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CHAPTER I
THE TWO WORLDS

Libevation, emanciparion, freadem--gll have bosn used
to degseribe the parvticular %aﬂﬂr& $f &ﬁa‘ﬁmamadéﬁﬁaﬁas* post
World War X era; certsinly, the peviod manifested u&éﬁa
charscteristies, but along with its reveolutisn in canners sand
morals, the roar of the 19208 brought with 4% s venaissance
in Americen lliterature, Primarily, the time was one of forment
én& 1imicless variety:s a time when writers, freed from typ--
dition by ths gatilyst of war, could experinent with nsv forus
and techalquas; a tive when they ecould ﬁaﬁaﬁz ninetognth-
ceatyry idealism in faver of ervitielom; %‘timﬁ‘wﬁﬁﬁ they eould
explain man's behavior with the new psychology of Froud, and
a‘ﬁim@ when they goald recovrd the effects of sclence, toch~
nology, snéd wrbanfization upon 2 nation previocusly agrarioen
and self-contsined. The belght of American drama vas reached
duriag this pagiﬁé, sod the diveetion of Amevicam poetry would
never be the same followiug Eliot's The Wasteland. 88ill,
‘the age iz remembered gz one of frantic galety aad frivﬁiaua
pasting. ‘

The galety, howsdwery, d4id net shscurs a fendamental
problem which faced the writewrs of this peried, whether thoey

be just emersing ov at the peak of recognitiont hat was the
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probliem of human responsibility. Fer the traditionalist, man,
through the exertion of conscious will, could overcome obsta-
cles by adhering to moral absolutes. For the naturalise,
howevey, man was subject to ﬁiréqtiaﬁ-hy satagonistie forces
greater than himself. This was the philosophy of disilliusion~-
ment, of the new generation "grown up to find all Gode dead,
2ll wars fought, all £siths in mean $hakan.“1/”

Within this age of flux appeared Willa Cather and
Eugene O'Nefill-~two g@yarenﬁ literary opposites, brought into
the same literary period by its characteristic diversity.
Fifteen years older than O%'Neill, Miss Cather published her
first book, The Txoll Garden, in 1905, eight years before
0'Neill wrote hisifixse-gxay,‘g;ggga,gga & Life., PFurthermorxe,
ghe precaedad the twenties in spirit as well éé in echronology,
using modernism as a tool of literary technique rather than as
substance. She brought to narrstive writliag a subtlety of
tone and a»séXectiva realiss reminiscent of the earliier Henry
James, and she would have been the firvst to disavow any Lianfluence
upon the young writers of the twenties, whose talent she dis~
éaine&.‘ Interestingly, the genmteel Miss Cather professed
complete &v&rsian to the zontemporary theater and its leading
playwright. Ag Elizabeth ﬁétgaaat,putggit; "0'Reill’s stark
revelations of lust, fear, weskness, cruelty, evem poignant

¥ e

' 33@'S§é2; Fitzgerald, This Side of ?awaé,aa (New York:
Charles Scribaner's Sons, 1928), p. 304,



goodness, on the stage, offended her taste., Why spend an
evening in Hades when there nge.sti!l geod comedies of man-
ners~~even of morals, eay Galsworthy's, on Breadway?"g

"In contrast, 0'Neill caught the public interest
largely becaitse of his modernism and personal £1éix;rhia
plays were characterized by innovative subject matter as well
a8 technique. Fashionably bohemfan £n the sense that he re-
jected vxﬁto:ian.genexiiay;aﬁd puritanical prissiness both-
personally and professionally, he was strongly influenced by
the impact ;f psychology, and, like others of his sge, brought
to the stage topics whicech varely before had left the bedroom.
Always searching for a new method of presentation, he ranged
from naturalism to realism to symbolism to expressionism,
seldom perfecting one form before moving on to.another.

The 1literary worlds of the two, as well as their
attitudes, were different: Miss Cather writing of the prairie,

"buried in wheat and corn, undexr stimulating extremes of

climate; burning summers when ahe'worid lies greea and biilowy
beneath a brilliant sky, when one is fairly stifled in veée*
tation, in the eolour and smell of styoug weeds and heavy
harvests; blustery winters with little snow, when the whole

. . 3
country is stripped bare and grey as sheet-irom: . . " j

zﬁlizabeth Sergeant, Yilla Cather: A Memoir (Phila-
del?hia‘ 39 g! Lﬁ?pinﬁatﬁ 600 ¥ 1%33), pl 239#

3
Willa Gather, My Antonia (New York: Houghton
Miffiin Co., 1918), Intraéuetion, pe 1o

L)



0'Nefll writing of the Hell Hole and Jimmy the Priest's--
saloons in which chairs and tables and degenerates are crowded
together, in which teilet doors bear "This is it" signs, and
in which windows are “glazed with grimeq“ﬁ The characters in
Miss Cather’s worl§ ave ploneers, who, imbued with a feeling
for nature anﬁ a2 tenacious will, are able teo overcome the ele~
ments and 1mpasa order upon the wild laand. Their strugsle to
butld an aggricultural civilization £gom the prairie is a dif~
ficult one; for Miss Cather it f{s a2 test of their creative
power and their meral courage. ©'Heill's characters are
sailors, derelicts, and prostitutes--homeless beings whaese
tragedy is that of net knowlng what to struggle for. Unlike
Miss Cather’s ploneers, they exilst in an sge in whiech their
ercative power s first frustrated, then made non-existent,
and they are tormented by forces beyond their control. Nature
no longer holds a central position in their lives; substituted
for it are the wysteries of human persomality. Willa Cather
and Bugene 0’Neill, then, appear to hold contrasting concep-
tions of man'as position in the &ni#@rsas Miss Cather embracing
the traditional view of man’s sslf-responsibility, 0'Helll

feeling that man is doomed by the absence of relevant values.

&Eugam@ 0'Neill, The Igeman Cometh, ZThe Plays of
Bugene 0'Neill, 3 vols. (New York: Random House, 1954),
stage directions, Aet I. All subsequent referveaces up to and
including The Iag@gg Cometh are to this esdition.

¢
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The persomal worlds of Wills Cathey and Eugene 0'Neiill
differed just ss much as their literary worlds scemed to. Willa
Cather was the praéucg of & rural scelety, and, as 2 child of
fitne, moved wi@h her family freom Vigginia to Hebraska. After
a year on a homestead in Webster County, the family moved to
Red Clowd, s town of twenty-five thousand. The contrast be-
tween the ragiaas»waS*pgﬁﬂ¢aﬁég even to a nine-vear~-old.
Virginie was an old lasd with a8 settled social arvristoeracy:
Rebrashks wad 25 yet untamed, as & land and as a8 soclefy. In
Virginia, the young Willa had known nothing ¢f the struggle
for survival; in Nebraska, she could mot avoid experiencing
it. As she velated her childhood: "“This country was mestly
wild pastuye and ag naked as the bhaeck of your hand., I was
little and howmesdck and nobody paid any attentien te us, .$o
the country and T had it out together and by the end of the
first sutuma, that shaggy grass country had gripped me with &
passion 1 have never been able to shake. It has beaen the
happiness and %ké curse of wmy liﬁgfﬂg From this tie made in
heay yaa&hfwikh the great, new land and its ifmmigrant farmevs,
Hiss Cather found the settiag and zﬁ@-eanfliétﬁ which were to
influence her most successful work. As a college student,

she experienced a~g@giad of rebellion toward the land, truly

3cather, qaaﬂaé in an interview by Eve %ahga@y, The
Omaha Sunday World Herald. (Wovember 27, 1921), magazine
$&Qti@’ﬁ9 Pa 7q
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vegavding it a8 & curse, but her antagonisnm was brisf and was
follovwed by a cear idolization ¢f the praivie. As she stated
In & 1921 intevview:

Whenever I érosced the Hissourl River comiag
into Nebraska the very suell of the asil toze
we to pieces. I ¢ould not decide whieh was
the real and which the fake me, I almost de~
eided to settle down ow a quarter seetion of
land and let my writing go. My deepest affec~
glon was not for the other people and the othey
plaeces I had been writing about. I loved the
eountyry where I had been a kid, whevre they
still called me Willie Cather. . .
6)‘»!'&*"‘5»@-‘60‘54‘1.4&{0'& *
1 knew evaxy favm, svery tres, evary fieid

in the reégien around my home and they all
called out to me., My deepast faeiings wers
rooted in this waa&ﬁr? because one's strongest
emetions and onee's most vivid maﬁegi plictures
are acguired beforo oue is fiftesn.

Bugene 0'¥eilil, on the other hand, was the product of
an urban, theatrical background. O'Helll's farhéer was James
0'Nefll, the actor, whose The Count of Meate Cristo made him
famous and vequived extensive touring. Eagene, typlcally, was
born ia a‘Bf@é&ﬁ@y hotel zoom and nurssd behind the wings and
i the dressing rooms of various theaters. ®ith no home base,
6'Heill gain%ﬁ 4 feeling of rootlessness unrelieved by the
boarding schools of his youth,

His sporadic home 1ife was the revevse of Willa @aﬁﬁar’#

dgettled, multi-generation family. The cldest of seven ehildren,

Sgather,. ‘quoted in the imterview cited im preceding
footaote, p. 7.
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Willa spent a great deal of time with her brotheys and sisters
c{k’{?@g:/ﬁ”"

and could learn wmuch from her Southern grandmother. Sdddred

B. Beanett notes that Willa Cather was particularly close to

her fathey, and gricf-stricken at hig éaatkg7 It wag her

mothaer, however, who guided the yau&g Willa goward knowvledge
HERSTHHRI

and cultere. In contrast, Bugene O0'Neilil's family situation

was anything but settled, ’?hﬁ%gh his father's greed had made
the elder 0'Neill & miser, of far greater signiflcance for
%ugaaé-was his discovery, at the age of twelve, that hia
mother was addicted to drugs. Sheftly after that, the young
0'Neill refused to take further religious instruction at his
Catholie school; at fifteen he left the church completely. In
addition te all this, his brether, Jamie, had been expelled
from school and by the &dge GﬁJ£WﬁnkF had become a cyaical
aieaﬁa&ia.ﬁ |

The contrasting pattern of stability versus fnstability
folloved the two writers into adulthood., After being graanted
g degree by the Eaiv&xa&zy of Webwraska, Willa Cather went to
Pittgburgh, wheve she engaged herself ian newspaper work and

teaching pricr to gaining & position on McCluve's Magazine in

Hew York., It was not until spproximately seves years later,

Al ges
?&f;&ra& R. Bennett, The World of Willa Cather,
Revised ed. (Lincoln: University of Nebraska Press, 1961),

ﬁéwzhag and Barbara Gelb, @ Heill (New York: Harper
and Bros., 1962), p. 71,



Alexander's Bridgze,
and O Pioneexs! that she freed herself to write exclusively.

after publication of The Troll Garden,

Her pevsonal life she kept private; it scemingly merited no
comment OT rumor. Only two of hey friends, Edith lLewis, with
whom she lived for some time, and Elizabeth Sergeant, have
written memolrs, and they are not extremely informative.
Both, however, recall that Miss Cather had a great enthusiasn
for life and a similar capacity with which to express it--but

only to a selegt'faw. gg_geo§1§“§n general, she remailned as

remote 28 she had to her college classmates in Lincoln. Ac~

RatE RS S W e L St -~ -

uardtng to Elizabeth Sergeant, she had no citecle of {ntimates,

and never sought to use her growing success to cultivage
"Important Peapla.”g Genuinely, bluffly, almost aswkwardly
she cared, come hell or high water, for the loyal friends who

gathered about her,~-with no underground motives of self inter-~

est or soclial e&teem.“ig Miss Cather _never married, nor did
it SRS

o —c—

romance seem to have had any sigaificaaca in her 1ife, Biog-~

o o

- —————

raphers suggest at least one proposal by a Pittsburgh physieian,
but nothing is revealed in her crearive work, and her will
prohibits publication of personal correspondence, For the

most part, she lived alone or with friends until her death in

1957. ©Gradually, she came to believe that fame was robbing

QSexgeant, p. 130,
Y01454., p. 130.



her of freedom and valuable time, %dﬁ'it did not seéem to
change her mode of 1life;: she continued to enjoy it “at a
letsurely pace with no éar, radio, nor any other time-abridger
to may iﬁg“il
The personal pace of Bugene 0'Neill was anything but
leéisurely. By the time he ?eached thirty, he had spent nearly
six months in a tuberculosis sanitarium; he had been expelled
from Princeton; he had married and divorced Katharine Jenkins,
who bore him a sen; he had been a seaman on a three-year
voyage; he had begun writing a2nd had participated in George
?iexce Baker's Harvard playwriting class; he had become a2 men~
ber of the Provincetown ?Iayaté? and he had attempted suicide
with an overdose of varuﬁal. Io 1919, he married Agnes Boul-
ton, only to diveree her eleven years and two children lateyw
in order to marry Carvrlotta Monterrey, the actress. The termi-
nation of his marriage to Agnes was accompanied by the develop-
ment on 0'Neill's part of an almost fanatical hatred toward
his wife, marked by a complete rejection of their children.
This was not surprising in terms of the great contrasts in
character he evidenced. Biographers note that even as a child,
0'Neill spent a good deal of time in an imaginary worié to
escape the veality of ‘his sordid home i1fe, and George Jean

Nathan recalls that 0°'Neill had a dislike of meeting geopie

yb14., p. 202,
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amounting to tawxatsi% At §zhez times, however, he was ex~
tremely convivial, apd at ane'géiﬁﬁ ia his 1ife, spent most
of his tiﬁé at Jimmy the ?Eiést@a@ 8 Favorite sainéng Alecohol
proved so much of a problem ﬁmm‘kim that he later gave 4t up,
tufluenced in this @é@iﬁiﬁﬁ at least partislly by psychoan-
alysis. Greatly troubled by early fanily problems, 0'Netfll
provided little more stability for his own children: his
aldesnt aan,mammiu&a& suicide, hils second son became 2 ézng
addict and died a comparvatively young man, and his daughtoer
married a man thirty-sixz years her senior and was subsequently
disinherited. Finally, plagued by 8 long nerve tliness vhich
made it imposeible for him to write, 0'Neill died 4o 1953,
six yvears aftey the death of Willa Cather.

