbolically his return to the
womb, sugdgests the Dionysian "oneness" which is prior to indi-
viduation.

Margaret, in The Creat God Brown, falls in love with Dion's

mask and she, also in a symbolical way, is willing to give birth
again to pionf{ysus): *And I'11 be Mrs. Dion— Dion‘s wife- and
he'l} be my Dion— my little Dion—my baby®* (G.G.B.,Frologue,
pe.314). Dion feels as if he has returned to the wemb; with a
mystical Ffeeling of joy he celebrates the end of individuation,
and the restoration of the "Primordial Oneness" existing in
Nature: "Her arms are softly around me! She is warmly around

met! She is my skin! She is my armour? Now, I am bornw»I«»thé

Tt One and indivisible— I who love Margaret!" (G.G.B.,

Prologue, P.3168).



117

- But Margaret is able to accept Dion only in the guise of
his corrupted mask, and when he reveals himself without it,she
rejects him; then, Dion goes to Mother Cybel or Mother Earth.
In her arms Dion seeks death and rebirth again, But when he
realizes that life is only meaningful and joyful within the
process of eternal becoming, he longs for death, "you've
given me strength to die" (G.G.B.,Act II, Sc.1,p.337).Mother
Cybel answers in an apotheotic affirmation of the eternal
becoming, "I've- just— seen-- something. I'm afraié you'fre
going away a long, long ways. I'm afraid I won't see you
again for a long, long time" (G.G.B.,Act II, Sc.l,p.339).

Cybel suggests Nietzsche®s “supra-historical® outiocck of
recurrence: she assures Dion they will meet again in the
recurrence of this same cycle. Cybel must also be understood
as a symbol, perhaps, the feminine counterpart of Dionysus

as it is expressed in 0°'Neill's Lazarus Laughed,

Lazarus, as we have already pointed out earlier, has long
been recognized by the critics as a reencarnation of Dionysus.
What we have not emphasized enough, however, is his relation
to the idea of the eternal recurrence. _

- First of all, like Dionysus, Lazarus is reborn and testi-
fies to the possiblility of.ressurrectiano Like Dionvsus, he
becomes a Savior who preaches Zarathustra‘®s gospel, Unlike
Zarathustra, however, his life does not testify to Nietzschefs
idea of recurrence. Zarathustra says that the individual comes
back "eternally unto this one and same 1ife" (Z.;Part I1I1,8ec.
13,p.327)., Lazarus, we are told at the beginning of the play,
was, in his previous life, *a bad farmer, a poor breeder of
sheep, " who longed for death as the only way to escape mis~v
fortune, "I have known my £ill of life and the sorrow of li-
ving. Scon I shall know peacei.. and she smiled" (L. L., Act I,
8¢.1,p.384). One of the guests comments that it was the first

time he had seen Lazarus smile in years. Obviously, this aged
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Lazarus does not resembles the one who regsurrects the dead
#*by laughter" and preachés *Fternal Life, " We must have in
mind, however, that C*Neillts idea of recurrence is supported
by Nietzsche's earlier philosophy, rather than by Nietzsche's

later one.

The main symbolism of recurrence in Lazarus Laughed follows

the same patterns of The Fount&in and The Great God Brown, It

13 squested by the recurring-seasons of the vear:; Miriam's
image; and Lazarus'® symbolical return to the womb.

The theme of recurring seasons is suggested in Lazarusg!
entrance in Athens. Lazarus is physically described as Dion-
veus reincarnated,

*the soul of recurying seasons, of living and dving
as processes in eternal growth, of the wine of life
stirring forever in the sap and blood and loam of things®
(Lele ACT IT, Scol,P.414).

His followers, voung men and women, *all have wreaths of ivy
in their hair and Flowers in their hands®(L.L.,Act II.Sc.i,
p@414)§ vhile the chorus of Greeks, seven in number, ¥are
c¢lad in geat skins.,. in imitation of the old followers of
pionysus® (L.L.,Act IT,Sc.l,p.406). '

Cybel has been repeated describe in The Great God Brown

as an "Idol of Earth;"’Miriamﬁ Lazarus® wife, is first des-

cribed as "a statue of a Woman, of eternal acceptance of the
compulsion of motherhood, the inevitable cycles of love into
pain into joy into separation and pain again and the loneli-
nessz of age® (L.L.;Act I,S8c.1,p.382). As the play progresses

Miriam grows older, while Lazarus! grows younger. Svmbolically,
Miriam becomes Lazarust® mother; and Lazarus, Miriam's son. |
This is a relevant fact, because we are told at the be-.

- ginning of the play that Lazarust® and Miriamfs children died

one after another. Only the last one was a boy'and he died at

birth. Now Miriam, like Margaret, is willing- in a mystical

ot

way-- to give a new birth to Lazarus, the new Dionysus. The



boy who died at birth represents Lazarus; and Miriam, Laza-
rusf mother, Just before dying, Miriam fills the role of La~-
zsrus'® mother rather than of Lazarus?! wife:

"Once I knew your laghter was my child, my son of La=-
zarus; but then it grew younger and I felt at last it had
returned to my wombe and ever vounger and younger-until.
tonight, when I spoke to you (Lazarus) of home, I felt nevw

birth-paing as your laughter, grown too voung for me, flew
b?CK to the unborn-a birth so like a deathi® (L.L.,Act III,
SC.2.p. 15*5.)}9:

Miriamts expression refers to biuth and death as two inevi-
table complementaries of the eternal becoming process. The
ciild who died at birth is compared with the man who is born
at death, Thus, the child and the man becomes the, same person,

ymbolically, they must be compared to Dionvsus, who alsc died
as 2 child and experienced a new rebirth each year.

With the idea of the eternal recurrence, 0'Neill, like
Nietzsche in Zarathustra, seems to have found an answer to
death, and a psychological basis for mants joyful acceptance
of life,

Lazarus thinks that what man calls evil is born from his

€Y o o
reax

>f death, "Men call 1life death and feaxr it." But there ig

]

no evil, "there are anly health and sicknegs® for those who
believe in the endlessness of life in the universe, Man as dust

is Yeternal change and everlasting growth, and a high note of

}.d

aughter soaring through the chaos from the deep heart of God!
Be proud, O Dusti!® (L.L..Act II,S5c.1,p.417). Because man thinks
only in terms of his temporary form, rather than of the ageleg~
ness of his dust, he .lives and dies of self=-pity., If he could
but say with Lazarus that— "Millions of 1augh1ng stars are
around me! And laughwng dust, born once of a woman, now freéd

.ro dancefNew stars are born of dust eternally"(L.L.,Act III,Sc.

(-

» DPe455)— then, he would believe in the joyful world of the

eternal recurrence with the soft laughter of being and becoming,

!

or "all joy wants deep, deep eternity*(Z,,Part IV,S5eC.19,p.429).
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CHAPTER FIVE
THE FALSE SUPERMAN AND THE STATE

In cur previous'éhapter we related Apollalani Dionysus
to the "historical®™ and the *"supra-historical." We also
suggested that the Pionvsian théme in O'Neillts pilays, €spe~
cially in the eternal recurrence idea, realizes a symbolical
integration of the “historical® and the “supra-historical.®

n
n this chapter we are going to see how "the false superman®

=4

and the *State® resemble the "historical® and why they have

beert equally comdemned by Nietzsche and 0'Neill.

Nietzsche thought that the phencomenal world is the

D
s
ol
H
0
1

ssion of a basic drive, the will to power,

"Wherever I found the living, " Zarsthustra says, "there
I found the will to power.... Only where there is 1ife,

there i1s also will: not will to 1ife but will to power,
There is much that life esteems more kighly than life

self; but ocut of the esteeming itself speaks the will

.
L
o power® (Z.,Fart I, Sec.l2, p.226-28),

o s

If the will to power is the ultimate expression of all
living beings, then we must admit that all psychological

nencmena are reducible to the will to power; and that power

3

iz the standard and measure of values, What matiers here are

P

the psychological implications of such a theory Ffor human
life,

Nietzsche recognized two basic tendencies in man‘s
struggle for power, On the one hand stand those who look for
a goal beyond themselves; on the other hand, those who want
self-mastery. Nietzsche was particularly bitter, against the
first, and even identified them with the animal; while he
praised the latter class as the true representatives of man-

kind,



T teach vou the overman," Zarathustra says. "Man is
something that shall be overcome., What have you done to
overcome him?

A1l beings so far have created something bevond themw
selves; and do you want to be the ebh of this great flo
and even go back to the beasts rather than overcome man°
What is the ape to man? A laughing stock or a painful
embarrasment. And man shall be just that for the overman:
a lauvghingstock or a painful embarrasment. You have made
your way from worm to man, and much in you is still worm,
Once you were apes, and even now, man is more ape than
any ape® (Z., Prologue, p.l124). '

Zarathustra's remark emphasizes that in terms of human
worth or dignity there is no essential difference between
man and animal. What elevates man is self-mastery, which,

according to Kaafmaﬁn?s interpretation of Nietzsche, "consits

ot
=y

e sublimation of their (men‘s) impulses, in the orga-

et
¥

1

the chaos of their passions, and in man's giving

by

‘nization o©
“style® to his own character® (XKaufmann,p.219). But Nietzsche
realized that the mass of mankind instaéd of perfecting them-
aelveb craves for word]y power, which he repudiated as harm—
ful:

I have found stmngth where one does not look for it:
in simfe, mild, and pleasant people, without the least
desire to rule— and, conversly, the desire to rule has
often appeared to me as a sign of inward weakness: they
fear ther own slave soul and shroud it in a roval cloak;
(in the end, they still become the slaves of their
followers, the¢r fame, etc,). The powerful natures domi-
nate, it is a necessity, they need not 1ift one finger.
Even if, during their life time, they bury thbmselved
in a garden house®™ (See Kaufmann, p.219).

Nietzsche was also bitter against those who seek Ffor
weglth:
"Behold the superfluous! They gather riches and becote
poorer with them. They want power and first the level of

power, much money-- the impotent paupersi® (Z.,Part I, Sec.
11,p.162).

Nietzsche sav the source of this search for wealth, power, in
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personal weakness:

*The weak, lacking the power for creation,... unable,

to gain masterv of themselves, seek to congquer others.

Men dedicate their lives to the accumulation of riches;

nations make wars to enslave other nations® (5ee Kaufmann,

Pa224), ' :

Nietzsche also thought that the lack of power is dangerous
For human “haracterss because the weak needs to convince him=-
%elf and the others of his power by inflicting hurt, as Nietzsche
says in The Dawn: “Qniy the weak man wishes to hurt and to see
the signs of suffering® (Quoted by Kaufmann, p.167).

OfNeillts depiciion of those who seek after wealth or
wordly power-- for us the false superman- always reflects these
Nietzschean ideas. On the other hand, the falso superman— also

called the "Alexandrine man® in The Birth of Tragedy, or the

*historical man® in Nietzsche's Meditation about History— un-
like Dion who lacked an Apollonian counterpart, atskin," to
Eis Dionysian tendencies, lack a Dionysian counterpart to his
- Apolionian dreams. To illustrate cur point of view, let us

begin with The Empercor Jjones.

Two facts at the beginning of the play make us think that

“S

G'Neill is concerned with exploring the false superman. The
first is related to Jones' name Brutus. The Roman Brutus
onspired against Caesar; Brutus Jones is the Victim of a
conspiracy. The second is related to the fact that Brutus
Jones is sleeping when he igs first presented to us.

Nietzsche praised the Roman Brutus, as he is presented by
Shakespeare, for his integrity and self-overcoming which |
involves a measure of suffering and also of cruelty, not only
in his individual®*s relations to others but also in his atti~
tude toward himself, |

“Independence of the soul- that is at stake here! No
sacrifice can thén be too great; one dearest friend even
one nmust be willing to sacrifice for it, to be yet the



most glorious human being embell shment of the world,
genius without peer®. (Quoted by Kaufmann, p.212).