These two writers--Willa @a@har and Bugene O'Neill--

brought to the twenties contrasting worlds: the world of
WM

simple, agrarian virtue where truth is absaiﬂ&e, and the vworlid

vk T T T g

e st
i s e T

of eantemparmxy eumplasity whera truth ia nnéisearna&la.

it AT

”?urthaxmate, they &xarzaé gigaificaa& inf&aaa&e on ﬁﬁair
genrves, aand for themselves achieveéd a literary amineaae which
has far outiived that of most of thelr contemporaries. The
contrast between the &wa,,%awevam, obvious ag it seems, is
migleading, and to accept it completely is to lgnorve the

changes which occur ip the eyecles of each guehar’a work.

12George Jean Nsthas, The Intimate R@tebaaks of George
dean Nathan (New Yovk: Alfved A, Knopf, 1932)
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Paradoxically, though Willa Cdther and Eugene 0'Heill
brought far diffevent worlds to American litevature, the.
message of theiy works is assentially the same. As has been
mantionad previously, the two asuthors differed in thely con~

ception of human zespousibilivy, Miss Cather feeling @ﬁat man

alone is vesponsible fox his rise and fall, and O0'Neill iandi-

AR et
TN e e SRR

cating that man is helpless, a@nit@nﬁaé by forees beyond his
control, The change of thiakiag which brought them tegether
belongs to Willa Cather, for it became the iragedy of her
1ife to admit, ultimataly, that with the decline of the pio-
neer era, maan's omalpotent will diminished slso, conguéved by
ghamgﬁa-wi£hinfaa@zemgaxagy soeiaty., Hey plonsers were not
the only characters of whom Miss Cather wrote, but they ware
the most dominant, for they gradually became the ideals against
which she evaluatad all others as well as saeieay‘itsa}f.
Consequently, Migs Cather came to¢ ghare not enly the aversion
toward 1life that 0'Neill had had almost since childhood, but
his tragiec conception of life as well,

Though some chronological parvaliels may be developed,
the thematie parallel whieh velates Willas Cather and EBugene

0'Keill is of greater @ig@iﬁicm&aﬁiis This theme invelves

130¢ interest are these chronological parallels: The
year 1918 marked the appeavance of beth ¥y Antonlas aad Bezoﬂﬁ
the Horxizon, the works estsblishing the merits of both authors,
The vear 1922 marked the entrance of both inte social eriti-
cism with the publication’ and praéuﬂaian of Ose of Curs and
The Hailxy Ape.
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three phases: first, a concern for determining values by
whiech to live; second, & criticism of society; and thirpd, a
veneration of the past., While developlag as writers them-

selves, both YMiss Cather and 0'%Neill projected their search

ﬁar a philosophy of art inato a greater, thamakie sgarch ﬁar

e PR S
ey, g
A0 5 g el AT

values which not omly encompags, but extend beyond man., Miss

Cather's works ia this veln iaaiuﬁﬁrrhg Troll Garden,

Alexander’s Bridge, O Pionmeers!, The Song of the Lark, My

Antonia, and Youth sad the Bright Medusa. O'Neill's comparable

works include Beyond the Horizon, 25¢ 8ﬁraw, Anna Chyristie,

The Emperor Jones, aand Diff’'rent. The second thematie phase

includes Miss Cather's QOne of Ours, A Lost Lady, The Etaﬁggr

sor’s House, and My Mortal Enemy, and O/Heill's Marcg Milliens,

The Creat God Bxows, and Dyname. Im these works both writers

examined the curreamt age, im which they saw sciemce and teech~

‘o

nology robbing man of his traditional values, substituting

instead the vices of greed and matevialilism, The final phase
includes the last works of each auther, and indicates a retreat
into historical writiung.

Xﬁ&,xa is primarily with the fivst two phases that this
thasi§~ia concerned, for it ig here that the thematic relation-
ship between the two writers is not only observable, but sig-
nificant., Almost without exception, the maln chavadters of
this period arve searching for something: Thea Kronberg

searches for her identity as an artist; Rebert Maye seeks that
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elusive self-~fulfillment which liés “beyond the horizean";
ﬁlauée Wheeler hopes to find In wavr the meaning he could not
find on a\ﬁiéwasaem% ﬁarm;vﬁaﬁk gtrives to yealize identity
with gome segment of human life. All are lomely, alienated
from the mainstream of 1ife; all are aaﬁamﬁﬁiag-ﬁ@ deteraine
its meaning. A great proportien of the works of Miss Cather
and 0'Nelll, then, may be viewed as variations on the theme
of quest., Thie gquest motif becomes the dominstiung theme upon
vhich subsidiary themes ave basad.

Interestingly, critics of both Willa Cathey and
Bugene O'Neill have noted the presence of this motif.  No ome,
however, has sugpested a garallei in the way in which the two
authors explore it. One critical study of Miss Cather filads
in her novels of the frontier "an allegory of quest-~the in-
dividual's gseeking and finding a divection of iife, . . tnlﬁ
Another saye of her, “she herself was engaged in a search, a
iifelong guest for value. P ‘”15 A contemporary ¢f 0'Heill
meantions im his eritleal blography that in the plays "always.
4t is the quest that counts-~the quest that never ends, the

seaych for happiness, the hope for an ultimate meaning sad

légdward A. amd Lillian D. Bloom, Willa Gather's
Gift of Sympathy (Carbondale: Southeran Illinols University
?f&-‘sﬁ, 1952)9 P 14, ) ‘

35ohn u, Randall, The Landscagpe and the Lookiag
Glass (Bostom: Houghton Mifflin Co., 1960), p. xi,




1%
justificacion of 1ife."1®
Another plane of interpratation ragards the quest
notif as au exzpression of the writers' persosalities. Haxwell

Geisnar sees the entire body of Miss Cather's work as an ex-

prassion of & p@raaﬁaimiiz&raéy geareh for & "sort of tram-
scendent splendor im jﬁﬁg-v o v+ nd Dorts V. Falk féels
that O'Nelll's plays are united by his own personal need to
diasgover the ildentity @f’&aifpis Still othexs gay 9'Neill
gpeads his 1ife searching for meaning in 1ife im which he can
believe a3 avdently as he once did Catholicism,

0f perhaps equal significance in explaining the ovigin
af the gqdest wmotif for both authors is ‘the common disiike
Miss Cathar and O'Neill had for contemporary soclety. As has
been mentioned, both devoted s portioa’ of ﬁha&r'wwiting to a

danunelation ﬂi a2 soclety in whiun %hey Eelt matafiaiiﬁm auﬁ

maa&anizatiaﬁ we*g obliterating man's iiaar guaiities aad

e A i AP A0 e Gl el
I R P APV AP 09N

destroying his eraative, @@warﬁal will., It was sgocisty, a3

TR SRR N

16parrete Clark, Eugene 0'Neill (Hew York: R. M,
MeBride, 1927), §p¢ 855« 3&.

Yyaxvell Ceismar, The Last of the Preovimeials
(Boston: Houghton Mifflin Co., 1947), p. 186.

1830ris V. Falk, EZugene 0'Nelll snd the Tragie
Tension (New avanawtaaﬁ Rutgers Hazvaraiﬁy Press, 19538),

P 3’@

— v i e, g e et



13
well, which was destreyiog man's traditional values and
offeving no comparable replacement, O'Neill put hisg feeling
in a letter to George Jean Nathan: “The playwright of todey
must dlg at the voots of the sickmess of today as he feels
it~~the death of the old God and the fallure of science and
materialism to give any satisfactory new one for the surviv~
ing primitive religlous instdnet to £ind & meaning for iife
in, and to comfort its fears of death wieh,“19

For O0'Heill, the twentieth century was disrupting
man’s ysy@hmiogi&gi well being: for Miss Cather £t was
déstroyiag his meral streagth., Consequently, the chavacters
éﬁ baah«ras representatives of contemporary man--are alienated
from the nature of self and the meaning of life, The quest
’thay make, therefore, is & deal one, occurring on both iadi~
widual and universal levels of meaning. ¥Firet, they gsarch
within their own souls; next, they seek meaning in theiy
relationships with othevw %amaa'ﬁaingﬁg_aa& fiaaily, they hepe
for a vevelation within society at Iatga. When their search~
1og fails, they attempt, inm O0'Heill'’s plays, to create their
own %alu@ structure, while in Miss Cather's work they often
remain either helpless. or becowme themselves propagaters of
the detested new creeds ¢f sclence and materialism, The

nutual pessimism toward theilr time exhibited by both Migs

120'Nei1l in a letter to Geerge Jeau Nathan, reprinted
in The Intimate Notebooks of George Jean Nathaa, p., 180,
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Cather and 0°Neill helps to explain the ‘sense of isolation
and failure wkiékﬁgermeé&éé‘mﬁéh of their work, eresatiag
sltimately Matthew Arnold's "high seriousness” and what comes
very close in the tventleth century to a truly tragic vision,

Ultimately, her dislike foy the present became &
revuelsion for Willa Cather--so much se, that she isclated
Rerself from it completely. After publication of My Mortal
Epemy in 1926, she never again set a major work in the twen-

tieth ecentury. The appearance in 1927 of Death Comes Ffor the

Archbishop m&t&a& heér entrance into not only a past age, but
a fﬁréiga culture., This descrxiptive approach to historical
writing was vepeated in Shadows on the Rock, published in
1233, and in Miss Cather's last novel, Sapphira and the Slave
Girl, published in 1940, Her other works durving this final

cereative phase-~-Obsecuxe Qﬁ&t'ﬂiﬁﬁ, Lucy Sayheart, and Not

' Uader PForty--were, for the most part, vepetitions of earlier
froantier gnd artist themes. Personally, Miss Cather withdrew
just as much. When living on Bask Street, she evesn rented
the apartment directly above her to aveid nelse, and vas
widely quoted as saying that the world broke im twoe in 1922,
and that she boeloanged to the carlieyx half;za 0f her with~-
drawal, Alfred Kagin states: Vit was as if the pervasive

and incommunicable sense of loss felt by a whole moders

gﬂsargeauﬁ, p. 159.
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American geaevration had suddenly becoine 3 theme vather than a
passing emvtion, a digssciation which one had to suffer as
well as tepert. The others ware lost in the new materialism,
satirized or bewailed 1%;: she &aaa%gé, as only a very rare
intagrity could secede éi&ﬁ aigaity‘@gi‘