Nietzsche, however, would not praise Brutus Jones,and 0fNeill,
purposely or not, calls the readerts attention to the fact
that the Empéror is sleeping when he is first presented in the
play, while an old negro woman peers inte the chamber of the
Royal Palace, Although he is sleeping, Jones' description

some pages further on ig suitably imperiai, and it makes us
think of the superman, \

"Jones enter from the right. He is tall, powerfully-
uilt, fulli-blooded negro of middle age. His features are
typicaliy negroid, yvet there is something decidedly dige-
tinctive about his face- an underlying strength of will,
a hardy, self~reliant confidence in himself that inspires
respect. His eyves are alive with a keen, cunning intel-
ligence, In manner he is shrewd, suspicious, evasive. He
vears a light blue uniform coat,... yet, there is some=-
thing not altogether ridiculous about his grandeur. He
has a way of carrying it off" (E.J.,SC.1:Pe5)s

- Jonest first words fit the Emperor, teo, but not the
superman, for they betray his desire to be a master of others,
*who dare whistle dat way in my palace? Who dare wake up de
Emperor? I°11 git hide Ffrayled off some of you niggers shof®l!®
{B.Je.890.1,p.6), '

As the play progresses, however, 0O'Neill shows us Jones!
craving for political and economical power. It in&icates that
Jones was net a master of himself, so he needed to pass strong
laws, he needed the charm of the®silver bullet,® and big talking
to sustain his power. '

SMITHERS. .». L0Ck at the taxes voutve put on ‘em. Blimey!

voutve squeezed 'em dryé
JONBES. .. No, dey ainft all dry yet. Ifse till heahyainft
. 17
SMITHEERS. ... And for me breakin' laws, you've broke fem all
yverself just as fast as yer made fem,
JONES. Ain't T de Emperor? De laws don't go for hime...
Ain't a man's talkin® what makes him big- long as
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falks believe it?
0“0000‘0960’001@090'.0000.0090000000’060‘0&&06@0

JONES. Dawn tomorrow I'11 be out at de oder side (of the
wood) on de coast whar dat French gunboat is
stavin®'{ She picks me up, takes me to Martinique
vhen she go dar, and dere I is safe wid a mighty
big bankroll in my jeans.... I's after de coin.
«o. And I's got little silver bullet of my own,
don't ofrgit! (E.J.,S5c.1)

It is plain from the above quotations that Jones' power
was not the power of the strong Nietzsche praised, but the
power of the weak, who puts the whole of his faith in an
Apollonian illiusion to be able to live,

Wordly power, hawever, is powerless at the bottom, a
sign of impotence, a disguised manifestation of fear. OtNeill
expresses 1t in the second part of the play, when Jones runs
t&rcugh the forest, Because he was weak he could not covercome
his own fears, and finally he is killed and carried naked by
those he despilzed so much. In a way, they are promoted to
Jenea' place, who becomes naked, i.e., deprived of his power,
or Apellonian illusions.

The same attitude of the rejection of the false superman

0%Nelll carries on against society in The Hairy Ape, through
his central character, Yank.

Yank, according to O'Neill, is "every human being,® and
Dorls Alexander in his article, "Eugene 0'Neill as a Social
Critic," points out that 0'Neill faces Yank with three

(1)

rpossible attitudes toward modern society. The first . is

i
B

epresented by Yank's acceptance of the industrialized
society, and his identification with it at the beginning of
the play. The second, by Paddy's, the chantyman, longing 50?
- the days before society became industrialized, with "sun
varming the blood of you, and wind over the miles of shiny
green ocean like strong drink to your lungs. Work-— aye, hard

work- but who'd mind that at all? Sure you worked vunder the
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sky and ‘twas work wid skill and daring to it" (H.A.,Sc.l, p.
4 ;\ ! 2 . - . - . . . .
46}, (2) The third attitude toward industrialized society is
repreq@nteﬂ by ,ong@% and the I, W.W's— a 3061a1131 organi za-
tion— Q#ﬁ@HOle of the modern state: "the structure of soc1ety
is rotten,® RS)and the cause is the economic system: '
"They dragged us down *til wefre on'y wage slaves in
the bowels of a bloody ship, sweatin®, burnin® up, eatin?'
coal dust?! Hit's themts ter blame-- the damned Capitalis
crarasi® {(H.A,,Sc.1,p.44) {4)
Long thinks that the wayv to defeat Capitalism is through
the workerst® social education, and- the usage of legal means,
like the vote:
*I wants to awaken yer bloody clarss consciousness.
Then yerell see it's ‘er (Mildredfs) clarss yer've got
te fight, not ter alone. Therefs a 'ole mob of fem like
ter, Gawd bling tem?...We must impress our demands through
peaceful means— the votes of the on-marching proletarians
of the bloody worldi® (H,A.,SC.1,pp.68=-69) (5),.
At first Yankfs agree with Paddy's longing for a natural,
a Diomysian state, but he soon realizes it is an illusion,
"...dat?s all right, Un“y itfs dead, get me?" (H,A.,SC.1,0:47).
At the end of the play, however, Yank tries to go back to this
natural state, but he is killed by the Dionysian gorilla.
vank's feeling of belonging, as we stated in our Ffirst
chapter, i1s shaken by Mildredt's appearance. After that incident
he could no more think of himself as a strong physical power,
and he accepts Long's social diagnosis, although he does not
agree with Longts solution for it, as Doris Alexander sayvs:

#Q¥Neill, through Yank, agrees with Long's diagnosis
of the social problem, but not with his solution to it,
nor with his method of achiev1ng a solution. The one idea
of Long®s that Yank's accept is the idea that he is ensia-wvegd

# Doris Alexander tells us that "0'Neill's reading of Marx is
evident in his analysis of the material-evils of the capita-
list state, but it was his reading of Nietzsche that deter-

mired his most consistent criticism of the state— its spiri-
tual sterility.™ See also Clark,pp.14,25.
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- by capitalism. To Long's comment on Mildred's father,
“*Er 0ld man®s bleedin' millionaire, a bloody Capitalisti
<00 'E makes arf the bloody steel in the worldf! 'E owns
this bloedy boat?! And you and me, Comrades, we're ‘'ig
slaves!® Yank repiies not with his usual contempt for
Long, but with bewilderment, "Is all dat straight goods?*
By the end of this scene, Yank shows that he accepts
Longt's statement, by saying, *She grinds de organ and Ifm
on de string, huh?® Yank's final analysis of his relation-
ship to Mildredts father is entirely in line with Long®s:
*Sure- her old men— president of de Steel Trust-- nmakes
half de steel in de world— steel~ where I thought I be-
longed~ drivint® trou— movin'- in dat-- to make her- and
cage me in for her to spit on?! Christé® In diagnoszis at
least, Doris BAlexander adds, Yank agrees with Long and
the I.W.W,* (&)

The above commentaries suggest two further conclusions,
The first, that 0°Neill, through Yank, seems to believe that
“the truly vicious effects of the capitalist state are not

o . L 7) : . .
phyveical, but spivitual,® (7 as Yank puts it referving to
Mildred's "hinsults to our dignity as ‘*onest workers*(H.A.,
5¢.IV,pibl), or, as he says later in the play, "Dis ting's
in your inside, but it ain't your belly®" (H.A.,5C.7,P.83).
The second, that any struggle to change society is a false
struggle, a hopeless hope, or an illusion, for it aims to
change man's physical condition, which cannot give him any
extra-value above the lover species, "Dey're in de wrong
pew, " Yank says- “de same eld bull— soap-boxes and Salvation
Army-— 1o gutsi® (H.A.,5C.7,p.83),
O'Neill, like Nietzsche, rejects here not only the exis~
ting society~ where the best adjusted workers look like
*hairy apes,® and the capitalist class, like a lifeless
"procession of gaudy marionettes® (H.A.,S3C.5,p.69), but also
the possibility of a better society, for Yank's last words
- quoted above refers first of all to the socialist organization,
the I,W.W. In this sense,. both Socialism and Capitalism become

wvorthless illusions, because they represent the struggle to
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gain what Nietzsche considered "“worldly power," and do not
help men to become s&lEQmasters. Thus, the State resembles
the false superman., Both of them desire power of the world
which igaa sign of weakness. On the other hand, they may Ee

said to be the counterpart of the "Dion principle® in Th
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Great God Brown., Dion lacked an Apollonian “skin® to give

hig 1life a meanings; the false superman, like the State, lacks
a Dionysian complement to balance his vain dreams of power.
And this is a major point which helps us to affirm that
0'Neillfs criticiem of the State approaches moxr Nietzsche's
than Marx*®, for Nistezsche depicted the inner *sterility,®
the “"souless conformity® caused by the State; while Marx,

it materials evils,

In The Great God Brown, O'Neill adds to the power of
the State the power of the Church- the "life denving® prin-
ciple— both embodied by William Brown, the false superman of
the first part of the play. O'Neill's own comments on Brown
states this criticism explicitly:

"Brown 1s the visionless demi~god of our new materia- .
listiec myth— a success- building his life of exterior
things, inwardly empty and resourceless, an uncreative
creature of superficial preordained social grooves, a
by=-product forced aside into slack waters by the deep
main current of life-desire® (8),

Billy Brown's inward emptiness, caused by his living in
& Puritan society, is symbolically represented by his incapa-
ity to love, to be creative, and his life-long envy of his
closest Friend, Dicon. In order to protect himself against the
Puritan and the businessman Billy Brown, Dion had to design
a mask for himself since he was a child, as he  remembers it
at h is death~bed. Dion was drawing a figure on the sand,
when Billy-- the ¥*boy's God"— kicked it out and hit Dion on
the head. Since then Dion had to use a mask to protect him-

self against Y“"the cruelty™ of a Puritan society, represented
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by‘William.Brown, And Dion emphasizes just before dying,that
it was not what Billy had done him— the material evil— that
made him “cry," “bu him,® that is, Brown's spiritual sterility,
or his inward evil. Dion calls that scens "a neutfalizing of
1ife Forces,” and,like Zarathustra, he advices’ﬂrowu to escaﬁe
from society, "Hate them! Pear thy neighbors as thyself! That's
the leaden rule for the gafe and sane” (G.G.B.,Act II,S5¢.3, P.
3465,

With Brown's stealing of Dion's mask, in the second part
of the play, a new cycle beging. Like the boy Dion, Brown
puts on a mask to protect himself against society. But the
critical point is that Brown begins to question the *status
que, ® which he has served during his whole life. His craving
for wealth and social success changes into a bitter mocking.
He even tears up his design for the New State Capitol, while
Cybel advises him to run from society:

*Then rurn, Billy, run! They (the cops who represent
the coercive Fforces of scciety) are hunting for somecne!
cee They mist find a victim! Thevive got to quiet their
fears, to cast out their devik, or they never sleep
soundly again! They've got to absolve themselves by
Finding & guilty one! They*ve got to kill someone now,To
live! You're naked! You must be Satanf{ Run, Billy, run!
They*ll come here! I ran here to warn- someone! So run
away 1F you want to live!® (G,G.B.,Act IV,8C.3,P.372).

The evildeings of those who lack creative pover— the
Lionysian life force— is particularly'emphasized_in Cybel's
context. Men, generally speaking, lack imnner power. So they
need to absolve their weakness by inflicting pains on some-
one, in this case Billy Brown, who has become the artist.But
Brown's words point out not only his rejection of Capitalisw,

and his condemnation of the craving for wordly power, but they

J

2lso sound as an absolution of himself,

-

"Welcome, dumb worshipperst! I am your Great God Brown!
I have been adviced to run from you but it is my almighty
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vhim to dance into escape over your prostrate souls"
(G.G.B. ,Act IV,8¢.3,p.373).

This same criticism 0fNeill carried out in Marco Millions,

published in the same year as The Great God Brown, 1925.

In Marco Millions, O'Neill adds to his criticism of the

.t te, the Church and the false superman, the criticism of the
relations between states., He does it by gacing Marco Pelo in
the legendary Bast and contrsting his values with- -those of a

society superior to him in every respect- intellectualy,

In the Prologue, O'Neill shows us a Christian, a Persian
and 2 Buddhist under the Sacred Tree discussing its origins.
The three of them are business travellers more interested in
exploiting each other than in any kind of brotherhood, accor-
ding to the preaching of any religion. The Buddhist travels
in Christian countries to sell “prayer beads:® the Persian
Vagﬁan, in Arabian countries to sell an "Arab-DbDlock printed
book, # cengavnlmq "one~thousand Arablan lieg;* the Christian
Persia w

g

O

f"ﬂ
[

"a whole fleet-load of goods.® O'Neill

£
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commercial exploltatlon rather than spiritual
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ge:
1ife is the source of religious relationms.

In the first scene, Marco Polo and Donata, his girl-friend,
are introduced. Marco is a handsome boy of fifteen, whose
future, like Billy Brown's, has already been planned for him
by his father, Nicoclo, and his uncle, Maffeo., Marco is supposed
to be an explorer of the resources of the East. But Morco is,
in a way still innocent., He promises Donata his love, and
even writes her a pcém before greeting her goodi«bye°

The second scene is spent in the Papal Legate's Palace at
Acre, "a combination of Church and government buildingg"'where

the Polos meet the Legate Tenaldo. Kublai-~Xhan, the King of
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Caﬁhay, has ordered the elder Polos to'take one hundred
Christian sages to Cambaluc for an open religious discussion.
While they explain to Tenalde the advantages of Kublai's
conversion— *he iz the richest king of the world"— Marco re-
maing absent-minded "striving with all his mighﬁ to compose
a poem to Donata% (M.M.,Act I,8¢.2,p.222). Maffeo, with a
sudden motion, gnatches the poem from his nephew®s hands.
Marco, like Dion when his picture on the sand was;speiled,'
begins to cry, while Tenaldso joins Nicolo rand Maffeo in ®a
roar of laughter® (M.M,,Act I,5C.2,p.225). "You will be
happier,¥ Tenaldo comments, "as a Polo than as a poet™{(M.M.,
Act T, SC.1,p.225). Marce, like one caught in a sin, stamps
onn the paper and swears them he will never poetize again,
"It was silly, Paetryﬁs all stupid, anyvay. I was only try~
ing it for fun, to see if I could. You won't catch me ever
seing such a fool again® (M.M. ,Act I, ceégp;st)e

O'Heill®s suggestion here is the same as in The Great God

Brown, When Fan, the life~principle, is forbidden, it turus
inwvard on itself and changes to guilt. Tenaldo®s comment,
however, sounds like an absolution, a commercial one; while
Polo's repenting, like a retribution for his sin. So, Marco
does not need to design a mask for himself; he uncritically
accepts the commercial and religicus code, an illusion he
would Esllo@ all his life.

Just before the Polos leave the Papal Legate's Palace,
an exhausted mes r brings Tenaldo the greatest news, he
hag been chosen to be the new Pope. ¥1 come from the Conclave,"
The messenger says, "you were chosen, Your Holliness® (M.M.,
Act Act I,8C.2,P.226), O'Neill suggests here that Christianity
has the same evil purposes as the Capitalistic State, that is,
o get money and worldly pover.,

As his Holliness does not have one hundred sages to send



130

to:me Khan, he,entrusted,the mission to Marco Polo, "Master
Marco can be my missionary" (M.M.,Act I,Sc.2,p.227),

As the play progresses, O'Neill shows us the ‘Polos' trip
through Persia, India, Mongolia, and fihally, Catﬁay, the
Xhants Empire, where Marco lives for twenty years.

Marco has been appoinﬁed mayor of a large city, Yang-Chau.
Like Brutus Jones, he enslaved the citizénsg passing strong
tax~laws to profit his own purse. When the sages and pcets
begin to escape from Yang-Chau, and the Khan received a peti-
tion accusing Marco of "endevouring to stamp out their ancient
culture,® Kublai décides to deprive Marco of the cargo. In the
Xhan'ts presense, Marco boasts of the "unprecedented amount®
of taxes he has “sweated out® of the local eitizensﬁ'and
explains how he has done it:

"My tax scheme, your Majesty, that got such wonderful
results is simplicity itself. I.simply reversed the old
system. For one thing I found they had a high tax on
excess profits. Imagine a profit being excess! Why, it
isn®t humanly possible! I repealed it. And I repealed
the tax on Jluxuries. The tax wasn't democratic enough
to make it pay! I crossed it off and I wrote on the
statue books a law that taxes every man's pockets equally,
be he beggar or banker! and I got results® (M.M.,Act ITI,
SC.1;P.256).

In the eyes of the philosopher ruler, Kublai-Khan, and his
court, Marco's political success is a gross failure, a sign of
weakness and impotence, for it does not help man to improve
themselves and to be self-masters. 4

"He (Marco) is beginning to weary me with his grotesque
antics. A jester inspires mirth only so long as his defor-
mity does not revolt one," the khan says. Marco's spiritual
hump begins to disgust me. He has not even a mortal soul,
he has only an acquisitive instinct., We have given him every
opportunity to learn. He has memorized everything and learne:
nothing. He has lusted for everything and loved nothing. He
1s only a shrewd and crafty greed. I shall send him home
to his native waliow" (M.M.,Act II,Sc.1,P.255).
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Marco, however, cannot understand Kublai's wisdom. He is

a man of action, a false superman, in constant needing of
external aétivity to hide his inner weakness, "I hate idleness
where theref's nothing to occupy your mind but thiﬁkingm,wg
I'm sure, I'd make a pretty dull person to have-around if
there wasnt®t plenty to do®* (M.M.,Act 1I,8¢c.21,p.263).

 0'Neill's false superman always avoids thinking and wants
action, a sign of imner sterility.,®I wants action,® Brutus

Jones declared; and Yank in The Hairy Ape, "Tinkin'® is hard:®

the same happens to Marco Milliong, It indicates that the
false superman lacks soul and spirit, that is, interior life.

For this same reason, 0°'Neill offers in Marce Millionsg

a mocking criticism of the democratic state; and it becomes
clear from the play itself that his criticism is primarily
directed toward the United States of Am&rica, O*Neill's
ironic description, for instance, of Marco's entrance to
Kublaits Palace, points it out:

¥, .. preceded by a conscious cough, Marco Polo makes
his entrance,... As he steps on he takes off his gilded,
laced hat with its Bird of Paradise plumes and bows with
a mechanical dignity on all sides. He has the manner and
appearance of a successful movie star at a masquerade
ball,disguised so that no one can fail to recognize him.
His regular, good-loocking, well-groomed face is careful
arranged into the grave responsibility expression of a
Senator from the South of the United States of America
about to propose an amendment torthe Constitution
restricting the migration of non~Nordic birds into Texas,
or prchibiting the practice of the laws of biology within
the tvelve-mile limit® (M:M.,Act II,Sc.1,P.255). '

0'Neill's criticism of the state is thus determined by
its spiritual sterility; and Doris Alexander points out how
it resembles Nietzsche's, "Both O'Neill and Nietzsche believe
that the state pfoduces soulless conformity, that those who
seek wprldly power, mcnéy, do so out of inner weakness and

(9)

sterilityl No less significant, however, is O*'Neill's
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criticism of the relations between states.

Marco, taking advantage of some powder use in children's
fire works, invented a clumsy cannon. He explains to Kublai
how he conceived the idea of it, and what it &s for. He
conceived it while his uncle was reading "“a péayer vhich
spoke of our Lord as a Prince of Peace® (M.M.,Act IT,5C. 1,
p¢258)@ It serves to gain peace and to end war, “there's
only one workable way (to gain peace),® Marco savs, *and
that's to conquer everybody else in the world so they'll
never dare fight you againi* (M.M,,Act II,S8c.1,p.259).

O'Neill's irony becomes plain here, While the false
superman, as Nietzsche says, "seeks to conguer others," the
"nations make wars to enslave other nations, " and Marco's
unscrupulous commercial ethics calls this "peace." But the
irony becomes more pignantly when Marco says he conceived
his cannon while his uncle was praying. O'Neill, following
Nietzsche, once again emphasizes his rejection of the state,
the Church and the false superman because of their inner
sterility, their Apollonian illusion of worldly power. In
fact, what Marco really wants is to sell the Khan his new
invention, "you become the bringér of peace on earth and good-
will to men, and it doesn't cost you a yen hardly. Your initial
expense~— my price— is as I can pessible make it oﬁt of my deep
affection for vour Majesty— only a million yemn” (M.M,,Act IT,
SC.lesP.260),

Q*Neillfs new irony points out the commercial purposes of

wars, "wealth they acquire," Zarathustra says, "and become

poorer thereby. Power they seek for, and above all, the level

(10)

vars are fought to bring peace to the states, and the govern-

of power, much money-- these impotent ones!® Apparently

ment makes people believe so0. But O'Neill suggests that wars

are a product to be sold, despite their tremendous power to
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destroy life., What is important, Marco tells kublai, is to
"make people believe so® (M.M, ,Act II,Sc.1,p.258).
Marco's words echo Nietzsche's "perspectivism"® of

Human-All-Too~Human. In this work Nietzsche's view of the

world verges on a mystical, ineffable vision of a primal,
undifferentiated union, he expressed as the Dionysian depth

in The Birth of Tragedy. Men will never reach the truth of

such a depth, because it is anm irrational, cosmic power out

of the realms of reason. The best man can do is to build
systems of concepts, mere Apollonian impositions upon the
chaos. The Church and the State are the two best expressions
of such systems, and the false superman, the best representatiwve
of the Church and the State, for he accepts their teaching
uncritically, and what is worse—— as Marco puts is-- he makes
people believe 80, any believing, however, is a2 perspective,
an Apollonian illusion, which aims to extirpate man's instince
tual, Dionysian power; and O'Neill, like Nietzsche, condemns
itg condemning the false superman,

The kban, however, has akréady become disgusted with
Marco's 1a¢k p£ inner life. He orders him to leave his
frontiers and go back to Venice, But Kukachin, Kublaifs
daughter, has fallen in love with Marco. She is ready to live
to Persia, to be married there, and begs the Khan to let Marco
take her to the Frince of Persia, Marco accepts the job only
after considering the good possibilities of trade in the ports
aleng the way, the amount hehwould}earn from Xublai and the
Frince of Persia. Chu-yin, however, knowing that Kukachin
would die love-starved if Marco did not percieve her love,asks
him to look deeply into her eyes avery day, and to %“converse
~on love and marriage® with her.

After two years in the sea, they arrive in the harbor of

Hormuz, Persia. Marco, the man of action, Ffeels "something
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queer," like Eben in Desire under the Elms, and "feverish"
when he looks the last time into Kukachin's eves:

"She throws her head back, her arms outstreched. He
‘bends over and looks into her eyes. She raises her hands
slowly above his head as if she were going to pull it
down to hers., Her lips part, her whole being strains out
to him. He looks for a moment critically, then he grows
tense, his face moves hypnotically toward hers, their
1ips seem to meet in a kiss...® (M.M.,Act TI,5C.3,p«279).

Meanwhile, the two elder Polos are counting money, Marco comes
to himself and forgets Kukachints Dionysian passion when he
listens Maffeo saying, "Ome million in God‘'s money™ (Mgﬁay
Act II, S¢. 3,p.288). Then she orders Marco to kneel down
and asks Ghazan, the Prince of Persia, to bring a "chest of
gold coing.” She takes handfuls and throws them over the
kneeling Polos, who— "surreptitiously“— snatch them, cne by
one. Finally, the Princess comments, "I implored an ox to see
my soul! I no longer can endure the shame of living.... There
is no soul even in your (Marcots) love better than a matting
of swine® (M.M,,Act IIT, Sc.3,p.280-81). |

In the last scene, 0fNeill tells us about Xukachinfs ’
death and burial, and about Marco's marriage with Donata, ®in
the Grand Chamber-of-commerce style." Marco is last shown
making a speech to his friends about his success in the East,
and about "the millions upon millions upon million of worms®
which are employed in the silk busiress. Ironically, like Za-
rathustra, O*Neill suggests how much of werm there is still
in marn, *You have made your way from werm to man," Zarathustra
says, "and much in vou is still worm® (Z., Prologue,p.l124).

In Marco Millions, perhaps better than anything Nietzsche

cites, 0fNeill depicts the inner sterility of those who seek
- external power. Marco, first of all, resembles the "historical
may, ® for hig living in the immediate present and putting his

faith in the future. He has no imagination for love,no secrets,
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no fears, no passions or.loneliness, he has only "an acquisi-
tive instinct.® Because Marco has a minimum of conscience, or
because he seems to lack the uncomscious Dionysian strength,
he can accepts 1life and his commercial ethic uncriticallye

What is "acquisitive instinct® in Marco Millions becomes

craving for political power in Lazarus Laughed. O'Neill makes
it plain, first of all, in his description of the Roman Senate
and Tiberiust! Court,

The members of the Roman Senate "are all masked in the
Roman mask, refined in them by nobility of bloed but at the
same time with strength degenerated, corrupted by tyranny
and debauchery to an exhausted cynicism® (L.L,Act IT,S8C.2,p.
420)., The masked members of Tiberius® youthful Court resemble
the Senators, except for their accentuated sex inversion:

“There is a distinctive character to the mask of each
sex, the stamp of an effeminate corruption on all the
male, while the female have a bold, masculine expression.
.« o The whole effect of these two groups is of sex corrup-
tion and warped or invented lusts and artificial vices™
(LoL.,Act ITT,Sc.2,P.444). -

The effect of all this corruption accentuates the spiri-
tual sterility, "the strength degenerated" of all those who
follov the state~ "the coldest of all cold monsters,® accor-.
ding to Zarathustrée But O'Neill is especially bitter about
Caligula, Tiberius?® heir:

Caligula‘s craving for palitical power is, above all, a
compensation for his inward weakness and emptineég. His .
childish attributes and ape~like qualities point it out:

" His (Caligula's) body is bony and angular, almost
malformed, with wide, powerful shoulders, and long arms
and hands, and short, skinny, hairy legs like an ape’s.
«-eB8low his mask his own skin is of an anaemic trans-
parent pallor, Above it, his hair is the curly blond
hair of a child of six or seven., His mouth also is
childish., The red 1ips soft and feminine in outline,
Their expression is spoiled, petulant and self-obssessed,
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weak but dominnering. In combination with the rest of the

face there is an appaling morbid significance to his mouth.

One feels its boyish cruelty, encouraged as a manly attri-

bute in the coarse brutality of camps, has long ago become

nafvely insensitive to any human suffering but his own®

(L L., Act II,Sc.1,p.407)

This example helps us depict Caligula‘'s weakness in more
than one way. First of all, his ape~like features takes us
back to Zarathustra's denounciation of those who are unable
to perfect themselves, "Once you were apes;” Zarathustra save;
*and even now, toc, man is more ape than any ape" (2.,Prologue,
p.e124). ‘

Caligula is not the first of O'Neill's characters to be
described with animal charachteristics.The stokers, in The

Hairy Ape, resemble "beasts in a cage® (H.A.,Sc.1,p.39); the

farmers in Desire under the Elms, beasts of the field: Kukachin

calls Marco *0x," and Marcots love is compared to a 'mating

of swine® (M.M.,Act III,8c,3,p.281): in The Iceman Cometh, men

are also identified with swine, "the breed of swine called men
in general® (I.C.,Act I,p.30); Caligula's legs lock like an
ape's; and he addresses the Roman mob, which "looks like a
maltitude of terrified rats,® like "my good people, my faith-
ful scum, my brother swine® (L.L.,Act IV,Sc.2,p.479).

Cyxus Day points out that O'Neill thought that "most men
are curs, dogs, pigs, swine, rats, jackals, and hyenas,"
because "only a few of them have the strength to re-create
themselves as superman, {ll)It seéms that OﬂNeiil's tdenti-
ficaticn of men with animals, rather than an evolucionary
concept, indicates "that the mass of mankind,® as Zarathustra

says, "lack all essencial dignity or worth" (See Xaufmann,p.