0'Heill's withdraowal into the past, iike that of

Willa Gather, invelved both hie pergonal and his professtonal

1ife., His greatest works, Mourain

Day's Journey inmto Night, were written in his fiuasl exsative

period. Both weve historical, the first set éwwimglgha Civil
Wayr and the second:set during 0°'Neill's youth.  The thied

major play written at this time was The Icsman Comegth, which

stands apart from all the mature 0'Neill plays, for it embodies
them all, being the playwright's philosophical summation of

his life's work. Another play belosging to this period is
unigwe.&y vay of form and subject matter. Warmly nsstalgile

and reminiseent, Ah, Wilderness! 4{¢ his only comedy. It porw

trays what 0'Nelll said was his dream of the youth he had

naver had. The other plays of 0'Neill®s last ‘eyela~-BDays

End, & Touch of the Poet, Hughie, and A Moon fox ‘the

gotten-~were &ll set in time just past, and, like Missg

Cather's last writings, are simply varistions oun earlier

themes.,  Though writing feor the theater, O0'Weill rafused to

ZKAlﬁrgé'Kazia, On Nativs Grounds (New York: Harcourt,
Brace and Co., 1942), p, 251.
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become a part of it, for he found it difficult to work under
the pxaasm%es of both it and ecity living. As his blegraphers
put 1t: “Het the least of 0'Neill's frustrations was the fact
that the practice of his art ﬁaguirﬁévgeniadia emergence from
the cloistered existence he preferred. Re always felt that
had he been able to express himself as a novelist rather than
a8 a dramatist he would have been spaved the continvous con-
tacts with a world that unsettled him. He would have liked
to write in a vacuum, without the iaconvenient mechanical
necessities of aaage'pxaéumﬁiﬁn.wgg To this end, O'Neill
moved countinually from New York to remote homes-~Barmuda,
Loag Island, California, Sea Island, Georgla--and back again.
Particularly during the years inm whieh he wrote The Iceman

Cometh and Long Dav's Jourpey inte Night did 0'Naill sce

fewer and fewer people. Robert Sherwood noted of him:
"$piritually he seemed to contract rather than expand in the
¢linmate of suceess., HMore and m@xé, he withdrew himself fronm
the werld, living in one vetreat aftey anws&arpﬁza Again,
ﬁfﬁeitz’s biagraphers recoxd that by the end of 1934, he had
deterninedly vetreated into the past: "O0'Nelll was as remote
from the upheaval taking place around him as he once had been

from the clamer of the wavr: he becsme a symbol and a repre~

22ge1b, p. 457,

23Rohert Sherwood, guoted by Gelb, p. 785,
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gentative of the ara, but sot in the ssiwme way as other con~
&emgc?ary‘writars¢ ‘His work did not vefleet the times but
continued to be a supremely individual expression of his ianey
precccupation with timeless themes."2¥

In addition to their diglike for their time, Hiss
Cather and O'Neill felt @ﬁ@y must withdraw from soclety in
ordey to preserve thelr artistic integrity. Their remoteness
was not so much that: they disliked other people, but that they
valued eh@ir art move., As far back as her c¢ollege days, Willa
Cather had written in an essay on Cariyle:r  "Art of every kind
is an exacting master, more so even: than Jehovah-~He says
only, 'Theu shalt have no other gods before me.' Art, Seciencs
and Letters cry, 'Thou shakt have no other gods at aiiﬂ?wzﬁ
Te friends, Willa Cather sald she was going to "devote her
life to the worship of Art,” aad later, while still working
at MeClures, she discussed writing with Blizabeth Sergeant.
Her nead, she sald, was “"to write 1ife itself.” “But te do
this paradoxical thing,” she continued, "one must have the

w26 Her groatest

power to refuse most of the rest of life.
literary expression of this devotien appears in The Seng of

the Lark, ia which Thea Eronborg's artistic dedication

241p14d., p. 437.
25¢ather, quoted by Besnett, p. 219,

zﬁ@aaﬁaw, guated by Sergeant, p. 3.
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becomeés the reality ‘of her existence. Certainly,” the novel
iﬁlﬁ&ﬁﬁ&ﬁ&ﬁ'thﬁiﬁﬁwmaﬁﬁ‘ﬁf*ﬂmalﬁﬁﬁﬁﬁﬁ¢ﬁh&&'&i¥ Cather artists
are urged forward ﬁyfiﬁéﬁﬁ inner need to seeck and find a
direction of 1ife, their art being the instrument by which

27 4s & mature novelist¢, Miss Cathey

they guide themselvas.
ekplained her withdradal from the contemporary world thus:
“The ecsndition every art requires is, not so much Ffreedom
f%@mﬁr&siﬁietiau; as freedon from adultevation and from the
istrusion of foreign matter. ¢~¢'s”%$

It has been mentioned that Willa Cathey attempted to
make ‘hex art her religloun; is fact, the eveatlien of a movel
almost became s spivitual expervience for her, * She described
ﬁhm*w#iting,af*ﬁﬁ,&gﬁgﬁ&ﬁ ag g sudden fnner explesion znd en-
lightenment, and ¢came to believe -that inm writing, the least
possible mapipulstion of form allowed Lt teo be revealed from
wﬁxﬁ&ﬁwgg 0'Heill, too, seoned to vork best umder gredt
emoticonal tension.  And while he did not sttempt te explain
the crestive process Ltself, he based his career chefce upon
what might be termed a spivitual insight. Hig stay 'at a
tubervculosis sanitarium heé desexibed as a2 raligiﬁﬁa-amgériea@a

ia which he faced the possibility of death, looked for a mew

2?&1:06%,, ps 273
zaﬁa&haz, “Escaplsn,” On Writing
Rnopf, Ine., 1849}, @ﬂ‘zéﬁ

{(dew York: Alfred A,

2%3ergeant, p. 116.
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faith, and found it in c¢reative writiag, Writing, he dig~
covered, did for him what fa&é& had dome at an earliey agaaaﬁ
To George Pierce Baker he wrote inm 1914: "I want to be an
artist or nothing. . LR

Though not quoted as widely as Willa Cather ou the
role of the artist and the place of art in the creator's
consclousness, still, O'Neill continually portrayed artists,
or would-be af%istsg in his plays. And while Willa Cather's
artists are in conflict with an antagenistic seciety, O'Neill's,
ie? the mest part, are in confliet with themselves. Robart
Mayo, Stephen Murvay, Dion Anthony~-~all dream of beaamiag
artists. All fail, however, because they substitute for
reality the glittering ftdeals of their imaginations; when then
these ideals elash with actual experience, the characters arve
hu&ﬁ¢32 Ravely theorvetical, 0'Neill preferred to glve his
artistic theories fn terms of what he himself was tryiag to

do: "I'm always, always trying to interpret Life iu terms of

3aereswe11 Bowen, asst. Shane O0'Neill, The Curse of
the Hisbepotten: A Tale of the House of O'N i&l (New York:
ke@raw Hixl &959}, P 72,

319'Baill in a letter to George Pierde Baker, reprinted
by Wiener Payme Kinne, George Pierce Baker and the American
Theater (Cambridge: Harvard University Press, 1954), p. 193.

32g0phus Kelth Wianther, Eugeme O'Neill Criti
Study (New York: Russell and &sssall, 1961), ?; 22
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lives, never just lives in terms cf.ehaxaata£,“33. And to a
great extent, O'Neill put his own life inte those dreaming
eharactars, nmuch as Miss Cather put her artistic philosophy
into Thea Rronborg. .

For both writers the nged to know oneself and to find

& suitable éireﬁtianfaf-liﬁa'beaaﬁgéﬁ@aamgunm, And this de~

sire permeated not only theilr artists and dreameys, but ex~

tended into theilr other characters. The queszing spirit and

e T
doapipr 1B

the enduring strengah of the artist ?ﬁ%a is observable in the

S e i e ey et et e AT T
ploneer heroines; it is gseen defeated in Marian Forvester and

Claude Wheeler. Robert Mayo's c¢onfusilon as to his identcity
and his desivre for something better is seen vividly ia Yank,
Brutus Jones, and Dion Anthony-~but all exzperience failure.
The reality of modern 1life is fearful; and man's will 18 in-
saffiéi@nﬂ_aaseambaﬁ\tha-fﬁr@eé aﬁ-tha.ﬁwanzie#hﬁaen&azy.i
€na§¢qaaat13$ the ¢haracters of Willa Cather and Fugene
O'Neill lock to théix dreams and to the past for guidance;
they £find none.

For both authors, 11fe takes the form of qﬁ@aﬁ,aﬁé
struggle~-within the dndividual, his human relationships,
and hisg seeiatga The rvesult is failure. Often, the failure

ends in death: The reg&ﬁiﬁian.§£ this theme ﬁhté&ghaat,tﬁe

333‘Nei31 in a 1a&tar to Arthnr Hobson Quinmﬁ vreprinted
in A ﬁisgarx‘aﬁ the American Drama from the Civil War to the
Praaent Day, 2 vols. (ﬁew York: Harper and Bros., 1945)
val, 2, p. 199,
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works of the two writers suggests;, then, far more than the=
matie parallel. It suggests that between Willa Cather and
Bugene 0'Neill there exists a bond of tragedy., Certainly,
0'Neill was consciously attempting to create tragedy:

"Tragedy noa~ﬁative‘mmfaur~soil? Why, we are tragedy-~the

w34

ma&r'appaiiiﬁg yet. writtan or wavpitten,’ He expanded

his idea thus:

" The tragedy of 1i4fe 18 what makes it worth~
while. I think that any life which mervits
‘iiviag lies in the effort. to realize some
dream, and the higher that dream is the
Bavrder it 48 to realize.:  Most decldedly

we must all have our dreams. If one hasan't
them, one might as well be dasad, The ounly
success is in failure. Any man who has s
big enough dream mmot be a failure and must
accept this as one of the conditions of
"being alive. If he ever thinks for a
noment thgg he is a success, then he is
fintahed.”

At another time, O0'Neill coupled his crivicism of society with
ﬁha-g@n%e-ha.ha&~ae1eaaa&a.-“a soul 1s being born, and when a
soul eanters, tragedy enters with it.. Suppose some day we
should suddenly seé with the clear eye of a soul the true
valuagion of a%i:ang triymphant brass hand materialism; should

sae the cost-=and the result in terms of eternal veritles,

340‘ﬁaill,wqug§ﬁﬁ.hy Gelb in a report of a @ﬁﬁ?@fﬂa“
tion between the playwright and Maleolm Molland of the Phila-
delghia Public Led ax, p. 487,

| 350*&3111, quoted by Gelb, p. 337,

1!“;’&{3,«“
b ’\_7“ Y
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What a colossal, iromie, 100 per cent Amevricsn tragedy that
vould be--what?"30
While Willa Cather never defined her work in terms of
t¥agedy, others have noted that she had “the sense of a human
necessity whose origing are wild and whose destination is

ﬁgawiew"37

One eritic obsérves that she translated most of.
heér dovels fInto "the lavgey semse of tragedy inm the super-
gession af:&hg‘héﬁoiarﬁicﬁﬁer.ganatétiaa,af Hebraska by the
ﬁea&.gézéngeaeratiaﬁ of Ivy Petaz$,auétﬁayiiés!%heexer;”ga
And at least one friead noted the. rragic senaa of 1ife which
was Missg cathar s parsanaliyaf "ai th all ﬁarAaaaaxa& ardour
and high sgafira, 1 think that, an@exnaiveé hv mest of the
people who knew har,-theta.was ia-ﬁax,als¢~a deep strain of
malaachei§@ It did not oftan emexgé, Perhaps it even gave
intensity to her delight of things--this sense that huyman
destiny wds ultiaately, and neaasaamily,Jﬁsagia,"ag
" Both authors “Vaeillated betwean the poles of pessi-
misn and optimism; simce the traditional motive of tragedy is

to affirm, this makes intention difficult to ascertaln, OfF

360‘§ai1i quoted by Geld in a report of the conver-
sation mentiened in footnote 34, p. 487,

3?@eismac, p. 156,
3$§#¢wn, p. 51,

*98d1tn Lewis, Willa Cather Livimg

(New York: Alfred
A, Knopf, 1953), p. 84, '
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this difficulty, O'Neiil once commentad: "I have been accused
of unmitigated gloom. Is this a pessimistic view of 1ife? I
do not think 86, There is 2 skin deep optimism and another
higher optimism, not skin deep, which is usually confounded
with pessimiem. To me, the tragic alone has that sigaificant
beauaty which is truth, It is fha mneaning of life~-and the

40 Willa Cather, as well as O'Neill, was concerned with

hope.
finding the meaning of life, and for both, it was their hope
for man which made his current condition so intolerable. Both
authors wevre eritical afiﬁheit age, but in being critical, they
‘ emenuataraé'i&§as en an intellectual level, and they struggled
with tﬁem heraiéallvw Such a struggle is a dimension of
tragedy.