Another aspect of Caligula's weakness is the anaemic
transparent parllor of his boyish, cruel face and his insen~-

sitiviness towar human suffering. In fact, he enjoys death,
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*] like to watch men die.... Tiberius is a miser. He wants
to hoard all of death for his own pleasure"” ‘(L.L.,Act IT,Sc.
1,p.409). And when anyone menaces his dream of being a Caesar,
killing becomes his immediate reaction, *Order them (the sol~-
diers) to use their swords, Cneius. Let the scum look at their
dead and learn respect for us!... Corpses are so educationall®
(L.L.,Act I%,8c.1,p.408)., As if the liﬁing were not his only
enemies, Caligula, like Brutus, is repeate@ly described
struggling agains iﬁagiﬁative foes, for he fears everyone, I
must fear everyome,® he tells Cnelus, wthe Warlé is my enemy, "
He is even suspiciocus of Cneius Crassus, his best friend, "Even
with vou who used to ride me on your knees....I do not eat
nor drink until you have tasted first® (L.L.,&ct II,8c.1,409).
Berause Caligula fears everyone, pain is his weapon to
make everyone fear him: |
Do not take pain away from us,® he asks Lazarus, "it
is ocur own truth. Without pain there is rothing.... We
must keep pain! Especially Caegar must! Pain must twinkle
with a mad mirth in a Caesar's eye—men's pain— or they
would become dissatisfied and disrespectful" (L.L.,Act IV,
8Cel.,Pe467 )
And O'Neill repeatedly describes Caligula as a forsaken,
crying boy who kneels at Lazarus' feet for protection.
Not less frightened than Caligula is Tiberius. When he
sees Lazarus for the first time he, like the Roman mob, looks
like a "terrified rat." He steps down the imperial throne, hide
himself in a corner and order the guards to cover him with their
shields. Like Caligula, Tiberius hates men, "I can deal with
men. I know them well, too well! Therefore I hate them" (L.L.,
Act IIX,Sc.2,p.448)., Because Tiberius hates men, he lets
fugustus 'kill his first wife and son, and he himself killedr
his mother in "a subtle and cruel" way. Because he is impotent,
a false superman, he fears death and old age, and orders Lazarus

to restore his youth for power's sake. The will to rule in
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0'Neill's plays, however, is always a sign of inward wveakness,
as Nietzsche says, "they‘fear their own slave soul'and_shroud
it in a royal cloak; in the end, fhey still become the slavés
of their Followers, their fame,etc.® (Kaufmann,219).

Caligula and Tiberius are also the true répresentatives
of the state., And the picture of the state 0'Neill offers in

Lazarus Laughed, as the one he offered in The Hairv Ape and

in The Great God Brown, resembles Nietzsche's, "The state is.

the very Devil," Nietzsche says, "who tempts and intimidates
man into animalic conformity and thus keeps him from rising
into the heaven of “true humanitv® (Kaufmann, 399).

In Lazarus Laughed, men become completely dominated by

the power of the state. The mob has no life of its own. It

is equally able to laugh with Lazarus, or to "crouch close

to the ground like a multitude of terrified rats® to hail
Caesar, and death, "The mob," Caligula says, "is the same
everywhere, eager to worship any new charlatant" (L.L.,Act

Ii; Sc.l, p.410). Really, when men show some sign of nobility,
like the Greeks, they are soon lead into conformity by the
soldierst swords.

O*Neill suggests that the state is nothing better than
Caesar. Both of them bear the same signs of weakness, that
is, to make people fear the power of death, and to conform to
all kinds’of tyramny. In fact the state resembles the false
superman, who compensates his inner weakness by being cruel
and dominating others. In this sense, 0'Neill‘s picture of

the state in Lazarus Laughed resembles Nietzsche's in Thus

Spoke Zarathustra: "This sign I give you as the sign of the

state., Verily, this sign signifies the will to death. Verily

it beckons to the preachers of death" (Z.,Part I,Sc.11,p.101).
As false superman, Caligula and Tiberius have faith in the

future. They are "historical man, " therefore they need a worild

of illusion— the Apollonian world-- to be able to live, Caligula
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isfrepeatedly talking abqut his dream of being a Caesar.Just .
after choking Tiberius and stébbing Lazarus, for instance,
Caligula exclaims relieved, ®"A moﬁent and there would have
been a revolution- no more Caesars— and my dream!...My dream!"
(L.L.,Act IV,S8c.2,p.479), Like Caligula, Tiberius ordered
Lazarus to be burnt at the stake, because Lazarus failed to
Fulfill his "dream” of restored youth.

In Days Without End, O'Neill echoes Nietzsche'!s perspec-

tivism, perhaps better than in any other play, The "Loving
principie” a symbol of Dionysus, is at war with the “John
principle,® an Apollconian symbol, throughout the play.
Loving makes John look for relief in all philosophical and
religious systems, to discard each one soon after as a mere
illusion, a perspective, as Father Baid puts it,* At the end,
after Loving's death, John turns back teo his original faith:
acceptance of Puritanism and Capitalism. O'Neill's solution
in the play, as we have already pointed out earlier, surprised
the critics, for it is at odds with his life-long criticism
£ the spiritual evils of the "status quo."

In The Iceman Cometh, however, (O'Neill turns back to his

tife-~long criticism. The characters of the play are spineless
human beings, i.e., they need to keep their pipe dremas about
tomorrow in order to be able to live,'Because they believe in
the “tomorrow" they are “historical®™ men; they believe in loVe;
they need heavy drinks to maintain their illusions; and they
extirpate their passions. The external world and society
become their biggest menace, Harry Hope, for instance, just
after Hickey convinces him to take a walk in the neighborhood,
comes back in horror. He has Found in the "ghost automobilel
an excuse for his own failure to cross the street, "All a liet

No automobile, ® he recognizes later. "But bejees, something

# gee quotation in our second chapter, pp.74=75.
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ran over me! Must have been myself, I guess" (I.C.,Act III,
P.200). The *ghost automébile" symbolizes the real menace of
industrialized societv.

But O'Neill not only condemns the mechanized state, he
also rejects the possibility of any better social order,
Therefore, he sees the social reformer in the same light he

has seen Capitalism in Marco Millions, and the Roman Empire

in Lazayus Laughed, All of them are false seupermen who

strive for power over others to compensate their inner weak-

ness, In The Hairy Ape, for instance, he condemns not only

Capitalism through.Yank's speeches, but also Long's longing
for Sccialism and Paddy's, for a true democratic state,

Only in The Iceman Cometh, however, O'Neill's reveals the

true motives of his rejection, through Hugo, the ex-anarchist:
*Hello, leedle peoples! Neffer mind! Soon you vill

eat hot dogs beneath the viliow trees and trink free

vine-— {Abruptly in a haughty fastidious tone) The

champagne vas not properly iced. (With guttural anger)

Gottamned liar, Hickey! Does that prove I vant to be

aristocrat? I love only the proletariat! I vill lead them!

I viil be like a Gott to them! They vill be my slaves!

(I.C.,Act III,p.169).

It bacomes plain here, why 0'Neill, following Nietzsche,
could not put his faith in any mass solution of the social
problems, since any 1eadership for him is automatically
suspect. We may ask, then, what hope does 0¢Neill offer for
man? The hope for men lies in the individuals who must have
the courage to be masters of themselves, as Larry Slade puts
it: "The material the ideal free society must be constructed

from is men themselves® (I.C.,Act I, p.30).
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CHAPTER SIX
LAZARUS, A ZARATHUSTRIAN SAVIOR

O'Neill thought by the time he wrote Lazarus Laughed that

modern man was in desperate need of scome metaphysical solace

to comfort his primitive religious instinct and fear of death,
"He did not consider modern Christianity.capabie of fulfilling
either of these primary religious functions.,® <l}G?Neiil drama~
tized this dilema in many of his plays, and proposed an answver

te it in Lagzarus Laughed. In the image of Nietzsche's Zarathus-

tra, Lazarus was conceived to teach modern man how to live
Jovously and how to die fearliessly.

Lazarus® message for mankind, however, has not only been
preached by Zarathustra, but by other great religiocus redeemers
of mankind, too, We have already identified Lazarus with
Dionysus; Egil T#ngvist, in American Literature, identifies

(2) (3)

In this chapter we shall

him with Chrl t, too: Dovris M. alexander with Buddha;

and Cyrus Day, with the Superman, (4)
consider some of the ways in which the influence of Zarathus-

trats doctrine is revealed in Lazarus Laughed., We shall stress

in particular Lazarus'® resemblances to Zarathustra, and
O“Neil}‘g Christian criticism, as it appears in the plav.

The play opens with Lazarus' ressurrection, and O'Neill
degscribes it as Follows:

THIRD GUEST....Jesus locked into his (Lazarus') face for
what seemed a long time and suddenly Lazarus said
"Yegh ag if he were answvering a question in Jesust
eves.,

ALL THE GUESTS. (Mystified) Yes? What could he mean by
Yeag?

THIRD GUEST. Then Jesus smiled sadly but with tenderness,
as one who from a distance of years of sorrov
remembers happiness. And then Lazarus knelt and
kigsed Jesus® feet and both of them smiled and
Jesus blessed him and called him "My Brother® and
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went away;:and Lazarus, looking after Him, begat to laugh
softly like a man in love with God! (L.L.,Act I,Sc.l, p.
385).

Commenting on this passage Cyrus Day says:

"This little tableau is apt to convey the erronecus
impression that Lazarus® doctrines are compatible, in
O*'Neillfs opinion, with Christ*s. It is clear, however,
that it ig Jesus who learns from Larzarus, and not Lazarus
From Jesug, and that = substance of what he learns is
contained in the word "Yes®™ and in the contrast that is
drawn betwveen sorrow and happiness. The implications are
that He disavows His gospel of tears and authorizes
Lazarus, by ginving him His blesgsing, to preach the Nietz-
‘schean gospel of happiness. When He goes away, OfNeill is,
in effect, dismissing Him and promoting Lazarus to the
position of Savior in His place® (5).

Doris V. Falk, on the cther hand, claims that Lazarus has

-

"eound the secret which he knows is man's salvation®™ in Jesus®

(6)

BYESs, Egil T&rngvist thinks that far from being antithesis,

as Day indicates, or master and disciple, as Falk claims, Jesus
and Lazarus "are gpiritual kinsmen," (7)
Tf we cansider, however, Lazarus'® own version of the
miraclie, and if we relate his previous life to Christ, we may
admit, with T®&rngvist, an affinity between both of them. On the
other hand, if we compare Lazarus'® ministry with Zarathustra's,

1t seemsz that Lazarus promotion to Christfs place cccurs later

1

“ T T
1 Tre “’i

- CEISS B

3

Ve
refore dying, Lazarus was a man full of sorrow, "a poor
breeder of sheep,” who "wished for death® (L.L,Act I,4c.1,
P.384%, Chnrist, from the beginning, has been identified by
hig Pollowers as "The Good Shepherd®” (John,¥X,11), and a man
of SOTTOW {First Corinthians, XV,3). The present Jesus, as
Térngvist points out; resembles the.old Lazarué; but the

happiness Jesus is said to remember from a distance of years

U3

symbolizes the happiness He knew in God's heart before He

became the Son of Man, and began to preach His evangel of
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of sorrow., So, the present Lazarus resembles Jesus, Son of

God, and Lazarus' evangel may be Sald to be an adequate expreg-

(8)

This same idea seems to be implied in Lazarus' version

sion of Jesus! faith before He knew SOYTOV.

of the miracle:

“There is only life! I heard the heart of Jesus laughing
in my heart; "Pthere is Eternal Life in No," it said, "and
there ig the same Eternal Life in Yes?! Death is the fear
betweent® And my heart reborn to love of life cried "Yesi®
And I laughed in the laughter of God!* (L.L.,Act I,5c.1,

P, 378)

Egil Téngvist points out that this context does not imply
that Jesus has learned the laughter from Lazarus, on the
contrary, Lazarus heard the heart of Jesus laughing in his
hesrt, The idea of antithesis, at the same time, may not Ffind
support in this context, What seems plain is Lazarus® identi=-
Fication with Christ's happiness before He knew sorrow, "I

y
laughed in the laughter of God." (9’_
. O'Neill's suggestion here resembles Nietzsche's in Thus

Spoke Zarathustra. According to Zarathustra, 1f Jesus had

Lived Imngef, He wcuid have recanted his doctrine, but He
died too early (Z.,Part I, Secezl,pel%)o OfNeill seems to
leave an open possibility te Nietzschefs suggestion.

On the other hand, if we consider the circumstances of
Lazarus ' beginning ministry and Zarathustrat's, we may find,
besides a gtrange similarity, 0'Neillts promotion of Lazarus
toe Christts place. |

Zarathustra was forty when his ministry began, He came
to the "market place® and found many people gathered together,
waiting for the performance of a "tightrope walker." Zarathustra
spon realized he was being misunderstood, for they wanted a
performance of the "Last Man." As Zarathustra could not give
them such a performance, people hated and mocked him, as if

there wvere "ice"™ in their laughter. At first Zarathustra
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could not avoid rage, "Forward, lazybones, smuggler, pale-
face, or I shall tickle &ou with my heell" (2., Prologue,
P.131), But while he was“speaking,‘the multitude suddenly
"rushed apart" with "stupefied eyes."™ The body of the tight~
rope walker fell on the ground right next to zarathustra.
Zarathustra remained unmoved for a while; after he knelt
down beside the dying body, took it im hie arms and carried
it to be buried.

Lazarus was the same age as Zarathustra, when he came to
his Father‘'s house, soon after the miracle. A hostile multi-~
tude, set apart by their religious beliefe, was waiting for
him, Lazarus also, like Zarathustra, soon realized they were
not interested in his preaching, but in what he have found
beyvond the grave. Their laughter seemed & "laughing cry of
hyenas,® and iaiaxus was even cursed by his father.Then, the
two hostile groups, since Lazarug did not answer their ques-
tion, began insulting each other with c¢ries of rage. They
wvere about to rush on one another, when Lazarus?® mother
fainted on the ground. The two groups suddenly fell back,like
in the tightrope walker‘®s episode. Lazarus began to laugh,
and they forgot bigotry for a while. But with the Nazarené
Meszenger's news that Jesus had been murdered, the two groups
grew hostile again. Mary, Lazarus' sister, showing the most
unevangelical feeling, demanded retribution for the Crucified
Master, "An eye for an eye! Avenge the Masteri!" (L,L.,Act II,
Sc.2,P.398). A struggle took place, resulting in ten dead
from each party., Lazarus, like Zarathustra, remained unmoved
for a while, then he knelt by the dead bodies.

Nietzsche had already stated that there was only one truye

: thistiah vand he died on the crcssp" what has been called

"evangel® from that moment on should have been called *dysangel"”

" For it has precisely expressed "the most unevangelical
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feeling, revenge" (Xaufmann,p.294). Egil T#rngvist suggests
that with Mary's and the disciples!' feeling of resentiment,
OfNeill, ironically and drametically, suggests that Chrisi's
evangel died with Him on the cross. Lazarus, then, arises as
the new Savicr to take Christ's place.

C'Neillts tries to express Lazarus® message through the
mystical laughter, the monosyllabics ®Yes® and "No," and
through Lazarus® assertion that there is no death, there is
only 1life, or as Cyrus Day puts 1it,

", ,.believing as he does that earthly life (becoming)
is the only reality he can ever know, the superman deli-
berately immerses himself in it, affirms it, says Yes to
it, and not only endures its painsg and vicissitudes, but
even welcomes them and rejoices 'in them. "My formula for
greatness in man,® Nietzsche says, %is amor fati: That a
man should wish te have nothing altered, either in the
future, the past, or for all eternity. Not only must he
endure necessity:...but he must also love it." Lazarus
Laughed is the result of O*Neill's intellectual and
emotional commitment to this philosophy® (10).

Lazarug is first of all a self-master, a superman, whose
conscious possession of joy and power takes him to the supreme
exaltation of life, the whole of life, Because he is a self-
master, he realizes that ultimate happiness which Nietzsche
ascribed to the superman, which implies the jovful acceptance
and affirmation of earthly life and suffering, as well as,the
rejection of the Christian beliefe in personal immortality.

*T beseech ycus my brothers,* Zarathustra says, "remain faith-
ful to the earth, and do not believe those who speak to you
of otherworldly hopes.” (Z.,Prologue,p.125).

Lazarus® strength and boldeness may be first of all traced
to Zarathustra‘'s “remain faithful to the earth.™ “There is a
-~ hope for Man, "™ Lazarus says, "Love is Man's hope— love for
this 1ife on earth, a noble life above suspicion and distrusti®

LelLs Act TV, 3C.1, pp. 460-~61).
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Love for this life becomes thus the first insight Lazarus
gained beyond the grave; S0, when Jesus commended him to come
out the tomb, Lazarus, in a deep #oice, with a wonderful
exultant acceptance in it, answered "Yes" and begén to laugh.

What Larzarus has leapned, according to Doris V.Falk, is
that death is only a stage in the natural process of eternal
becoming. Life and death, like day and night, are not essen-
tially different. So, the conception of death as a finality
is a mistake; the conception of it as evil is equally mis-
taken, for death is neither better nor worse than its
complements, life and birth, It is man who projects an evil
significance upon death and fears it, in a sense, man fears
his own creation, Therefore, one cannot love lifé without
loving death, too, since they are inevitable complementaries
of the same éyciegvlike day and night, which are significant
only in relation to each other. "There is only life," Lazarus
says, "there is Eternal Life in No, and there is the same
Eternal Life in Yes! Death is the fear between!™ (L.L.,Act I,
3¢.1,p.387).

Doris V. Falk still suggests that "if fear of death is
a projection of mant's needs and valves, then the cure for it

(11) Man must embrace his life on earth

lies within man, *
with a positive love, in order to overcome the fear and hate
of life. But O'Neill, like Nietzsche, suggests that only the

overman ic

o2

able to do it, First, by laughter; then, by
creating a new set of velues which will enable him to live
gleoriously and pridefuly, like a God:

"You forget the God in you, "Lazarus says. Remembrance
would imply the high duty to live as a son . of God—
generouslyl— With lovel— With pridei!— With laughter.
Easier to forget, to become only a man, the son of a
wvoman, to hide from life against her breast, to whimper
your fear to her resigned breast and be conforted by her
vesignation! To live by denying life!{L.L.,Act I,Sc.2,

Ps 397).
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When Lararus refers to "Eternal Life" and "God" he does
not mean a supernaturalrlife or a supernatural being. He
refers teo life as existence, whicﬁ must be embodied by the
individual who is able to realize the unity with himself and
life. In it lies man's greatness, for no supefnatural being
can help man realize this desirable integration. "God is dead,"
Nietzsche proclaimed, "There is no God, " Lazarus says in Act
Two. "Lei 1t be my pride as Man to recreate the God in me,"
he adds in Act four,

God becomes thus not a supernatural entity, but man's
inermost self. Man must discover the God in himself to give
birth to his new greatness. "The greatness of man," Lazarus
affirms, "is that no God can save himw-until_he becomes a
God"® (LOL,,Qct 1,8¢.2,p.398). How can man realize the God
in himself?

Generally speaking, we shall say, according to Nietzsche,
that the Christian conception of life after death and the
beliefe in the immortality of the soul has historically
furnished the basis for the deprecation of this life., The
desire of perfection in another world has made man condone
his imperfection in this worid, Instead of striving to become
perfect here and now, mah has always put his trust in the
distant future, and has become slave of his immortal soul.
Life on earth has thus been deprecated as something evil;
while an after life has been considered as good. Therefore,
Nietzsche exhorts man to act beyond good and evil, for— as
we dated in the Meditation upon History-- there are only
*health® and "sickness.®

O°*Neill had already pointed these Nietzschean ideas in

Desire under the Elms, The Great God Brown and Mourning

Becomes Electra, and now he does it again in Lazarus Laughed.

"Man has always suspected his 1life," Lazarus says, " and in
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revenge and self torture his love has been faithless! He has
even betrayed Eternity, his mother, with his slave he call
Immortal Soul?* (L.L.,Act IV,Sc.l,p.461l), Yet, if the “soul®
is a false concept, then all morality which comes from the
beliefe in God and in the immortality of the soul is alseo
false, as well as, the concepts of good and evil, as Lazarus
tells Caligula:

“vou (Caligula} are so proud of being evil® What if there
is no evil? What if there are only health and sickness?
Believe in the healthy God called Man in you! Laugh at
Caligula, the fwmy clown who beats the backside of his
shadow with a bladder and thinks he is Evil, the Enemy
0f God!® (L.L..4Act IV,S8C.1,DP.469),

If God is dead and man, in this casge represented by
Caligula, resembles a "clown” then we may conclude that to
become a God means to overcome one's self, or in Nietzschean
terminclogy, to realize the “overman."

Of'Neill's Lazarus embodies the overman. He is a master of
himgelf who bhas triumphed over his animal passions and acquired
that kind of happiness Nietzsche predicted for those who are
strong enough to perfect and master themselves. “You (Lazarus)
are a hdiy man,® Caligula says, “you are a God in a mortal
body-- you can laugh with joy to be alive® (L,L,Act I¥, Sc.l,
PeA68Y,

Opposing Lazarus in the play, as Cyrus Day points out, is
Miriam, bis wife, a *life-denying" Christian, who extirpates
her passions and considers this life as a vale of tears,
resigning herself to sorrow and suffering as a preparation
For an after 1life. “Lazarus affirms life; she negates it and

(12) As the play progresses, Sher symboli—~

longs for death.®
cally, grows older, while Lazarus Jgrows younger; she dresses
in black, Lazarus in white; She never laughs, Lazarus, like

Zarathustra, consecrates laughter. In front of the Roman
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Senate, for instance, Miriam is described as a "black figure
of grief...kneeling in hexr black robes, swaying backward and
forward, praying silently with moving lips like a nun who
asks mercy for the sins of the world.... Her arms‘raised
outward like the arms of a cross" (L.L.,Act If, 3¢c.2, Pp.
421,426); while Lazarus, "in his robe of white and gold, the
aura of light sﬁrrommding his beody," stands gazing upward
and laughs in "an ecstatic affirmation of Life" (L.L,Act IT,
SC.2, p.426),

Miriam bows with grief, brokenly, when members of her
Pamily are slain at a religious riot, and when Lazarus?®
§m11§wers ki1l themgselves outside the Walls of Rome; Lazarus
laughs. Cyrus Pay points out that pity is a Christian virtue,
and O'Neill suggests there isg no‘place Por it in Lazarus!
creed, which 1s the overman's creed. The overman knows that
self=-overcoming involves a measure of suffering and also of
cruelty, not only in the individual's relations to the others,
but also in his attitude toward himself.

zarathustra advises his followers to flee from the market
plece, "I see you stung all over by poisonous flies. Flee
wvhere the air is raw and strong*® (Z.,Part I, Sec.12,p.1l64).

“out into the woods! Upon the hills!- Lazarus exclaims—
“Cities are prisons wherein man locks himself from life,
Out with you under the sky! Are the stars too pure for
your sick passions? Is the warm earth smelling of night
too desirous of love for your pale introspective lusts?®
(L.L.,Act IT,Sc.1,p.419), '

It geems that alsc from Thus Spoke Zarathustra, O!'Neill

drew the symbolism of Lazarus' radation, and of Laughing
Lion outside Tiberius® Villa-Palace,

Lazarus is first described "on a raised platform,... his
head haloed and his body illuminated by a soft radiance as of
tiny phosphorescent flames® (L.L.,Act I,S8c.1,p.382), Trough-

out the play Lazarus' "body is sofdy illuminated by its inner
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1ight" (L.L.,Act IT, Sc.1,p.307); of *"his bronzed face and
limbs radiant in the halo of his own blowing iight“ (L.L.,
Act II,Sc.1,p.415). As the play prégresses and Lazarus grows
younger "the aura of 11ght surrounding his body seemq to

grow more brightly® (LQLG,Act I1,8C.2,p.421), When he enters
triumphantly in Tiberius® Palace, "He-walks into the black
archway of the darkened place, his figure radiant and un-
earthly in his own light® (L.L., Act IIT,Sc.l,p.443).Finally,
Lazarus symbolically "burnt alive over a huge pile of faggots®
while he affirms 1life with his thundering laughter and a joy-
ful *Yes®™ on his lips. ‘

Although Doris Alexander savs that Lazarus' radiance
(13}

(14)

them, together with Cyrus Day, recognize we may also relate

"recalls most powerfully the radiance of Buddha®
Egil Térnqvist refers it to Dionysus and Christ, both of
it te Nietuzsche's vision of a "light-surrounded® superman.
Following our interprétation} we'd rather emphasize once more
" Lazarus' relation to Zarathustra, for two main reasons. First
of all because neither Christ nor Buddha, like Lazarus and
Zarathustra, urged man to laugh. "Laughter have I pronounced
holy," Zarathustra says, "vou higher man, learn to laughi®
(BQT,? "Attempt at a Self-~Criticism,” p.27). Second, and more
ﬁelev&nt? as Cyrus Day points out, because zarathusta consi-
dered himself “pregnant with lightning with bolts,” who, like
Lazarus, says i?ye:ﬂs and laugh yes® to iife:

"If I am a soothsaver of that soothsaying spirit which
wamﬁers a high ridge between two seas, wandering like
a heavy cl@zd between past and future, an enemy of all
Sultrv plaing and all that is weary and can neither die
nor live— in its .dark bosom prepared for lightning and
.he redemptive flash, pregnant with lightning bolts that
say Yes and laugh Yes, soothsaying lightning bolts—
blessed is he who is thus pregnant*ﬂ (z.,Part ITI, Sec.
16, p.340).
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‘The symbolism of the Crucified Lion may also be referred

to Thus Spoke Zarathustra. Outside Tiberius® Villa~Palace

(L.L.,Act III,Sc.1,p.434~43) Lazarus and a Crucified Lion

are brought together, *a cross is set up on which‘a full grown
male lion has been crucified® (L.L.,Act ITI, Sc. 1,p.434),

/ith ‘an inscription above its head, "From the East, land of
false Gods and superstition, this lion was brought to Rome

to amuse Caesar® (L.L.,Act ITI,Sc.1,p.436). Again Doris
Alexander and Egil T&rnqvist refer the symbolism of the

lion alsc to Buddha and Christ. We prefer to relate to Zara-
thustra for two main reasons.