The difficulty im regardiang both Willa Cather amd
Eugene O'Neill as tragic writers is the problem facing tragedy
today: Can the twentieth century proeduce tragedy? The coun~
troversy continues, despire the obvious tragic spirit which
is detectable in much twentleth century work and despite
current attempts at a vedefinition of the requirements of
tragedy in tesms of contemporary culture. Aceording to ona
scholar, it is manfa "mad persistence in the impossible quest

for meaning (in 1ife] that is the vital and enduring element

&ﬁo’ﬁaiilg quoted in a Feb., 13, 1921, New York Tzibune
story, "Dama the Optinists!" reprinted in ﬂ’Re%&i and His Plays,
‘ed. Oscar Cargill, N, Brylliom Fagin, and William J. Fisher
(New York: New York University Press, 1961), p. 104.
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infﬁha'txagin~v$sian1“61 If g0, then Willa Cather and Eugene
0'Neill certainly are writers of %wagédy,'ﬁaraﬁa is precisely
this quest for meaning which is the most domimant element of
tﬁéirwvdfkﬁg 3ﬁé it is precisely the loss of traditicual
standards and the need for neéw ones which constitute their
tragie view..

| As representatives of Americsn literature's rvenaissance
of the twentles, Willa Cather and Eugene 0'Neill belong to dif-
fevent worlds~~chronologically, geographically, pevsonally~-and
Ehay‘ayp@ar-ta be liverary opposites. But they are not oppo~
sites, for both see the aﬁary of man as .the story of quest,
the story of man’s striviag to keow himgelf aund the meaning of
iiﬁe.- ?ka'segnggla may be with the elements of nature eor the
aspedts of personality; the obstacles may be the standavds of
a new socilety oy the unchanging world of the past, but vregard-
less, the characters of these authors meet the same, ultimate
fallure, And their failure becomes usiversal, first, because
thelr struggle encompasses wan's greagest endeavor--to learn
the meaning of the universe--and second, becanse they make -
thelr quest upon three lewvels of human experience: éithin
their own souls, within their relationships with other human
beings, and within socicty at‘laﬁgéwn The worlds of Willa
Cathey and Eugene O'Neill may differ, but the tragedy is the

s@ame .

4lcharles I.Glicksberg, Iragle n Iwentieth
ry Literatuye (Carbondale: Southern xllinmis Hniv&rsity
1963), p., .5,




CHAPTER XX
THE LOWELY QUESY

In the first act of Begeas 0'Nelll's Bevend ghe

grizen, Robert Mayo, the protagonist, attempés to euplais to

his brother why he wishes to go te sea. Finally, he says:

Supposing I was to tell yousthat it's jiunec

Beasuty that's calling me, the bésuty of the

far off and wpknown, the uystery end:the

5ga11 of the Bast which lures me in the books

I've read, the need of the fresdom of great

wide spaces, the joy of wanderiag ou snd on--

in quest of the seceret vhich is hidden oveyx

there beyond the horicon?
Aund Bis brother yeplies:

I sheuld say you were guﬁﬁy*E

This brief portion of Jdialogue i¢ the essence of the
play, for it defines the persenality and foreshadows the
tragedy of Robart Mayo--a young wan wvhe wishes to veslize
his 1ife in teyms of the uleimate beauvlties and freedoms, vyet
who is defeated by his inability to schieve his ifdeanl, and
who is alienated frow othevs by his sensitivity, Addition-
ally, the guotation cstabiishes Robevrt Maye's conception of
1ife as a continval sexiving to lears its meaning, It also
@@t&&i&&hma-him\@a the character who Lis te bogene the pro-

totype for mamy 0'Neill protagoniste, sweng them: Yenk,

lo'met11, Beyend he Horgzen, Act I, Seeme 1, p. 85.
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Brutus Jones, Dion Anthony, Stephen Murray, and Reunben Light.
And finally, the quotation reveals the dominant theme of

H@’Néili’s'wark, the theme which brings him close in spirit to
¥Willa Cather.

For both Willa Cather and EBugene 0'Neill, 1life 15 ex-
perienced in one's quest for meaning in a world of changing
values. Often, this quest is made by an indiwvidual iika'Willa
Cather's Claude Wheeler, who is seeking not only knowledge of
i1fe, but knowledge of self. At other times, the searcher,
like Robert Mayo, thinks he has r;aiizaé'his search, only to
discover that his §e1f~$gna£ance’ha$ misguided hinm. The quest
motif, then, as used by the two authors, is of a dual nature:
the characters search for their own identity as well as the
f{dentity of absolutes; and théir searching occurs within
their own souls, within their human relationships, and
within society at large.:

The quest is nmt.wiéhoag its struggle and 1ts suffer-
ing., To Willa Gaehéri-ﬁSuggess {8 aever so intevesting as -
struggle~-~not even teo the successful, not even to the most
mercenary forms of ambitibnw”z And to EBugene O"Neill, the
one subject for drama was "man and his struggle with his own

3 . ‘
fate." For both, the struggle iavolves tension between a

2ﬂather, quoted by ﬁzopm, p. 136.

SQ'Neili,‘quazed in a Mareh 16, 1924, New York Herald
Tribune interview, "0'Neill Talks About his Plays,” reprinted
in O'Neill and His Plays: [Four Decades of Critieism, p. 111.
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chavacter's conception of the idesl versos his ecxpericnece
with the veal.® While Miss Cather expressed this conflict in
terms of the individeal and socisty, 0°Neill sxpressed ig
primarily ta ce¥ms Qf the humasn pevsosality.

%iiia éaaﬁak*a quest ﬁ?éi@ is threefold and develops
aimwet ehraaai@wiaaiiy w%ﬁh the %e%y of hﬁg writing., Over alil,
her work axpwagaaa aha axpiwaaiﬁma nf axzi&%g@ pioneers, and
lost souls. &@gé&ﬂing early ia the Cather eyele are the
étﬁiaa$¢' Initially, thay @tf%@é‘ta id@ntiﬁy thensalves as
.:astisaag as tﬁeg do this, they @aas@gaa the mﬁaniag of art
!&sea§» @haiw @gaazaaﬁ s%rﬂgg&ﬁ fa with miaﬁﬁégweﬁaaéing and
awyxaiﬁaui@aa'

. fwo of Miss Cather's hﬁa&s aﬁ shoyt stovies, The Trell
, and the Srig

agden . Medusa, eremime the sensitivity
of the artist almost exclusively, In "Coming, Aphrodite,”

’agyeaing ﬁ@n&ﬁ§ﬁg»a£ are are émyﬁaamaé by twe lovers, Eden Sower
#nd Dan Bedgar. Por ﬁéwu,-@ﬁﬁ'is'm@uaﬁgaa by ﬁﬁ@ﬁﬁaﬁ@“%@w

Pag, srt is sguated with st&w&g&&han&-ﬁﬁﬂﬁ?aﬁiﬁmz '"# publie
a#iy wants what has boen done over and ever, 1I'm paintiupg for
patnters vho haven't been E@#ﬂs”g In "The Sarden Lodge,"

subservisnes to the mundane labors of life poses a threat to

4wnile the prasence of the fdeal-rvaal conflict is
‘genevally ochknowledyed Ln O0'Hedill eriticiem, ouly Bdward A.
apd Lillisn B. Bloom in theiy full length study reeord it
ian the wovrke of ﬁ!!la ﬁatham,

sﬁathawﬁ “Coming Aphrodite,” from Youth snd the
Hedusa (Wew York: Alfred A, Enopf, 1920), p.
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the creative @@:ﬁ@naiiﬁgn In "A Death in the Desort," unve-
gﬁizaé4ie§a xﬁ%a&%n ﬁ%& chasm whiech often exists &ﬁ&ﬁﬁka the
sxtist's i@éa; of aegaty.aa@_gﬁa’ﬁg&e%ieag of hié-gawséaai
1ite. | o - A

Aﬁét&éﬁ'gﬁﬁ&# of aaﬁﬁiéa il&a&tﬁaﬁés the gaﬁf%iﬁﬁ
between &ﬁa,g#&igg and society, Ia "The Diamond Hine,” for
exanple, singer Cressida Carnet 18 both m&ﬁﬁa&eg&&m@é-a&é ’
exploited by almost everyoune with vhom @&e comes in contact,
primarily family and husbamds. fThe same theme continues ia
"Scandal," where the hervolne, again a singew, is subjected
to false vumovs designed to destroy her w@gg&agﬁaﬁg The
gulf betwoen the artiet and soelaty becomaes aven greater in
"4 Gold Slipper,” "Flavia and hew Artists,” and "The Marviage
of Phaedya.” In the last story, artist Hugh Treffinger, now
dead, has been completely misundersteed by big wife. Hig
concept of art fa much like that of Dan Hedgar, For §ﬁm§, art
ie @r&gia&i: it does not follow the whims of an insensitive
sosiaty. This ettitude toward art is éymb@liaéﬁ by the paiat~
fng of the title: Treffinper‘'s wife %ﬁgﬁ@&éﬂﬁ@ the epitone of
insensitivity when she allows this symbolie, finsl paineing to
be sold to on obscure gallery against hor husband's wishes.
Both Treffinger and Hedger seck to establish 2 new meening of
art; both are defested in their quest.

In three ¢£‘%ﬁr artist stories, Cather pentracts the

world of art and the world of the praivie. Is "A Vagner
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ﬁatiﬁee,é?ﬁ young man takes hia Aﬂﬁ% @eergiaaa Ee an. afcerw
ﬁ@bn‘éeﬁeérz, &Qtar heiﬁg kransp%rtad inea tﬁe masiaal warié,
Aunt @eargiana does not wish Eo leave tha eoncert ha1i¢ And
hery ng@h&w anéarsgaaés. "Por her, jas% aataide kha &a@r of
&hg maaeé?t‘ha11f an-tha<hlanﬁs§aa&rwiﬁh'caﬁﬁlaw&?ae§@ﬂ
£luffs; the &aiig uapai@aed hauﬁa, with: waazhaw»aurleé baarda,
»nakad as a tower, ﬁha eraak«haekad ésh aaadliﬁgs whexa the |
. disheloths huag to dry; the gaunt,’ m@itiﬁg tuzxays piling wup
gaﬁuae about the kitchen daam,”é

Iiaéiguaa&eutatwthﬁ'esnﬁragﬁ‘gfvtﬁasa'%ariﬁs\ié;ex*
?yraisé& iﬁ*”Tbe-ﬁeuﬁytﬁx‘a'?uﬁmfai.”» The story opens fall@ww
ing the death of Eastern arti%ﬁ Earvay Merriek, whosa bHody is
haing brought home to the @raiziﬁ for burial.: Miag Cather
employs characterization alone te reveal the confliet whiech
must have taken @Iaﬁe‘eariier'hetweaﬁ:the~ar%%5ﬁlamd-thé.
people of this eavironmment«-the ignorant, unfseling, and
gamfighg That the seulptor haa‘tﬂ~§$gé9@’aﬁ¢§-iﬁflu&aﬁw7in 
. order to discover himself as &ﬁ»arﬁiﬁt.&a=ﬁh@rt&ﬁmawimpi&aia
in the work: "Steavens understood now' the real tragedy of
hia‘maéter’é 11fe; neithey love nor wine, as many had gomjec~
tured, but a blow which had fallen earlier and cut deeper than
%h@&é‘&9&1&'hQV&;déaﬁh*g*ﬁhéméfﬁﬁt ﬁ&ﬁ»~ﬁaa-?;£;ee igea@a?akii

His, teo hide in his heart from h%é'vatﬁ boyhood. And without--

g 6Pathﬁr; "A Wagaer Matinee,” from roll Cerden
(mew York: The New Amé#rican Library of ﬁuwlﬁ Lieara@are,
1961), p. 115.
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the frontiey warfare; the vearning of 2 body, ceat ashovre
upon a desert of newness and upliness and yordidnass, for all
that e chastened and old, and noble with ﬁ&&%ﬁ&&aﬁﬁx”?