The lion symbolically appears in Nietzsche's philosophy
as "the blond beast" to symbolize man's strong animal impulses
(Xaufmann, p93135,256}9 Nietzsche denounces Western Civiliza-
tion For the emasculation of "the blound beast;" and 0'Neill
significantly choses Rome— which has for a long time been the
spiritual and political Capital of the civilized world— to
bring togethér the overman, Lazarus, and the Lion. " My father,
Caligula ironically comments, “frequently plants whole orchards
of such trees, but usually they bear human fruit$" (L.L.,Act
TIT, Sc.l, P.435). '

Caligula‘ts refers to man's fear of death as "human fruit,"
which all tyrants— like he and Caesar- use to destroy man's
will., So, he advises Lazarus *not tc¢ roar~ or laugh— at
Caesar® {(L.L., Act I¥T,Sc.l1l,p.436), but Lazarus  reaction
surprises him.

LAZARUS. {Walks up the steps to the cross and, stretching
to his full haight, gently pushes the lion's hair
out of its eyes— tenderly) Poor brother! Caesar
avenges himself on you because of m€, Forgive me.
your suffering

CALIGULA. (With a start backward— with frightened aws)
Godst! He licks your handi! I could gwear he smiles—
with his last breath?



153

This scene reminds us, as Doris M.Alexander points out,
of the end of Zarathustra., A laughing lion appeared to Zara-
thustra as a sign that his hour has come. Zarathustra's heart
was loosed, tears dropped from his eves, fell on his hands,
and were licked by the lion (Z.,Part IV,Sec.20,p.438). The
Crucified Lion also licks Lazarus' hands, and forebodes Laza-
ruéﬁ end on the cross, "You will be in his place sod,"Caligula
tells lLazarus pointing to the lion. "Will you laugh then?"
¥Yeg, ¥ Lazarus replies, I will laugh with the pride of a
beggar set: upon the throne of Mant!*® (L.L.,Act III,Sc.1,p.435).

In The Greal God Brown, 0'Neill showed us a Dionysian

man, Dion, and an Apollonian man, Brown, It became clear that
the Dionysian man camnet endure the principle individuation
without an Apollonian complement to his personality; while
the Apcllonian man, called the false superman in this thesis,
is particularly satirized by O'Neill, because of his inner

sterility and because he is a slave of his own illusions, In

Javior, a metaphysical solace to comfort man's primitive re- -
iigious instinct and fear of death. This Zarathustrian Savior
' preaches man to overceme himself by laughtef, to believe in
the world of etevnal becoming, to say "Yes" to life even in
the face of individual defeat, but his message ends in a sad
tone, "the greatness of Saviors is that they may not save;®
while "the greatness of man is that no God can save him— until
he becomes a God!®" (L.L.,Act I,5C.2,P.398).

0'Neill clearly suggests that if man's greatness lies
within himself, than man is the only responsible for his own

weaknesses and destruction, as it is expressed in his last

)

lay, A Long Davs Journey into Night,.

o
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CHAPTER SEVEN
A SELF~PORTRAIT IN "A LONG DAY'S JOURNEY INTO‘NIGH "

C'Neill diagnosis of "the sickness of today" has Dbeen
variously manifested in this thesis through the Apollonian-
Diénysian opposition, In his first playsg, O0'Neill was more
concerned with the necessity of illusions for life and the
character's unconscicusness of it. In his next plays, with the
Dionysian primordial oneness and the eternal becoming of every-
thing. In his last plays, with the tragic consequences of the
principle individuation® and the charactert's hopeless struggle
to escape Silenust® wisdaom.

The psychalégieal implications of such a view of life
helped 0fNeill to show us the inner sterility of the Ffalse
superman: the inner struggle of the artist; and the boldness
of Lazarus. On the cther hand, these same psychological impli-
cations help us to relate the Playwright's own life to his

plays, mainly as thev are expressed in A Long Dav's Journey

nto Night, O'Neill's autobiographical play.

3

P

In the late twenties, O°Neill had already thought of
writing an autobiographical play, "the grand opus of my life,®
which he intended to call "Sea-Mothert's Son." The project only

materialized in 1941, under the title A Long Day's jJourney

(1)

into Night, His third and last wife, Carlotta, informs us

about O'Neilil's painful effort to write this play. He was
affected not only by the Last World War and Parkinson's
disease, but also because "he was writing from his very guts."

"After his davy's stint," Carlotta says, "he would be-
physically and mentally exhausted. Night after night I had
to had him tight in my arms so he could relax and sleep.
«o.Thus the piay was written."™ (2)

Without disclosing that it was autobiographical, 0‘'Neill
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had told Nathan, after finishing the first Act, that the play
would cover one day in his family's life,

"a day in which things occur which evoke the whole past

of the family and reveal every aspect of its inter-relation~

ship. At the Ffinal curtain, there they still are, trapped

within each other by the past, each guilty and at the

same time innocent, scorning, loving, pitving each other,

‘understanding and yet not understanding at all, forgiving

but still doomed never to be able to forget® (3)

When the play was ready, O'Neill allowed it to be read by
some of his closest friends, but the play was not to be produced
or published until twenty-five years after his death, because
“there is one person in it (the author himself) who is still
alive.® In 1956, however, three years after O'Neill's death,

Random House published A Long Day's Journey into Night with

Mrs. O'Neill permission.

Thig restriction proves that O'Neill tried to be realistic
in portraying us his family's life, and his own. According to
‘Doris V. Falk, only one impeortant fact of O'Neill‘s life be-
Fore 1912, the vear in which the action took place, has been
missed. Of'Neill's Ffirst marriage to Kathleen Jenkins in 1909
and his diVorce’from her in 1912, and the birth of Eugene,Jr.,
whom O0*Neill did not see until he was ten years old and who

(4)

The 0'Neill - family becomes the Tyrone: family in the

committed suicide at the age of fifteeen,

play. Eugene's father, James O'Neill, is James Tyrone; his
brother, James OfNeill,Jr.,1is James‘Tyrone (Famie); and _
Bugene O°'Neill, the playwright, is called Edmund, the name of’
his brother who died as é child before Eugene had been born,
1888. o -

The philosophical and psychological implications of the ’

action in A Long Day's Journey into Night remind us of three

Nietzschean concepts previously discussed in this thesis.First,

the uaniverse and human 1life conceived in The Birth of Tragedy




as an endless series of polarities; second, "the state of
individuation® regarded as the "origin and primal cauce of
suffering, as something objectionable in itselfr (B,T,,Sec,
10,p.73); finally, that "illusions have a swrvival value for
1ifan {5)

The antithesis are variously manifested either in the
general cosmology of the play or im the split persomality of
the characters, Such antinomies as darkness and light, Ffog
and sunshine, present and past, vouth and old age, reality

and illusgion,ete., underiy the general cosmplogy of the play,

and create a suitable environment for each c¢haracter to reveal
his

own and the family travedy, according to the topics
discussed in the play: Mary's hatred of doctors, her drug
addiction, her convent days, her intolerable life in shabby
hotels after marrying James; Mr.Tyrone's “stinginess," his hard
childhood, his drdinking habits: Jamie's failure; Edmund's ill-
ness, nisrebelliousopinions on politics and literature, his
admiration for NWietzsche, and his experiences on the sea.

Mory Blla Quinlan, Mary Tyrore in the play, (5) yas a
coavent~givl when she first met the famous avtor James 0'Neill,
James Tyrone in the play. She was the only faughter of - an
Irish dimmigrant, settled im Cleveland, who had prospered in
various ent@rprises; particnlarly through a liquor store and
some state investments, Mary was given every advantage. AS
she showed musical talent, her father had her well taught
and bought a piano. At fifteen, he sent her to $t, Mary's
Convent at Kotlre Dame, indiana@ St, Mary's offered a good
education, and ité music department was excelent, Mother
Elizabeth, who ran it, had been educated in Europe. She

T Maryts talent was considerable. Onee Mary had a sort
of vision, a call tc be a nun. Mother Elizabeth advised her

to wait a couple of years after leaving school to justify her
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foresight. Before two years had elapsed, 1897, she was
married with James, Mary, however, soon realized she was
fataly unfit to be an actor's wifée She soon began regretiing
James' drinking, tke dirtiness of trains, the small and di-
lapidated theaters, the atrocious cooking, the few and far
restavrants in small towns,etc. She was always conscious of
having taken a step down, not because she married James, but
because she had associated with lesser actors and their
wives, whose manners were freer than she was used to. With
the birth of James, Jr.,however, it seemed that difficulties
were one their way to solution, and she became a too affeg-
tionate mother, When little James was four years old, a se-
cond son was born, Edmund, in real life, Fugene, in the
play. |

It became obvious that at least for a time, Mary could

no longer take the children on circuit with her husband.

Ty

.

ames, 8r. ,bought & house on Pequod Avenue, in New Londony
Conneticut, where Mary had family connections,
It is in the living-room of this house (the Cottage of Monte

Cristo) that the action of A Long Davis journey into Night

takes place, In fact it had already inspired the setting for

two other O*'Neillfs plays, Ah, Wilderness and Desire under

By the time Edmund, Fugene in the play, was born, Mary
divided her time between tours with her husband, and tempora-
LY - pretirement in the Cotage of Monte Cristo, or with her
mother in New York, Once, while she was on a tour, she had
the bad news that her eider son had caught measlies, The younger
son, not yet a year 914, also caught the disease and died.

Ella, Mary in the play, never could get over the tragedy.
She blamed herself for leaving the children, her husband for

not having given her a real home, and Jamie for having deli~-



berately exposed his younger brother to measles in hope he
would die. At first she did not désire another child, Later,
.yielding to James' claims that another child would help her
to Fforget what had happened and could never be undone, Mary
agreed with him in the hope her next child would be a girl.
After the long months of pregnancy, haunted by anxieties and
fears of some new disaster awaiting her, in a hotel room in

New York, Eugene Gladstone 0'Neill, Edmund in A Long Day's

Journey into Night, was born. It was October 16, 1888. With

the new birth, something Ilike a brooding fate, had been set
in motion in the family., Mary, according to the play, was
attended by an "ignorant quack of a cheap hotel doctor“James
had casually found in a baroom for a lov price. He prescribed
morphine for Mafy@ As a consequence, Mary caught rheumatism,
became a tortured drug addict, and her religion served to

deepen her shame and sense of degradation, as she describes

it in A _Long Day's Tourney into Night:

"I was so healthy before Edmund was born. You remember,
James, There wasn®t a nerve in my body. Even traveling with
yvou season after season, with week after week of one-night
stands, in trains without Pullmans, in dirty rooms of
fFilthy hotels, eating bad food, bearing children in hotel
rooms, I still kept healthy. But bearing Edmund was the
last straw., I was sick afterwards, and that ignorant quack
of a cheap hotel doctor--all he knew was I was in pain. It
was easy for him to stop the pain.... Above all, I shouldn't
have let you insist I have another baby to take Eugene's
rlace, because you thought that would make me forget his
death. I knew from experience by then that children sould
have homes to be born in, if they are to be good children,
and women need homes, if they are to be good mothers. I was
afraid all the time I carried Edmund. I knew something
terrible would happen. I knew I'd proved by the way I'd.
felt Edmund that I wasn't worthy to have another baby,and
that God would punish me if I did. I never should have
born Edmund® (L.D.J.N.,Act II,Sc.2,pp.87-88),

When the play opens, Mary is back home after a cure in a

sanatorium for drug addicts. The three Tyrone men happily
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iive the illusion that she will resist the temptation this
time@ Consciously, however, they know it is a "pipe dream;"
for they saw her going to the spear room— the room where Mary
sed to take morphine before che went to the sanatorium- the

rightness of her eves confirms their
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Thus Mary becomes the inverse image of Motker Earth, or

Cyhel, Ffor whom her sons long. "Her hair," Doris V. Falk points

out, "was once the same "rare reddish-brown,® which symbolizes

prenatal freedom, security in Mourning Becomes Electra,' the
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for Mary. Unlike the derelicts? pipe dreams

of tomorrow in The Iceman Cometh, she becomes "historicall

toward her past., When she is not under morphine, she remembers
vhich followed her marriage; when she takes

lives in her convent—davs. The other characters

morphing
o the play behave according to the alteration of these two

roles, 3efore pointing out their behavior, however, let us

@
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summarize their historical background.

Mr. O'Neill, Mr. Tyrone in the play, unlike his wife,had
a hard time in his youth. He was a son of an Irish'immigrant,
who came to the United States in 1856, and settled down in
Buffalo., His father soon gave up the struggle in the new
country. He left behind him a poor widow and six children to
look after themseives@-james was then the man of the house,
though he was only ten years old. He had to work in a machinistfs’
shop twelve hours a day. His mother went out as a cleaning
woman. His elder sister took in sewing. Such jobs were pre-
carious and underpaid. Hunger was familiar enough to them,
whnile the dread of starvation was ever present. James nevery
forgot those days, which made him know the worth of a dollar,

as he tells Edmund in A Long Day's journey into Night:

"When I was ten my father deserted my mother and went
back to Ireland to die. Which he did soon enough, and
deserved te, and I hope he's roasting in hell. He mistook
rat poison for flour, or sugar or something.... My mother
was left; a stranger in a strange land, with four small
children, me and a sister a little c¢lder and two younger
than me. My two older brothers had moved to other parts,
They couldntt hkelp.... I worked twelve hours a day in a
machine shop, learning to make files, A dirty barn of a
place where rain drcpped through the roof, where vou
roasted in summer, and there was no stove in winter,and
your hands got numb with cold, where the only light came
through two small Filthy windows, so on grey days:Ifd
have to sit bent over with my eyes almost touching the
files in order to seef... My poor mother washed and
scrubbed for the Yanks by the day, and my older sister
sewed, and my two younger stayed at home to Keep the
house. We never had clothes enocugh to wear, nor food
enough to eat.,.. It was in those days I learned to be
a miser, A& dollar was worth so much then. And once vou've
learned a lesson, .itfs hard to unlearn it...(L.D.J.N.,
Act IV,Ppe 147-48).

iuckily for James, however, his older siser made a good
match, and he got a chance to go to school, Once, when he was

playing billiards, the manager of the stage came in, looking
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fof help. It was the beginning of a career. The magic of

the stage excited James. Through hard work, he became a
famous actor, and was considered as having the finest voice
in theater. He hadthe talents to be a great actor: Once he
had a chance to alternate with Edwin Booth in‘playing Gthelib
and Iago, and James did it masterfully., Booth, perhaps the

| gréatest American actor of time, could not avoid praising
James' talent and performance. Later, Boothfs Theater in New'

York offered James the star part in The Count of Monte Cristo.

James was a success from the start. His fortune was made, but

his career was ruined. He began to play it in 1883, and only

stopped in 1912, In fact, he made some efforts to get free
(6)

‘rom his slavery, but in vain, as he tells us in A Long

Dayts Journey into Night:

"Yes, ® James tells Edmund, '"maybe life overdid the
lesson for me, and made a dollar worth too much, and the
time came when that mistake ruined my career as a fine
actor. (Sadly) Itve never admitted this to any one before,
lad, but, tonight, I'm sc heartsick T feel at the end of
everything, and what's the use of fake pride and pretense.
That great damned play I bought (Monte Cristo) for a song
made such a dgreat success in— a gmat money success— it
ruined me with its promise of an easy fortune., I didn't
want to do anything else, and by the time I woke up to the
fact I'd become a slave to the damned thing and did try
other plays. It was too late., They didn't want me in any-
thing else. I'd lost the great talent I once had through
years of easy repetition, never learning a new part, never
really working hard.... I could have been a great Shakes-
pearean actor, if I'd kept on. I know thatd In 1874 when
Edwin Booth came to the theater in Chicago where I was
leading man, T played Cassius to his Brutus one night,
Brutus to his Cassius the next, Othello to his Yago,and so
on., The first night I played Othello, he said to our mana-
ger, "that young man is playing Othello better than I ever
did.",.. It (The Count of Monte Cristo) was a great box
office from the start- and then life had me where it
vanted..." (L.D.J.N.,Act III,pp.l149-51),

James becomes thus the image of the false superman. Like

Merco Polo, he buried his artigic talent for the love of



economical success; like Ephraim Cabot, he enélaved his
family becausevof his obéessive fear of povérty that made
him invest his money in cheap land bargains. His miserliness
and his career as an actor, however, are directly ‘related to
the misery of his wife and children. His "stinginess" has
caused Mary's addiction, and his inability to provide her
with a proper home, because he was always on the road, has
intensified her bitterness and sense of loss, Tyrone‘'s misery has
alsc affected, in a direct or indirect way; his two sons,
Edmund and Jamie blame him for their alcoholism, because he
used to give them whisky to sleep, when they were children.
Edmund calls his father ¥stinking old miser® when James wants
to send him to a state tuberculesis sanatorium in order "to
save a few lousy dollars Lo buy more bum property with"{L.D.
J=N.,ACt Ivﬁpgléﬁ)ﬁ Edmund®s tuberculosis, in turn, partially
accounte for Mary's resumption of her habit, because she cannot
face the fact of his bad health: and Edmundt's birth caused the
illness which eventually intreduced her to drugs. Jamie is
affected by the very existence of Edtund, since his brotherfs
literary gifts £i11 him with envy and a sense of failure;and
his mother's inability to shake her habit has made him lose
faith in his own capacity for regeneration. At last, Mr,
Tyrone is also accused for his TIrish Catholic pride, which
made him strive to excell the yankees, as Doris V. Falk says,
"He (Mr.Tyrone) has sold his soul for the illusion of success.™
(7)

Tyronets illusion at. the beginning of the play, is that
his wife would finally give up morphine., From the second act
on, however, Mary goes deeper and deeper into the world of drug
adéicts. Tyrone becomes desperate, like the derelicts in

The Tceman Cometh when Hickey makes them face the truth about

themselves,
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"On my solemn oath," Tyrone tells Edmund, %I*d gladly

face not having an acre of land to call my own, nor a

penny in the bank.... I1'd be willing to have no home dbub

the poor house in my old age if I could look back now on

‘having been the finest artist I might have been" (L.D.J.

No,Act IV,p.151),

Tyrone becomes "historical' toward his past. First he bew
gins to drink to forget it. Next, he remembers Booth's praising
of his Othello, words which he had written down and lost, But
they are not enough, he also needs hig logt faith. "When you
deny God," Tyrone tells Edmund, "you deny hope" and “sanity"
(ImDerNa;xﬁC"t I..\fg» };%;134')«-

The meaning Tyrone gives to God here seems to be the same
Nietzsche gave to "illusion.' Man needs to believe in domething,
an Apcllonian illusion, to escape the wisdom of Silenus, be it
a memory of the past, like a Booth's: praising, s convent-day re-
membrance, or any kind of belief 3 be it a hope in the future,

like Mary‘'s cure, or the pipe dreams of tomorrow in The Iceman

Cometh. It seems clear, however, that Tyronefs illusicn is
always determined by his relation to Mary, and soae those of
his sons, |

Jemie is portray=2d throughout the play as a cynic, with a
"tongue like an adder," a dissolute alcoholic, both corrupted
and corrupting. The description of his face reminds ug of Dionts
”Mephistopheleam mask." His nose," OfNeill says in the stage
directions to Act I, “is, unlike that of any other member of
the family, pronouncedly aguiline. Combined with his hebitual
expression?i@ gives his countenance a Mephistophelean cast"
(TeDoJeNos Act I, p.19). When he smiles without sneering, his
face reveals "humorous, romantic irresponsible Irish charm.®

In Act I, when there is still hope of Mary's recavery,
Jawie romantic irrésponsibility prevails. He is able to loock at
his father "with an understanding sympathy,™ as if a deep

"vound of common feeling existed between them in which their
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antagonism could be forgotten" (L.D.J.N.,Act I,p.36); he be-
comes moved, “his love for his brother coming out” when he
thinks Edmund has got consumptiong énd he looks at this mother
with "an old boyish charm in his loving smile,"like Dion, in

The Great God Rrown, who remembered his mother as a aweet, a
¥ b4

strange girl, with affecticnate, bewildered eyes as if God had
locked her in a dark closet without any explanation" (G.G.B.,
Aot I,S8ce3,p.333). Jamiefs “romantic Irish charm,”hhowever,
gives place to his "Mephistophelean cast," when he discovers
his motherts failure. He deserts her, like Dion who deserted
Margaret to seek cons solation in the lap of Cybel, the prostitute

of The Great God Brown. Jamie turns to fat Violet, also a pros-

titute, at whosge breasts he seeks consolation. Jamie®s hatred
ig then TOVC&JC%« First he gels terribly drunk; then, ne blames
his mother for his failure,

& time Mama had me fooled. I really believed

t licked. She thinks I always believe the worst,
but this time T believed the best. (His voice flutters).
I suppese T cantt forgive her- yet. It means so nmuch. Itd
begun to hope, if she'd beaten the game I could, t00.¢co
Christ, 1'd never dreamed before that any woman but
whores took dopel" (LeDed N.,Act IV,pp.162-63).

".ae thi
ghe had it
11 s

His contemptous hatred is directed toward Mr. Tyrore, too,
*What a bastard to have for a father{ Christ, if you put him in

& bhoolt, no one would beiieve it,." Neither his brother, whom he

o

a3 always considered as his best friend, can be safe:
*Mama and Papa are right. I've been (a) rotten bad
A L

influence.,.. Did it on purpose, to make a bum of you. Or
y part of me did. & big part that's been dead so long.
That hates 1life. My putting you wise so you'd learn from
my mistakes. Believed that myself at times, but itfs a
fake., Made my mistakes look good, Made getting drunk roman-
tic. Made whoresg fascinating vampires instead of poor,
t"r d, diseased slobs they really are. Made fun of work
as sucker's gsme. Never wanted you succeded and made me
look even worse by compsrison. Wanted you to fail. Always
jealous of you. Mama's baby, Papa's petl... And it was
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your being bhorn that started Mama on dope. I know that's
not your fault, but all the same, God damn you. I can't
help hating your gutsl... But don't get wrong idea,kid.

I love you more than I hate you. My saying what I'm
telling you now proves it.... But you'd better be on your
guard. Because 1'1l do my damnedest to make you fail.Can't
help it, I hate myself. Got to take revenge. On Everyone
else. Especially you.... The dead part of me hopes you
won't get well. Maybe hef's even glad the game got Mema
again! He wants company, he doesn't want to be the only
corpse around the houseé® (L.D.J.Neshct IV,p.166).

Jemie, like Dion-— who wanted revenge upon his closest friend,

Brown- or, like Yank in The Hairy Ape— who wanted revenge upon

Mildred- wants revenge upon society. But his revenge is useless
since the Tyrones' long for death.

Edmund is the most @@nsitive of all the Tyrones. He is said
t¢ have acguired his sensitiviness from his mother,

"Edmund *s hands, " Cf'Neill says in the stage directicms
to Act I, "are noticebly like his mothers, with the same
@zemptionailv long fingers. They even have a minor degree

the same nervousness. It is in the quality of extreme
nerveous sensibility that the likeness of Edmund to his
mother is most markedin

Edmund®s, in fact Bugene 0'Neill's, and Mary's senaLt1V1ncsg

woint out their artistic talent. Mary likes music and once she

o]

layed the pianc; Edmund also likes music, but instead of play-

(9)

1

ing, he prefers poetry and even writes romantic poems,
Music and Lyric Poetry are two Dionysian symbols. So is
the Bea, Bdmund is fond of, and on which he has had many inter-
esting adventures. But Mary fails to understand the mystical
Dionysien meaning of life., Symbolically, she loves the ?og
becguse 1t hides her from the world, and preserves her own
individuation; she loves to be alone; she has forgotten how to

play *he piano, like the prostitute Cora in The Iceman Comeub

and she negates life by turning back to the past. Edmund, on
the contrary, tries to tear aside "the veil of m3ya, "repre~

sented by the fog, to contemplate the force behind the spell
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of individuation: the primordigl onenesg of everything, which
the Dionysien answer to the tragic tension between the opposites
in the unity of process.

"oeo When I was on the Squarehead square rigger,"Edmund
tells his father, "bound for Buencs Aires. Full moon in
the Trades. The 01d hocker driving fourteen knots. I lay
on the bowsprit, facing astern, with the water foaming
into spume under me, the masts with every sail white in
the moonlight, towering high above me. I became drunk
with the beaubty snd ginging rhythm of it, and for a mo-
ment T lest myself— actuslly lost my 1ife. I was set freet
I dissolved into the sea, became white sails and flying
spray, became beauty and rhythm, became moonlight and the
ghip and the high dim-starred sky! I belonged, without past
and future, within peace and unity and a wild joy, within
something greater than my own life, or the life of Man, to
Life itwself! To God if you want to put it that way. Then an-
other time, on the American Line, when I was lookout on the
crowfs nest in the dawn watch. A calm sea, that tir.:. Only
a lazy ground well and a slow drowsy roll of the ship.The
passengers asleep and none of the crew in sight. No sound
of man. RBlack smoke pouring from the funnels behind and
beneath me, Dreaming, nobt keeping lockout, feeling alone,
and above, and apart, wabtching the dawn creep like a painted
dream over the gky and sea which slept together. Then the
moment of ecstatic freedom came, The peace, the end of the
quesat, the last harbor, the joy of bvelonging to a fulfill-
ment beyond ments lousy, pitiful, greedy fears and hopes
and dreams! And several other times in my life, when I was
swimming far out, or lying alone on a beach, I have had
the same experience. Became the sun, the hot sand, green
seaweed anchored to a rock, swaying in the tide. Like a
saint's vision of beatitude. Like the veil of things as
they seem drawn back by an unseen hand., For a second you
see— and seeing the secret, are the secret.For a second
there is meaning?™ (L.D.J.N.,Act IV,p.153).