In "Paul'e Cose,” the wvorld of srvrt becomes the world
of the fdeal, snd the world of the praivie bocomes the world
of Cordelia Street, Poul i nof gn artige, bat he posspszes:
artistic sensitivity. In hiwm, conflicts in previous stories
become inteynaliszéd in one persomality. & Carnegie Hall usher
and 2 bigh school student, Paul attempis to make bis Ffantasy
world the real one by stealing frow his father's compauy
and gofug to New York. Inevitably, the chasm between the vesl
asd the ideal proves teo great, and Pawl takes his own life,

I h@ﬁiﬁﬂ&ﬁ%_ﬁ@ﬁ‘ﬁﬁlf—fwiﬁiilmﬁaﬁ and & theo¥y of are,
E&ila ﬁ&ﬁh&é’a ﬁt&i&&imﬁéﬁﬁ'@ﬁﬁataﬁﬁ perugglaes sometines with
@iﬁsalﬁ, but mqﬁﬁ_éﬁﬁa# with 2 eociety usable to understand
him. ?&&~guimiaaﬁiaaﬁbf€%k£a thame comes is the novel, The
ﬁggg,gﬁ_&@g;&gggg'~araw$a$‘a§ fa a prairie town, Theas ﬁ%@atazg
‘wmust fight the ﬁﬁ%%ﬁ?gi‘iﬁéifﬁﬁﬁﬁﬁgﬁ of the community 1o order
to preserve the artistie Qgixig Wiﬁﬁi%'gﬁﬁﬁﬁﬂfﬁ Almost half
the novel iraaaﬁ the developmont of this swarenessi “She
knew, of course, that therve was something sbout her that was
éifﬁa%amﬁ@ But 1t was move 1like o fwiﬁaﬁiy apivit thas Idike

a&yﬁhing‘&ﬁaajwaﬁ-a part of hervself., 'ﬁﬁa shouvght everyehiag

Tcather, “"The Senliptor's Punersl,” from The Trgl]
larden. p. 43,
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to it, and 1&‘ﬁﬁ$¥®ﬁ&d‘h®¥§»ﬁﬁ§§%ﬁﬁ$ﬁ gonsintad of that back-
wﬁgﬁuﬁﬁ&.fﬁﬁwaﬁﬁ-mﬁ?ﬂ%ﬁﬁ@.@ﬁ‘ﬁﬁ#ﬁﬁ$§§”§ Later ian the nowel,
the "something”™ Ls further egplefned: “8She took 1t for granted
that sowe day, when she was oldsr, she would koow & great deal
wove about ft, It was s 4f she hed an appolatment to weet
the r&gé;mﬁ herself, sometinme, a@mﬁ@hﬁﬁﬁ@ﬁg From recognition
of hawvself as being "eccommon, ia 2 ﬁ@&%&ﬁ@vﬁ@mﬂ@ﬂ‘W@tiﬁgwiﬁ
Thee moves on towvard & guest invelving the neaning of are
fteelf, Ber grestest insight comes when she vacstions at a
site of ancient ?ﬁwaiaag “Uhat wes auy art but an effort to
make 3 sheath, a mold in whieh to imprison for a moment the
shining, =lusive element which 48 idfe feself. . . ﬁﬁgz

Thea's story &8 the substance of the aveist’s guesy:
a searvech for identity, and a journey toward raaslization of an
artiseic ideal. The cenclusion i3 imvariably ons of faflure.
Thea, for example, fiands hervself ass as artist, but is so
doing, sacrifices the varnth of her persvanalisy to art. Ag
the end of the nevel, Thea fs no longer the Moonstene girl,

but a diccliplinaed artist with only one soncera~-her magnificent

N

volce, OFf her 1ifes she says: “Vour work becomes your 9&?&@aai

Cather, The Song of the Lark (Vew York: Houphton
MiFElin Co., 19153, p. 79.

%fbid., p. 216.
W03p8d,, p. 212,
zzM*w pe 304,
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‘1ife, You are not much good wntil 1t dees. It's like being
"woven into a big web. Yeu can'f pull away, because .all your
Iittla tendrils are woven into the pléture. It takes vou up
~‘and uses you, and spins yeu out;.and that i$“¥@uf'1ifﬁ*“;z

Ant ¥

‘In her frontier novels, O Pleneevs!l and My
Migs Cather ax@naﬁsrhar-aﬁéme of the individual's aé@kiﬁg and
finding a difection of life te include man's struggle with
natures, In addition, the plonedr attempts to identify himself
with & new country, a new eculture, and = new society.

‘The meaning of the gquest in O Pioncexs! is found in

the characters’ contrasting attitudes toward the prairie i1t~
" self. At the beginning of the movel, the dying John Bergson
reflects upon living on gﬂlggg_ﬁkeré ﬁmhe rﬁﬁbfd‘ag,%hé plow:
,rwag,1astgn£§§gang,:like\tkaéfggﬁie-sagat@has:cn stone left by
‘prehistoric réées,wss*iuéaﬁaﬁmzﬁaae\ﬁhatrthey may, after . all,
~be only the markings of the glaciers, and not a record of
.hﬁmaﬁxégfiV£ngS@”133‘¥ﬂ him, the land "was stfll & wild thing
that had its ugly moods: . . .Ytz genlus was unfriendly to
man*";é ‘Ris daughter, 'Alexandra, however, is able to conquer
ir, to transform 4t into a land proclaiming the influence of
human endeavor. She achieves this conduest not by fearing

ik

X.lafﬁitﬂﬂ?é' 455~456'

Coe, 1913), PP 19*23@

1§I§%ﬂ@g pd'2@%

ays! (¥ew York: Heughton Mifflin
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the land, but by fdentifying hevsolf with 4its genius.

Por the first time, perbaps, sfsce that land

emergod from the waters of geclogle apges, &

hunae face wos set toward it with love and

yearning. It seomed beautiful te hew, wich

sud styong sud glorions. Her eyes drask is

the breadth of 1t, until heyr tears blinded

her, Then the Genius of the Divide, the

graat, fyee spivit which breatheos across iz,

must have bent lower than v ever bont to a

human will bafove. The histery of avery

uaﬁnmrggbagzwa £y the heavt of a man of a

WORAR, &7
Alexgadra sucaceds with the land because she secks and finds
the laws behind the great operations of nature. She fails
in her quest for self fulfiliment, hewaver, for like ths
artist, she subordinstes her pevconal life ko subduing the
iand. When she finally plans magviage, it 45 not with the
love of youth, but with the affection of long friendship.

On another lovel of weaning, Alexandra's struggle with
the land 48 man®s eteynal strugglie to hknow the abssiute.
Gradually within the vovel, the laand comes to symbelize the
positive force for geod in the world, which, 1f undarsteod,
ral, Carl Lind~

rewarde 1€s quester. At the end of ¢ Plones

strun tells Alemandra, “"You belong te the lend.” And sbe
spewers, "The land belongs te the futuwe, Carl; that's the

nib

way it seams to me. &s an individual, then, Alexandra

merges Into the history of nman's strivings.

15§k&§ww p. 63,
lﬁmc, . 307,
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If Aiaman@@a‘e quest becomes syubolic, s¢ also does
the quest of Antonis, The emphesis i# ﬁg ﬁ§gg§§§, however,
is not so much the land strugsgle, but &ﬁﬁ@ﬁia*alﬁexﬁggia te
£ind 2 place for herself in & new culture, & nev secfety. As
& membey of a Bohemian immigrant faﬁiiy, sntonia Shimerda
suffers as well as struggles. But ﬁﬁ@@ﬁ@ﬁ@&@ her 1ife, she
expresses an eagerness to aequire new experiences. In her
early childhood, she is eager to learn the new words of & new
lenguage. In her youth, she sccepts harvdsbips and farm laber
as hew ﬁﬂﬁy, yet she embraces with vitality the new opportuni~
ttes for work snd pleasure she finds in Black Hawk. She falls
in love as enthusiastically as she dsnces, and when her lover
proves false, she endures her shame with dignity. Through ft,
 ¢&@ comes to a graa%awr&eaximatiﬂmkaﬁ 1ife’s picfalles and
1ife's gigwteﬁ{' By the end of the nevel, Antonia knows her-
self; with a husband to love and ionumerabls children to care
for, she has found life's role in motherhoed.

Like Alexandra, Antonis both sncceeds and fails im her
quest, She finds happiness in pevsonal relationships, but
fails in her attempt to integrate &a@w.azuéw seclety. This
£ailure ia‘s&gg&ﬁﬁ%é hy hey mﬁtwiaggg for it marks both a
return to the farnm and a w@twgm‘aaaﬁﬁhamiam soctety. Dagsplte
the ambivalent nature of their achievemwent, however, the
strongth and enduranse of Miss ﬁéﬁhax‘g ploneer hevolnes brings
_them closest of all her characters to a fulfilimest of their

quest,
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Antonia's achievement as a mother tramscends her per-
sonal identity much as the land transcends fts reslity in

0 Pioneers! By the end of the novel, Antonia has c¢come to

symbolize the absolutes sought by man:

She lent herself to immemorial human attitudes
which we recognize by fanstinet as universal and
true. . » . She was a battered woman now, not a
lovely girl; but she still had that something
which fires the imagination, could still stop
one's breath for a moment by a look or gesture
that somehow revealed the meaning in common
things. . + . It was no wondexr that her sons
stood tall and straight. She was a rich m§$e
of 1ife, like the foundevrs o0of early races.

The third and final phase of Willa Cather's quest
motif is found in the stories of lost souls: Alexander's

House, and
My Mortal Eaemy. In each of these novels, the artist has de~

Bridse, One of Ours, A Leost Lady, The Professor's

clined and the fromtier has faded, and the creative force of
the artists and the pioneers has been replaced by inaction and
unhappiness. Although the earlier characters fought human mis-
understandings and praivie hardships, they were gtill able to
discern the eternal values of 1ife and to gain some knowledge
from the guest. These later chavacters, hovever, are doomed to
total fafilure, for they seek sélfwknmwlédgé and 14ife's meaning
in 2 society no longer fostering traditional values.

Though Bartley Aleiaadet of Alexander's Bridge ia.a

succassful engineer, he is discontented, for he wishes to

17€a£het, My Antonia (Rew York: Houghton Miffiin_ca.,
1918), p. 333.
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experience 1life on two levels-~tha 1deal and the real., He
_attempts to recapture his youth through a love affair, but
vannet reconcile t%ia'ﬁ@ana,ﬁf aaiféfaiﬁiglmant with ails sur-
face professional and #neﬁaiAiiﬁa;. ﬁ?@&& 1ife keeps going
for things you don't want, and all the while you are being
buile alive inte a_séeﬁaﬁ structure you don’'t care a rap -
about. I sometimes wondsy what ﬁﬂ#%vﬂﬁ chap 1'd have been if
I hadn't h&én'this sort; I want to geo and live out hie poten-
t&ali%iaay_taaﬁﬁig

Hore foscleted 1s Claede Wheeler of One of Qure. A
lost soul among his contemporaries, he feels dissatisfaction
with himaelf end knows there must be "something splendid

19 gader the Lllusios

about life, 1f he could but find Lt
of a great love, he inereases his unhappiness with an vnsatie-
factory marrisge., Fimally, etill hoping te find himself, he
gees to war, Ivonically, he thiakes he reslizes his dreanm in
battle end dies, ”&axiaving his own country better then it is,
and France better than any countyry can av&% kaﬁwgﬁ The truth

is revesled by Claude's mother: ‘“Perhaps 1t was well to see

ts@aahaz A1 uder’s Bridpe (Yew York: A Bantam Book
@ﬁ%igshﬁﬁ by arwamg@&ana with ﬁﬁmghtmm MEigflin &m,3 1%62),
?‘%3‘«&

zQﬁathar, Oue of Ours {(Hew York: Alfred A, Knopf,
i922>; P 1@3#

209p14., p. 438,
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that vision, and then to sec ne more. She would have draaded
the aw&kgaiﬁg‘“gl

Mofe thau the other movels, A Lest Lady vecords the
failure of quest, for Lt allegorizes the death of the pioneer
ethic when challesged by a new ethic of materialism. Captain
Forrester represants pionecy iégaiiém, while Ivy Paters rapre-
sents contemporary materialism. The tvagedy of the novel ie
ﬁ&aﬁ'@f Marian Forvester, for her quest is marked not by the
pioneey iuntegrity of hey %@@%anﬁ, but by the changing valuee
of har soclety., Trapped between the old and new ovders, she
seeks yong§, ond profors “life on any terms” to death with “the
plonsexr period te which she ha!&%gaé,“zﬁt A sophistication of
Alexandrs asd Antonia, Marias Vorvester incites both Hiss
ﬁathgt*s sympathy and contampt, %a:‘ﬁtgg ?@t¥%$te$‘iﬂ truly
lest; with hevr, the quest has loat Lts ethical base snd hecome
8 moekery. |

with & Lost Lady, an ers has passed, and the result

of its passing is observable in The Professor's Houge. Like

the other lest souls, Professor St. Peter is troubled by the
conflier which exists betweéen the values he dasives and the
values which predominate in his seclety. He rvegwets thoroughly
the defent of the ploncer values by the new standards of

materialism. His eonflict is illustrated symbolically by his

23w s
- *Pcacher, 4 Lost La
%%ﬁﬁ}, Pa 1649,

y {New York: Alfred A. Koaopf,
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two houses., Althcough he has built a new house for hig wife
and family, he cennot bring himself to leave the old house.
Throughout the novel, he resides in both, writing in the attic
of the old house, and going to the new one only in the
evening.

The Professor's House 1s a study of the quest motif
in reﬁtaspéct, for in reviewing his past, St. Peter decides
that his marziage, his writing, aad his teaching have all been
illusory goals glaeed upon him by a soclety he now rejects,
&ike the Forresters, he represents the defeat of the quest,
and exchanges striving for endurance: "Theoretically he kaew
that 1life is possible, mavybe even pleasant, wi;ﬁant jov,
w;theut passionate griefs. But it had ne§em oceurred to him
that he might have to live like thaa."za

Another character who falls prey to the materialism
of the new society is Myra Henshawe of My Mortal Eneny.
Unhappy in her Midwestern conmunity, Myra thinks she will find
herself in marriage to Oswald Hemshawe, with whom she elopes.
But the marriage falls short of her expectations, and she
realizes at the end of the novel that she had deluded herself
earlier, thinking that love was what she valued, whem all the

time it had been wealﬁb._ "We were never really happy,” she

23€a@her, Ihe P
Knopf, 1925), p. 282,

fessor's Houge {(New York: Alfred A.
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says of herveelf and Oswald. Y an a greedy, selfish, wonrlily.

woman; I wanted success and a place fa the w&tlém”z&
¥lth this, the lasde ﬂ@@&i %a'&a& Qakkaw ¢vele before

her withdraval fnte historical weriting, the full cirvcle of the

quest motif 48 vreached. §§§§;§§g@ﬁ&iﬁWﬁxﬁjﬁgﬁm§ﬁﬁwﬁig§ﬁﬁ£§mm

seused the eteraal valuss in art end in nature;-they-sought—.

“shem; and, though they failed to reslize thelr quest in its

entivety, they veached some level of achievemsnt. But the

later chargeters, faced with the changing values of a dif-
ferent world, avs lost souls. As Miss Cather sess it, they
avre caught between two orders which conflict greatly: the
old pioneey ovder in which tho effeve, strength, and enduy-
aunce of the individual will év&&aag&,ali ebstacies, and the
new order in which wan ia_ga&ét%ass‘ﬁa exert his will in a
world dominzted By the machive and its producte-axploiting
maverislism. The alienation of these characters is not
sttributable to personal ervror, but to chaugiang soclety.
Anéd change wag the process w&iﬁh ﬁ&ag Cathay could
aot endura. She withdraw from it £n her personal 1ife and
she sttacked 1t in her writing. Her valuss were detoymined
as a child by the hard and homest lahor she had ebserved ia
the plenesrs. Grown aiﬁaxﬁ_aha £alt that @kamga was not

#ynsaymous with progress, and deploved what she called “ehis

2éﬁaahew$ My Hortal Epemy {(New York: Alfred A.

f{ﬁnagﬁa 1926), p. 91,
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tage for newpess and conveptionality” ameng the second and
third generation of Nebyraskans whm,waha~£m§§;_we#@-ﬁa$#@haﬁ
sshamed af their pioneecy gawenasa2§‘ For Migs éathari'th@
aﬁaﬁiﬁiaﬁal;s%amé&r&ﬁ,@ﬁvinuegwity¢«hmaasuya;amﬁ~mm$§&$m wvare
~realized by hard work, tensclous will, endurance, and heroisnm,
. When these attryibutes sre no longer valued, theve can bé ne
queet.. Striving tesses, and only fallure remaina..

In contrast; the characters of Fugene 0'Nelll strive
¢continually, despise the absence of traditional goals. Row~
ever, theily guest is.ﬁaﬁigaily the same .as that of the Cather
chavacters: to acguire self-knowledge and to find meaning in
l1ife.. Te compensate for sscisty's vanishing valuas, the
0'Neill characters ﬁxaaﬁé«g%@ir own. And ifnevitably the sub-
stitution proves a fallure.

0'Hei1ll% ebarsctars ave alse lest souls. More spe-
cifically, they may be classified into twe greups~~the dis-
contented and the decelved. The digscontented mizror the
‘eonfliet between the real and tdeal which is portrayed iu
~the artist stories of Willa Cather. ﬁikh_ﬁ’&ai&l,hawevaﬁf
this eaﬁﬁiiﬁe {s seen in terms of personality, PFor axample,

none, of the characters in Bayo: it knows himself.

Rebert Mayo, Andrew, Ruth--211 exparicnce sudden personality

changes in which they axchénga thelr traditional seclf-concepts

'25$a§&er* qééﬁaé io an intevrview by %leanor Hinman,
The Lincoln Sunday Stax, (Nov. 6, 1921), p. 1.
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for roles vhiech seem to be better. But they are mot, and even
at the play's and, the charasters know they have erved, bat
renaln too fignovant of themselves to fmprove thelr aisuwations.
Por Rebart Mayo the stery is doubly trogi¢, for he is the
classie O'Neill dreamer who wguzd not have beev a success ag
anything, Ivomlesally, though he gseons to redognice his 4lla-
siongs sbout himself at thé.ené of the play, he retoins one
through death~-that Andrew aad Ruth will find happiness to-
gether. The pursuit of self-knowledge continues in The Stvaw,
where Stephen Murvey s disaatiafied with his work as & nouws~
paper vepovrter in a2 small town, wants to write serievsly, asd
yvet doos not begin to reaglize thie desive and utilize his
taleat uniil inspirved to do so by Bileen. A mnove sophlsti-
cated Reobert Hayo, Murray fte effectusl enough to achieve the
professional status Maye nevey could have. Like Haye, however,
e deceives himself in human velationships, recognizing too
late that he leves Efleen. Alse trying te fiod a divection
for 1ife € Anns Chylstie, Uswittingly, the young harioct
beeomas the subjest of $ilusion for both her father and hevw
lover. Feeling that her genuine affection for the Ttwo can
ensbie her to begin a new 14fe, she fe tempted to deceive
them sbout her past. She resalizes, however, the impossibilicy
of liviag such an 1liusion, and reveals the truth.

0'Nelll's most powerful use of the guest wotif occours

ié The Hairy Ape. wvhere Yank, a ships firemen, regarde himself
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28 the power of the world. When this self image is destroyed
by a glimpse of Mildred, he actively searches for a segment
cof 1ife to which he can belong. When he finds that he belongs
”uéieﬁﬁt4fa*ﬁha>WQ%Ié.abr’ea'sééiety¢;hemﬁ&vteaéarﬁfﬁa=ﬁhé
“pnly géif4image:1a£e to him~-that of the ape; to him he says,
"Ain't we both members of the same club-~de Hairy hgas?“zé
But éven in this finsl attempt to find himself, Yank fails and
is crushed by'@ka-apaa ”E&eﬁphim.diagft:a&#k,2'be1eaga&¢”27

Of éiz‘ehe é*&éill-éﬁafagaeﬁgi'fank most obviocusly
personifics the modern everyman inm search of values. Because
_he is more primitive, he is more universal than either Robert
. Maye or Stephen Murray. Likewise, he 18 a greater misfig., Of
him O0'Neill stated: “"Yank is:raaily yourself, and myself.
He is every human b@iaga"gs In this sense¢, Yank most fully
‘reépreseénts the pepsimistie philosophy of both Willa Cather
and 0'Neill, whose characters fivst question, then reject the
‘status guo, yet cannot find a more meaningful answer in their
present world.

The deceived 0'Neill characters are just as lost as
the d&ﬁgantanﬁ&ég They are not confused as to thelr identity,

hovwever, but thiank they know themselves and believa that they

2657 9e111, The
271514

i  $4 o
2801He111, quoted by Bowen, p. 142,

ey m, 5@@?\@ 8, ps 254,
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have found nev values to replace the traditional omes. Only
when it is tec late deo they discover the failure of their
ereated gods. For Brutus Jomes, the answer to the quest is
pever. Deluded with vigions of grandeur, he has made himself

onperor of a West Indies Ysland. The story of The Empi

o
Jdenes is Jones's gﬁagﬁgv 93@& filuston te reality, and his
_vaﬁﬁﬂ@Qﬁéﬂﬁ destyuction, %iﬁr?i$i$ﬁ.ﬁf'§£mﬁéiﬁ ie %ilﬁgaraeaé
. by his costunme and his @m&&@&agﬁ-ﬁﬁia@§ a_agu*é salkin' big
vhat makes hin %&gwwl@ng-aa he makaes folks believe iﬁ?“zﬁ His
£1ight in the fﬁt@aﬁ, hovaver, strips hin of his $1llusions,
takes him back to hie primicive origing, and marks veal pro-
gress in self understanding, Like Jones. Juan Pouce de Leon
uvitimately fipdo some degree of self undevstandisg %o his
liferime of explovation, only ts fajl in the gpoal he hee set
iat,&imaaﬁﬁz to discover the essence of yeuth from s nen~
existent fountain so ho can win the love of the youveg Beasrie,

Bis failure &8 inevitable, for the guost of The FPountals is

based wpon the Lllusien that de Leon ¢an find in the cuteide
vorld the unity which ean exist ouly within man. Theugh her

gquest for self-fulfiliment {¢ sot expressed geographicelly,

ag is de Loon's, Bowma ip DLEf’vant has alsc et a poel for

va
harself: to be "diff'rent” snd to wayxry Celebd and keep him

“aiif*wm%gﬁﬁ When she discovers that Caleb s mot “diff’rent,”

29096111, The Bmperor Jomes, Sceme 1, p, 179,
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that ou his lest sea voyage he was luvolved with & vative
girl, she cannot accept t&ia.ﬁgaiiﬁy and :afﬁsga to saryy hiam.
0'Beill's deseription of fmmea includes referesce ko “hay
lerge, soft biue eyes whick have an incongrusus §wa1ﬁﬁy‘aﬁ
absent-minded romantic dreaminesgs about thew,” sad to &
heavy mewth and @&i@nwhinﬁAam#ﬁaig-é “salf-willed sﬁ@b&w%ﬁw

“30  wnte s Eems's chavecter: a contradiction between

TV I
the romantic drsager ond the practical New Laglandsy, The
Rebert Mayo faset of her pevsonality causes her te reject

Caleb, ue longer her fdeal. Hev practicel side (uflucunees

her inte spimsterhosd. ©Ff the pley O'Hetll ssid:

ag T pee $t, 18 mevely ¢ tale of the eternszl, romgntie
{dealist who ds 1ip all of uws-~the eternally defeated

OREs » » + We ave 8ll mors er less ‘Ummas'--the more ¢r less
depending on our talent for compreomise. « + + Refusipg to
eonproxise, Emms lived on dreams; when the dreawms were

sbhyuptly shattared, she had nothing mere to 1ive for,">t

Fﬁ@a central characters of Gold, Marce Miliions,

@f.ii£@ £g1ah¢'ag@ values of @ﬁ@iﬁ&;;ms&eaisiiaﬂ,.am&'eaaaw

town. end Dynamo thiak they bave found the waaning

nolegy-~the things both Cather and ﬁ*ﬁ@iiiiﬁml& wars deatroy~

ing contemporary Iife. Barelett, the protagonist of Jeld,

. 33@?%@&11, Piff'vent, atage divections, S¢x I, g &?&;~‘
33}@’&%%324 gquotad By Gelb, p. 437,

~
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1ives for the day vhes he can refurn fo an 1s1and where he
gund his crew ouvece wmistoek & chast ¢f cheap bdrass jewelry for
gold, He bhecowes eo obsessed evith the fdea that he passes
his delusions on to hie som. The ship retuwas to the Lsland,
but without £ather sud sos, and Lt is only at the end of the
play that Bartlett admits that the desire for gold to which
he has dediceted himeelf s false; further, he confossss that
he had pormitted even muvder in order te retain hie {llesien,
In Maveo HM111Z ‘

ethic through the character of Haree Polo whe, like gso many

28, 0'Heill attachks the Amexicsn bdbusincss

" 0'Heill charvacters, has two agpects 6f porsonality: the
dresmavr-poet and the watevisnlistic business man, The dreamey
in Marcoe becomes guffocated by his desirs for wealth, and
though he suceeeds in acquisition, he fallis 1an saderstanding
hinself snd other human %a&ngﬁ; Harce beecomes as nechanlesl
£ Geod Brown,

0'Negll aégﬁ@saea the dastruction of the gveative gaﬁsaa&iiﬁy

s product.ss the omes he sells. In The Sxe

by the Eﬁwgéé of an sxploliting soeisty. &ﬂ%ﬂﬁﬂiﬁg to O'Nailtl,
Browna, th@\@mﬁﬁai&ing conformiat, is "the wvisionless dani-god
of ouy naw,ﬁ%ﬁgriaiiatie wyth~~8 Success-~bullding his 1ife
af entevior &ki&ga,'iﬁwafé&yﬁmgﬁy and rasourceledss. . ‘Wﬁz
#araég&&aal&y,'és Brown %@&ﬁf@?g Dion Antheny, the artise,

he begomes avaerse of himself as en individual; in this self-

33@’%&%&%. q&&tﬁﬁ by Gelbk, p. 388.
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awareness, he takes on the fdentity of the destrvoved, and uyl~

timately is himsalf destroyed. In Dypeme, Reuben Light's

destyuction is caused by his acédptiancd of g wmachine godee«a
god whose destructive foree 1o symbolised by the dynawve. With
seatiments much like those of Miss Cather, 0'Nelll deseribed
the play in a letter to Georpe Jean Hathan: “[Dynamel ts 2
aym&ﬂliﬁal and factualdbiography of what is happeuiag iu a
large section of the American « . « soul right mow. "Xt is
really the fixst play of a t#&&@gg that will dig at the roote
of the sichness éﬁ;gﬁéay 88 £'£@§i~i¢wm£he‘&@ﬁth‘@£ the old
God and the failure of ﬁa@aﬁﬂa and ma£a§£a1&$m to give any
satisfactory new one. . . ;“33'