Edmundfs visions spproach Dionysus'! suffering, his dismem~
berment and symbolical transformation into *air, water, earth
and Tire," which caused the Greeks to regard the state of indi-
duation as the origin and primal cause of suffering, as “some-
thing objectionable in itself" (B.T.,Sec.10,p.73). But Edmund‘s
poignant vision oft lost rapture remains beyond his grasp, just

another Apollonian illusion, a "pipe dream" of the past, not
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different from his mother'®s of fatherts, because it is beyond

men's reach. Like in The Iceman Cometh, O'Neill suggests

again that the Great God Pan is dead, he has been overcome by
Apollo, who has been symbolically expressed by the false feel-

ing of bel@nging in The Hairy Ape, by Brown's power in The

Great God Brown, by the Puritan sterness in Mourning Becomes

Electra, by a pipe dream of tomorrow in The Tceman Cometh, and

by a dream of yesterday in A Long Day's Journey into Night. It

is the dream, however, which keeps the herces "fighting, will-
ing, living," and daring tc face a chaotic unhiverse, the
§ = ¢ o §

cannot understand. But only the sensible man, like the philo-

¢

opher Larry Slade, and the artists, like Dion and Edmund,can
realize the true tragedy of life. Therefore, they are doomed
to suffer more than any one. In a sense, 0'Nelll agrees with
Nietzschets laoter thought that the artists and philosophers
are the true representatives of mankind. But in O'Neill's last
playe they have lost Zerathustra®s and Lazarus'® capacity for
an apotheotic affirmation of Life. So, Edmund, the suffering
artist, summarizes his rapturous vision,

"The han 1ﬂ+v the veil fall and you are alone, lost
in the lﬁé gain, and you stumble on toward nowhere, for
no good re dqcn@gga I will always be g stranger who never
“99?0 at home, who dares not really want and is not

eally wanted, who can never belong, who must always be
a 1ittle in love with death" (L.DeJeN.,Act IV,pp.l53-54).

Edmund*s rapturcus vision, a past reality, summarizes the
main theme of this thesis: in O'Neillts first plays the Apollonian
eiements prevail; in his middle period, Dionysus overcames
Apoilo; in his last plays, he is back to Apollo again, and
even ﬁflglﬂﬁw Dionyaian Lcﬁing is a reality of the past¢ an

Apolionian illusion because it cannot be felt againe.

The protagonist of 0fNeill's first play, Bound East for

Cardiff, was Teft glone on the forecastle of the British

et

tramp steamer Glencairn on a foggy night on a voyage between



New York and Cardiff. Yank's 1onellness, reinforcd by the fog
which secluded him from the world, symbolized then the Apol-
lonian state of individuation; the sea-— the life~-force—~ a
symbol of Dionysus® primordial unity which gave direction %o
the boat and, in a symbolical way, to Yankt's life; while the
"blast of the steamers whistle," which Yank hated,symbolized
the herots tragic fale, But there was still hope in Bouwd East

for Cardiff that the fog would 1ift andé the boat would reach

New Y@rk before Yank?s death. Finally, after Yank's death,
hope 2till remains— Dionysisn hope which we analysed in Chapter
ITe-in the symbolical meaning of a pretty lady dressed in bhlacke

b,

&1 these gymbols are brought back in A Long Day's

Jouney into Wight, but without any hope. The Apollonian Yprine

ciple of Individustion" is more than once emphasized. Fivst by

the fog which also secludes the Tyrones from the world, but,
# 3 $ $
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st For Cardiff, it becomes thicker and does
» 11ft at the end of the play. Mary, for insbtance, declares
that she loves the Tog, but, like Yank, hates the foghorn,

"I really love the fogeces It hides you from the worlid
and the world from you. You feel that everything is changed,
and nothing is what it seemed to be. No one can find or
touch gmu any mOT'ess.e. 46's the foghorn I hate, It wouldnit
let vou alone. It keeps reminding you, and warning ynu,and
calling you back® {(L.D.J.N.,4ct ITI,pp.96-99).

Maryts words become the apotheosis of the "principleof indi-
viduation." The fog isolates her from the world. It helps her
loneliness and stimulates her happy dreams of the past, like
Yenk whose Llife had depended for value on an ideal which never
becume true: to have a wife and a farm. In the fog no one can
touch Mary's dreams, neither they can be touched, for they are
11 1llusions of the past, dreams of ‘yesterday." The foghorn
brimgge her back her fate, her gult, her family tragedy, her

cngeious ego. Then, she is no more alone, she must face Tyrone

and his two sons, who caused ber disgrace.
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Edpund likes the fog, too. The fog takes him back to his
rapturous vision of the sea, which has the same basic symbo-~

lism as in Bound Fest for Cardiff.

"The fog was where I wanted to be," Edmund says."Every-
thing loocked and sounded unreal. Nothing weas what it is,
cooWno wants to see life as it is, if they can help it.
Itts the three Gordons in one. You look in their faces
and turn to stone., Or it's Pan. You see him and you die"®

{LeDedNo hct IV, PellS).

Edmund looks like Tarry Slade in The Tceman Cometh$ he was

vborn condemned to see all sides of 1life. However, he slready
knows he has caught tuberculosis, one of the most feagred diseases
of the time. The fog helps him, like his mother, to live in the
past, avoiding facing toth 1life and death, both the Gordons and
Pane

The Apocllenian principium individuationisis also emphasized
by Maryt's loneliness. The Tyrones leave her alone for three
times, and more than once she ig told to have gone to the
spare room to take morphine. It is also emphasized by her and
Bdmund ts attempt at suicide. Finally, by the three mensfear of
being alone when Mafy takes an overdose of morphine.

"'he hardest thing to teke," Edmund says, "is the blank
well she builds arcund her, Or it's more like a bank. of
fog in which ghe hides and loses herself. Deliberately,
thatts the hell of it! You know something in her doss it
deliberately-- to get beyond our reach, teo be rid of us,
to forget wetre alivel Itfs as if, in spite of loving us,
she hated wugi" (L.D.JNe.sAct IV, p.139).

The Apollonian *"blank wall" of illusion, which becomes
thicker as the play progresses, reaches its highest peak in the
last scene of the play. The three Tyrones are heavily drank 4qn
the living-room; when they listen someone, like "an awkward
school~girl," playing the piano. It is Mary. She is damned
poisoned, dressed like a school-girl. Over one arm, sghe
csrries her wedding gown. Oblivia;gof the men in the living-

room, as i1f they were objects, she looks for gomething.



"Something I need terribly," she says. "I remember when

I had it I was never lonely nor afraid. I can't have lost
it forever, I would die if I thought that. Because then
there would be no hope" (L.DedeNogAct IV p«173) .

The "something" Mary is looking for is no more the

Dionysian life-force expressed in Desire under the Elms, or

the hidden strength Dion and Brown put into their drawings in

The Great God Brown, but the Apollonian illusions of Mary's
convent days. With them, there is hope of living; without
them— because illusions are a necessary factor of life— there

is only death and despair. Thus, in 0'Neill's biographical play,
. ¢

B

the present tecomes the past and the future, but in a nopeless
. b2 +

way. The four Tyrones, like the derelicts of The Iceman Cometh,

need heavy drinks or drugs to avoid facing both 1life and death.
This last scene takes us back to the last scene ol Bound

Eget for Cardiff; with one major difference. In Bound East for

Cardiff, as we saw in chapters II and III, the fog that lifted

pRes S ee ot

while Yank's saw the pretty lady dressed in black, meant

Dionysian hope in the world of becoming; Mary's last gesture

means Silenue' despair in the world of vecoming, and points

p

out the vital necessity of illusions for life, symbolized by
the fog which grows thicker.

O'Neill's idea of the eternal becoming is here suggested
in a more sophisticated and hopeless way than in his previous

plays. It should be related to Nietzsche's Second Meditation

and The Gay Science.

In his Meditation about History, Nietzsche tells us that
the study of history deoes not make us happy, rather it tends

to make us unhappy (Kaufman,p.123). In The Gay Science,

ietzsche thought that most men would gnash their teeth and
throw themselves down if some day "a demon were to sneak®
after them into their "loneliest loneliness," and tell them:

"this life, as you now live it and have lived it, you will
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have to live...innumerable times more" (See Kaufmann,p.280).
Nietzsche thought that this idea would be ehilarating, "god-
like," for the superior man, who founds in pain the fountain
of pleasures; but it would be the eternal damnation for the
weak. |

The general cosmology of the Tyrones! tragedy in A ILong

Day®s Journey into Night seems to be sn open suggestion that

-history is a very factor which prevents us from being happy,
and causes suffering. On the other hand, Maryts present has
& timeless connotation, it is the past and the future at the
same time; while her appearance, like a school-~girl using'a
"marble mask of girlish innocence," and Wr. Tyronefs regret
that he is Yold and finished,” suggest 0°'Neill's idea of

recurrence -as it has been expressed in Lazarus Laughed and

in The Fountain. Youth and old age are again brought together

to gywbolize the elbernal repeating cycles of nature. The

difference is that in his two previous plays, O'Neill expressed

the doctrine as something exhilarating; while in A Long Day's

Jovrney into Night it is more sophisticated and means eternal

dampnation, as Bdmund expresses it guoting Baudelaire:

"Be always drunken., Nothing else matters: that is the
only guestion., If you would not feel the horrible burden
of Time weighing on your shoulders and crushing you to
earth, be drunken continually" (LeDedeN.,Act TII,p.132).

Actually the state of drunkness Baudelaire teaches seems

not the Dionysian version of The Birth of Tragedy, but the

Apollonian dresm world, a hope that is really an illusion,that
keeps manfs will to live by escaping Silepus' wisdom. It means
that to . face the truth about one's self entails also the des-
truction of the self. Man, therefore, needs to "lie to himself,"

as Nietzsche says in Human-All-Too-Human, to bear the heavy

burden of individuation. "Facts don't mean & thing," Edmund

]

ays, "do they? What you want to believe thatts the only truth"

(LeDed.Ne,Act IIT,p.127). "Now we must embrace untruth,*Nietzsche
9 s P } »
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remarks in Human-All-Too-Human, "now at last error becomes a
_ : - : N 9)
lie, and lying to ourselves a necessity of life" (9

What remains in OfNeill's A Long Day's Journey into Night

is a brooding fate- like the Greek "Moira"- which is beyond

man's reach and control.

“Neone of us can help the things 1life has done to us,"

Mary says. "They're done before you realize it, and once

they'tre done they make you do other things until at last

everything comes bhetween you and what yout'd like t0 be,
end you'tve lost your true self forever" (L.D.J.N.,Act IT,

p.61)

Mary's poignant view of life summarizes O'Neill's final
pessimicn and sentimental realism, which may no more be called
an. expression of E‘etumohaﬁq celebration of life, but the
painful affirmstion of the Apollonian “principium individua~
tionig® and of the necessity of illusions for 1ife. This does
not mean, as TBragvist points out in his article "Nietzsche
and C°fNeill: A Study in Affinity," that there has been a
fundamental change in O0'Neillfs attitude to Nietzsche over
the years. 0'Neill, consciously or not, always tried to
regemble Nietzsche:

"Meny aspects of O'Neill's later life," Tbrngvist says
quoting the Gelbs, "strinkingly parallelled those of
Vietzeche's. The drooping bladk mugstache 0'Neill grew in
his late twenties, the solitude in which he sgpent his last
years, the tremendous strain he put on his creative spirit,
the somber sstisfaction he took in being misunderstoo,and
the final collapse- all are a mlrrorlng of NlctVSCne”glo)

What 1s not clear in O'Neill's biographical stuﬂies9 still
according to T8rngviet, is whether O'Neill's resemblances to
Nietzsche were conscious, uncoscious, or due to a basic spiri-
tual affinity between the two men. Perhaps, following the
evidences suggested in this thesis, we would rather say that
the three of them may be taken into account to explain the

i Gl

high frequency of Nietzschean themes in O'Neill's plays.
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Although we may not agree with them, we may at leat admit
O'Neill's sincerity in diagnosing "the sickness of today."
Barly in his writing career (1922) 0'Neill revesled his inte-
grity as a playwright, declaring that he should never be in-
fluenced by any consideration, but one:

"Ts it the truth as I know it-— or, better still, feel

it? If so, shoot, and let the splinters fly wherever they
- may. If not, not. This sounds brave and bold- but it vsn't.

It simply means that I want to do what gives me pleasure
and worth my own eyes, and don't care to do what doesn't.
ses It's just 1life that interests me as a thing in itself.
The why and wherefore I haven't attempted to touch yet"
(11).

In 1941, 0'Neill wrote on the script of A Long Day's

Journey intc Night a dedication to his wife, Carlotta, "I give

you the original script of this play of old sorroﬁ; written in
tears and blood." According to Egil T®rngvist, the two state-
mente form a fitting epitaph for a lifework which, like Nietzschg
was characterized by "unusual integrity, sincerity and earnes-
teag. ™ (2 O}Io provp it OC'Neill left us his plays and his life

.5 the 1ivi ing embediment of Zarathustra's admonighment to the
creators: "Write in blood, and you will experience that blood

ig spivit" (Z.,Part I,S5ec.7,p.152).
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1le Sheaffer,Louils. O0'Neill: Son and Playwright, p.154

2s Ibid.,p.509
3. Ibid.,p.509
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“the makings of a poet" in him. "The makings of a poet,”
Fdmund answers. "No, I'm afraid I'm like the guy who is
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the best I'11 ever do I mean, if I live. Well, it will be
falthful realism9 at least. Stammering is the native elo-
quence of us fog people™(L.DeJ.N.,Act IV,p.154).
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9. Solomon, Robert C. Nietzsche: a Collection of Critical Essays,
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