For 0'Helill, unot a#&n'iava can supply the answer te
Welded, ALl ﬁm Ehillun
Intorluds all relste the fatlurs of

msa's deaive to kaow the absolate:

Sot Wipss, end Stranme

the 1love velstionship to increase self-kaowledge or to give

11fe significance. In Welded, Michael Cape and his wife

Bleaner think they bave fsund the answer te man's guest in
marriage: aaey‘ﬁéii by cveating an im@asﬁﬁﬁla’iﬁaalﬂﬁﬁxxawa:
“We swore to have & true saerament--or aa@&iugt”gé: 8¢ they

have nothing, for in leving each other, they tormeant sach

339*%&&&& fa 2 1&@%&3 to Guorge Jean Nathan, reprinted
:fmate Hotebooks of Georpe Jess Bathan, p. 180,

349'Het1l, Helded, Act I, p. 448,

ia The X
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other; they &@*ﬁhﬁf&@ﬁ%ﬁvﬁ‘ﬁ&ﬁﬁﬁiiﬁﬁai-#@&aﬁhﬁﬁgwawé nefthay
do %ﬁéy‘ﬁﬁﬁé ii in vandow denxuel relatiocunships: they go en,
day aftey day, hoping, seckiap, vet never @m@%iﬁﬁ&g-%h#iw:

. un Cot Wines 48 a varfaticn ou the
thome of the destructive powar of love. Jim E&?%iag~$ Hogro,
fivet thinks he ﬁ&ﬁvfiﬁé’ﬁ£@£@i£~&hw@&&ﬁ'ﬁﬁﬁxia&ﬁfﬁﬁ‘a‘ﬁh%@&
wonan and thyough admittance to the law §g&§&¢ﬁiné& But his
v@@%ﬁﬁgaaiaaaﬁiaa’maangJ@nﬁagﬁﬁg~ﬁ&auw&iﬁa?w¢££@y an f{mpossdidle
peal, espeefally when his wife matotaine racfal supsrioriey
ever him by destroying the confidence he needs to pass the
bay exauination. Later, when she becomes an fuvalid, she
reverts to ﬁ%iiéh&@é;-ﬁﬁﬁﬁitiﬁg-QﬁﬁﬁﬁﬂgﬂﬁﬁJiﬁ&%@&d of provid-
tng domination; inm caring for hev, Jim thinke he hae ﬁa&&&&azy
found fdentity; but his innight, like that of Robert ¥aye, is
a delusion, and Jim becowmes mowve lost than ever.

The quost motif continses in SEr:

the beginning of the play. Hina Leeds 4s sourning the wartinme
death of her fizncee, Gordon, Peeling gullty bacause Sovdon
never possessad ber, she foels she can find harsslf through
the plan she reveals to Her father: "What wse ifa uy iife to
me or anyone? But I must make 1t of use--by pgiviag 4t? I
nust learn %@-g%@@iﬁwgaif,'ﬁa_y@u ﬁaﬁ&wwﬁi@@ and give until I
ean make that gife of myﬁwkf ﬁnm>erm@u*é haéyﬁaaaaawi%ha@t

seruple, without fear, without joy ex@apé in his joy! Vhen
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I've accomplished ehi@‘x'ii have found wmyself, I'il know how
to start in-1iving my own life 335132“35 When this effort
Joés not free her from pain, Nina tries marriage t6 sam'Eva§s,
hoping that in motherhood she will find happiness. Sam's
mother effectively ends that possibility when she informs
Nina that sﬁe must not bear Sam's children becauvse of the
family's hereditary insanity. As still another approach to
motherhood (which she equates with seif*re&iizatién), Nina
has Dr. Edmund Darrell father & c¢hild for her. They fall in
love, and Nina's fruatrations gaﬁcﬁnua* Thelr son grows up,
Sam dies, but, fn the end, ﬁnne of. the characters finds
himself or happiness. All destroy their lives in attempting
to escape realdty: accorvding to her father, Nima confusas
the real and the unreal; but hef father also lives in an
{maginary world, and he forcee upon Gordon a code of honor
which no longer exists under all cireumstances; Sam Evans,
too, 11ives under an tllusion, ignorant of his family's
ingsanity.

Ihe Iceman Cometh

0*Neill's concern with man's quest for happiness, self, and

is the philosophfical summation of

higher truth, and the ultimate failure of this quest. In The
Iceman Cometh, however, the quest is over. HMan has sought,

but has found nothénpg. The essence of the play s found in

3507Ne111, Strange
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the first speech: “"The lie of 2 pipe dreaw &3 what gives
life to the whole misbegotten mad lot of us, drunk at*aﬁbéruggé
The nature and effect of these pipe dreams wupon thely insti~
gators is the theme of the play, whose agtion fs that Hickey
reveals fiwvst, thet be ﬁas_éi&aagééé his dveam, and second,
that he has killed his wife. The dual revelation first
shatters, then restores ths pipe dreams of %ﬁa-a%%amzﬂha&aaw
ters. These chavadters ave, in fact, the play, for they are
living avidence of the failure ¢f philosophy, intellect,
sclence, or love to find an answer to the problem of existence.

In Ihe Xecemen Co
a¥s po values left in life. In the closely following Long
Dav s Jourasy into B
the adbscence of values, man eontinues to seek endlessly, 1f
are the nmembers of 0'Haill's own family, tormenting themselves

T , 0'Hetll concludes that there

ht, he adds a pestscript: that desplte

hopelessly. The echaracters in Loug Day’

and each other, “gradually strippicg away evary @g@ﬁe&tiva
iiluasien until at the end each charvacter must face himself
and the others without hope, but with & measure of tolerance
and 9£&§ﬁ“3? Lach character is portrayed &n full, $8 an oug~
line of otheyr types appearing in O0'Heill's work, aﬁé is »n

lost soul, searching for weaning and i{dempity. Hary describes

the Tyroans family this wey: “Home of vwe can help the things

3&ﬁ'§aii&¢ The Isem:
37

Falk, p. i82.

Qometh, Aet I, p. 578,
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iife has done %o uws. They’re done before you weslize it, and-
#ﬁ&a ﬁha&*w& done they wmake you do other things until at last
avméytaiﬁg comes bhatwrean you aﬁﬁ what you'd like ¢o be aund
,?ﬁa’?Q lost your true saif'f&ravaﬁﬁﬂag Like 0'Netfll himgelf,
the @am%a@é of thg_%y&@ﬁa family srve droswoers, itdealists,
sud sesrchers, caught betveen the real sad the ldesl, love
and hate, hope and hopelessness. Alwaye they look for vhat
Bdmund calls, "The poarve, the end of the guest, the last
harbor, the jey of belonging to a2 fulfillmeut beyond wen ‘g
iousy, pitiful, greedy fears and hopes aund dﬁ@ﬁﬁ&%“gg Theirs
48 a Bragi¢ quent, doomed to failuve, But Lt L2 the only
thing left which can give any values to thely lives,

That 14fe has wo meaviang without guest is the personsi
sad litevary ?ﬁiia@ayky of both Bugene 0'Heill asd Willa
Gather: thely worls express this theme in a nyriad of situae-
‘tions. The two authors write of different worlds, but their
chavacters within these contrasting waw&ﬁs'éﬁaxm similar
%faitsf The most obviocus parallel ie @ﬁﬁ%aga that betwean
a‘ﬁ#iii’a Bobert Mayo snd Willa Cather's Clsude Whesler,

Both have "a touch of tha poet™ asbout them, the capsecity to
drasm of worlds beyond thelr lumediste corafields. At the

beginning of their stories, both dresgs with an esgevness to

aga*saaxa Long Day’s Journey inte Hlaht (New Haven:
Yale Univerasity ?WQQQ@ 1856}, Aﬁﬁ 1T, Scene I, P 61.

391psd., Aet TV, p. 153.
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*now 1ife, to know “the joy of waadering on and sa--in quest

&.“%ﬁi Por both, the luwe

of the secret which 1s hiddes. . .
of the digtant horvizen 15 the prouwise of life sot yebt expari-~
snced. And thelr dreoamiag bacomes more intonds as aasch pare
tizipates in & way of 1ife unfaveradle 2o hinm. Holther is

4 faymor, a tvus man of the soil; both pevforva the vocation
beoause of chance; in thedy discontent they fail to achieve
harnony with themselves ov with $he others who are cdavtain
there is somethiag "guear™ about thon.

Por both Robert Mayo and $laude Wheeler, the promise.
of the hovizon seema to appeay in the possidilities of love.
A# Robert says, "I think love must have beeun tha svoret--the
seeret that called to ne from over the world's rvim--the seeret
‘beyond avery hovizon; and when I did aot come, 1% camé to

me, "t

The two £ind, however, that thely dxeaw of love doay
‘not ecolneide with realisy, that s fatlere is real, and i%s
promise {denl. Ir his marvisge Claude “saffored io his

nsride, bet even more in hisg idsals, in his vague sense of whag
was %aau&iﬁukgﬂﬁﬁ For both, the combination of suffeving
through love and environtent makes the world a prisom. Bebert

savs: "0k, thoseée sursed hillz out there that I uwsed o

409 rxe111, Be

rizon, Aet I, Scene I, p. 83.

“20ne of Ours. p. 207.
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ghink prowmised me so mach?  How I've prows te hate the sight
ef tham? They're like the walls of & narrvow prison yard
ehutting we in from 2ll the freedom aud wan&aﬁ-af=i&§&!ﬁé3
And Claude notas:  "inside of people who walkied and worked
in the droad sun, there were captives dwellisg fa darkaess,~~
nevay sson from birth to death,  Iate those priscns the moon
shone, sund the prisoners crept to the windows and looked out
wt%&-mﬁﬁﬁn@&i.&yﬁmfaa-aha»wkiaﬁ globe whieh bHetrayad ne
secrets and comprohended a1y, 44

Thelr lives, then, are fruitless seawvches for meaning,
for sonathing that 2adures. Parvadoxizsally, doth Roebert Meye
and ﬁiauﬂaﬁ%&@%aﬁ-ﬂi@v$h$mm$ng th@ywkavavﬁana&(ehaiwvxﬂ@a&a%
“fdesle wers not avchate thiags, bdeaautiful and impotent; they
‘ware the raal sources of pawgeAamégg maas”§5:=mﬁ ﬁﬁéaiﬁy;»kﬁﬁ%
d1e under thelz greatest {ilustons: Roebert Yayo baliaviag
that his wife and hils drothey will find happlness together,
and Claude Wheeler thiakiag that he has givea hilnself to
France and the greatest eause of aasskind. To Wills Cather’s

words, "Both wore heautlfyl Ddaliefs te die w&&hwﬁéﬁ

§é$& ; - T ?99 458.
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Te a lesser extent, paralliels may be drava bdatween
the Robert HMaye prototype and other Cather chavaeters: Paul

of "Paul's Case,"” Carl Linstrum of ¢ 2 sl, and Jim Burden

of My Antonfs. Like Robert HMayo, Fsul has the eyes of a
dreamer: he ig misunderstood 5? othevs, and he cannot live
without the aw%i@am@nt of a dresm which takes him away from
the sordid resliity of his own 14fe. "It was at the theater
and at Carnegle Hall that Panl really lived; the rest was but

wh? Azaln, 1ike Robert HMays, he is

a sleep and g forgetting.
degtined te be a misfit, for he lacks self uanderctanding and
the motivation nesded to meke his dreams come true. “He

had no degire to betome an actor, asy more thas he had to
become 4 wusiclan. He felt no necessity to do any of these
things;: what he wanted was to 2¢a, to be in the atmosphere,
flioat on the wave of it to be sarried out, blee league aftor
~bhive league, away from av&&y&h%ﬁga“&$ Porhaps hieg weal tregedy
i that, unlike Robert Mayo or Claude Wheeler, Paul doss not
die under the spell of an filusion; he is forced to end his

own 1ife becauvse his 1ilusion has been shattered and 1ts

faevitable replacement is reality., Carl Linstrum, too, is

éyﬂ%@heﬁg "?ani“a Case,” from The Trall Garde:
It is intavesting to note ﬁﬁau o ﬁmili‘a wﬁry ?ywwmﬁ nese a
einilar phraeing io Long D¢ Journey Bight, Ast zv,
p« 17t. “Let we see. What d{d 1 aema hayg to £inad? It's
tereible how @%ﬁe@twmxﬁa@ﬁ £'ve become. I'w always dresming
and £¢£ge&tiag¢“
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devoid of illusion; he is dissacisfied in Alewandra's countey
snd discontent in his &iﬁﬁg wheve he sees tradicional stan-
dards haelng veplased by ak@aﬁmaﬁé@ ‘iz ealls Gimself » fatlarve:
“5£f there in she cltias %ﬁﬁgﬁ'aﬁﬁwﬁhﬁﬁaaﬂﬁa‘aﬂé thowsands of
rolling stomes like me, We are a1l alike; we have no ties,
we kuew nodbody, we own nothing. When one of us dies, they

49

seareely hnow where to bury him.® Jio Buedon, the narvator

‘,g‘yaaaaﬁaea;‘aﬁag the romangie ﬁiﬁ@ﬁ@i%i@ﬁ'ﬁﬁ&ﬁ&
esets bhim apart frem the west of his soclety; and although he
achieves profescional status, he fails te achieve porsoasl
happiness, and so dravs wpon the memory of his childbood
friendship with Antonia for nis parsenal satisfaction. m

A additional parsllel can be draws between ﬁ*ﬁgxii‘s
Wina Leeds and Miss Cather's Marfan Forvrestey. Both women
become lost through catastrophe: the death of Wina's %x&ac&gs
Gorden, and the death of Marian's husband, Captsin Forrester,
The loes so destroys their balanee that they must depend on
eaaaai.iavazﬁ;,gh@ natusre of these associations proves de-
structive to their characters., Priscipsily, 1t 1s the sexu-
ality of both women whiech is the foecal point of their
stories; and the two in their promliscuity resemble each other
in raverse: because Higa has lost Gordon, who to her

symbolizes love, she attempts to recaptuve this love by

“?0 2iomeerst. p. 123,
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egpleiting three men~-Hed, Bom, and her son, @ﬁw@@m: mrd Bg~
cause Marian has lost Captain Forrecter, who provided the
strvength for har charvacter, she is exploelited by the woen vwhe
_ave the divegt antithesls of the plenecer values hey Rusband
_representod.

‘ 3’A There are other character parellels in the vork of
Qiiia Cather and Bugene 0'Neill: Bmno of RLLL’ raq
¥ %

both have exalted concspts of what thely hasbands should bs.

k. and Hyrae

£al Eneny ovder thelyr lives accowding €o dolusisn;

Yank of The Halrvy Ase and Anteounia of My Latonis seek to

identify thonselvesn @iﬁﬁ.a gtratun of secfaty. Larry, the

ath and Profossoy 8¢. Parer of

and truth mean sothing in contemporvary soclety snd reandevr the
quest no longer werth the affort.  Anmong amorve wianor charag~

texs, Bartlett of Gald, Marce of Marxso Mi
of A Lost Lady, and Baylioss Wheelay of Ons of Ouzxs

the new aaterialisam, the new gread, ths new aboence of tradi~

lions, Ivy Paters

resresent

¢ional valueg~«as 0'Naill put {t, “the asichkness of t@éay¢”§§
Though tha settings and the situations differ in the

- works of Willa Cather and %agaw&\ﬁ*xaiiig.gh&n@%“@*ﬁéﬁi&

devaloped his dyema via the approach of @ﬁygﬁmiﬁgy~am@ fes

soncern with ﬁaaiiigﬁiﬁ@ self-fnages ﬁﬁﬁ“f&ﬁ%&?&tﬁﬁ sexual

ﬁga’ﬁ@ili in a &eagax ﬁa Caoree 3&@% ﬁaehanu reprinted
in Ihe Zunkimato Hotcbooks of George Joan Naoghas » 180,
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energy while Mise Cather devalopad heéer narvative through the
foreces of natural events and society as they work upon indi-
viduals, the two writers woére conrevned with the same type of
charaeter: " the character who is {solated from othars, who
is seeking self-knowledge, who desires to hknow aha-méaaing of
1ife, who is tortured by the discrepaney which exists batween
the real and the ideal, aand who wltimately falls fn his quest
%aaaﬁge'aa lives in a world ia whigh there is nothiang to
find. The Robezé Mayos, the Tlawde Wheelers, the young Pauls~-
all are lost souls, lost im the "immense desiga of aaiags;”si
Their literary ldentity is cartain, however, for they ave
the dominant individuasls in the worksg of twe authors whose

story of man is the story of gqueat.

Slrpaui’s case,” from The Iroll

. Garden, ps 174.




CHAPTER 11t
THE TRAGIC WBCBSSITY

While most Amevican writers of the 1920s fouand in the
postwar roactions of their contempervavies the freedom to ex-
plorve new ataaéiva avenuss of to ehroniele the frivelous
flapper age of riotous living and new presperity, Willa Cather
and Hugene O0'Weill continued to write thefr storics of man's
gqueet and distllastiocsnoent. Anld the hectie paveving of other
iltevary chavacters, the 1ifs stropgles of the Pavls snd the
Robert Mayos repeated thomselves in the multiplyiag works of
these avthora. For beth, this theme had preceded the birth
of the lost gemerstion, and for both, it superseded cuorreat
history, accompanying the changes in Amervican soclaty, yet
suboydinating them te universal staotements about man's dilenns
in the twentieth ceantury.

Hot sarprisiaply, Qiiia Catheyr and Bugone 0'Neill
found that the new freedoms of the century--sclence, tech-
nology, prosperity, sex--40 oot help man in his eternal
gquast to know himeelf sud to find 1ife’s weaning; instead,
thoy make his search more dLEfLanle, Primarily, the chavae~
ters of both Miss Cather and 0'Neill struggle with themselves:
thoy sttempt €0 achleve their desires through actien, but afe

thwarted by the discveponcy which exfots between their idesal
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woride and the world @6 reality, In addition te sparchiag
within themselves for the answers te the guestions of 1ifa,
howaver, they seak the answers fg thelr velatioushive with
othey hnmaaibﬁﬁgga; ﬁﬁﬁaazy, they emamine society at large.

‘ﬁaa*&~@gaﬁc for measing wiﬁh%g_ghe'bumaa fomiiy ig
the concern of ﬁh&ﬁ chapter, for just as Wille Cather and
Bugene 0'Heill concluded that man as an fodividual is o lost
soul, se they determined that the sanswer %o nmen's quest Lo
not found in velationships with othevs. In the wowrds eof
ﬁ*&ﬁ‘ﬁﬁﬁhﬁwg "human xaiaeiga&hip@ ave the tragic Racessity
of humsn 1ife. . . they can never be wholly ﬁ&ﬁ%ﬁfﬂ@tﬁxy& —
avery ege 1e half the time greedily seeking them, sad half

the tineg pulling away £ram.¢&&ﬁa“¥

0'¥eill could bave made
this statement as well, for hig plays constantly wveiterats
that in a world where wan cannot hnow himself and vhers
soclety cannot preserve sternal standards, love, toe, fails.
0'Heiil's pessimism toward love is not surprising, im
view of his unhappy childhood. Xa fact, he could well have
turned away from all emotional relatifonshipe aﬁﬁag~v£@wimg
the pathatic marrisge of his parents, But the opposite was
TTUR . %ﬁﬁ@&t@ g@ﬁh new persensl agony thus produced, O'Heill
plunged Liato ous relaticuship aﬁﬁaf)muathag,,mawzyimg three
-waﬁan and making mistresses of others. Io addition, he

emphasized the love-~gex relstionehip in many of his plays.

o g

Iﬁatﬁe?; “Ratherine Mansfield,” On Weigdian, p. 109,
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It is wore difficult to understand, than, why Wills
‘Cather, with hey favovable childhood sud home eavironment
turned avay from this segment of 1ife, castigeting it @ﬁraugﬁw
out the body of her writing. Whether Hiss Cather's réjection
of emotional associations was entirely the result of hev de-
votion to avt, whether this nstter was one of serious confliet
‘ffﬁw %é$“4§¢ﬁ§ are as yet unanswered gquestions. OFf hev aritical
attitude toward love botveen the sﬁﬁéﬁ; however, theve con be
no doubt,

That hev artiets Qéﬁi the attractions ¢f love as well
as axt is obvious. Juet as obvious Ls their deelston Ln faver
of art, In "Coming, agﬁr@&ﬁﬁéﬁ”'ﬁﬁﬁ emaupte, Dan Hedgar
finde 1n Bden Bover ﬁﬁé‘@ﬁﬁ%ﬁ“ha has always drveanmsd of leviag:
but when he wealizes that thely conceptn of art are poles
apart, he velinguishes the vomance is faver of hie artiesglic
philosophy. EKatharine Gaylord of "A Death in the Desert”
keops seerat her love for Adriance Hilgsrde se he can devote
bimgelf entirely to kis art. rin ﬁﬁugraaﬁ@ Gressida Garaant
of "The Diamond Mine."™ accepts leve velationships, but learns
the fncompatibility of art sud love. .

Like Hiss Cother's other artists, Thaa Eroanberg en~
counters the eonfliet between love and art. And again 1ike
the others, she turns away from the pessibiiitles of love.
Barly £ The Bong of the Lavk, Thea fs the reciplest of Ray

Reanedy's love., Though she is too young to be fully awave of
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$t, 1t i3 Bay’s love through his begues? wade to her st his
death which enadles her to go to Chiecage for music etudy. 'ﬁfe
Avehle, tao, loves Thea., But 4¢ s W%%ﬁ:??@%‘@ﬁﬁﬁﬁ%%%& that
Thea's real love conflicst arises, for she admire her love for
hkm_a§ﬂ ag§ﬁ§3 %@wﬁaﬁﬁi&aaﬁ<mn1y tw‘§ia¢wvar that he already
has a éifﬁﬁ Despite his slacere devotion, she will have hin
on ne other tewms. Later, Thea rojfects terms agals when the
Swedish singer, Nowdquist, wiehes to mavry her {€ he san free
himself from & wife who will divorce him 1f offered a sub-
&gaagial %&Qﬁﬂﬁﬁﬁﬁi@ﬁ'ﬁy Thea.

Thea's broken love rvelatlienships ave Lmpartant, too, .
for what they veveal of her attitude touwsprd people in gemersl.
Throughout £he novel, ahe L8 é@géwiﬁaa as belng “very much
intevrasted in h@ra&%ﬁ,“g and at one poiast, ¥red Ottesbarg
says to her: "Do you kmow, I've decided that you never do
asything without an ulterior motive. + » » You vide and fence
and walk and olimb, but I kgaw that all the whils you're
gotting somevhars fn your ﬁi‘ﬁé@. A1l these thiags are instru-~
nents; and I, too. an an iﬂ%%t@ﬁﬁﬂﬁfﬁg' For Thaea, the steugple
for human relaticanships 1¢ socondsry to the struggle for ave.
As she &aaiaﬁ.t§\aakiaﬁa sussass, Thaa 41llustrates the pre-

m&@ﬁﬁattaﬁiwiéﬁ hor art which has made har create f{astronents

zm ﬁﬁ ng ﬁg ?&ﬁ Lay ta P 278.
%1pida., p. 315.
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of the mesn who love her., Ar this point in ber 184fe, Dy,
drebie and ¥Pred exist merely 28 sounding bBeawds for her ap-
tistic ege. "I've only a fev frieunds, but I cau lose esvary
one of then 1€ 1¢ has to &e&“é Coveninly, her prefension
haes taught hev "the fnevitable hardnass of human %ﬁfa,“g and
has provided hey with only one way “of dsiag really hind,
from the cors of her heart @ﬁﬁ“&w*%hﬁ@ugh BONE .

tThea's prioeipal love conflict is summarized ia the

final poges of The

Song of the Lark whes Fred says to hew,
"You've done what I hoped Fox you, what ¥ was honestly willing
to lose vou for~-then. I'm older now, and ¥ think ¥ was an
ass. T wouldn't do it again &€ I had the chance, nok muehl
But I'm pot sorry. It takes & great many people to make ona--

n? Thea snsvers, "We've heen 4 help and a8 hind-

Bruanhilde.
rance to eanch other. I guess it's alvave that way, the good
and. the bad ali nixed vp., There's only one thing that's all
begutiful-~and always baaa&%ﬁuii”s And that, of ecourse, ie

the art to which Thes devotes her 1ife. Oespite thely love,

Fred and Thes conclude thet for them, marrisge, eves 1f

ﬁé@a%*& ps A57.
5@%&& p. 463,
ﬁMu pe 442,
7tv4d., p. 465,

467,
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pessible, would have resulted ia fallure. %o Fred's inguizy,
Yeould I have Lept vou, onse, 1f I'4 pur en every sevew?®
Thea rasponds, “ﬁwﬁ-m&gha have kept me in misery for s while,
pethaps.””

- Certalnly nisery seems to typify the uarviasge rela-

tlonahips in the Cather novels. T

Pred 48 draws into marrisge with o girl who possesses all the
opposites of charm and grace. Her refudal to graot him a
divorce culuningtes im 2 pathetic ailtvation when she dbegomes
tnsane and iz committed to an imscieution for life. D,
Avchie, teoo, i6 unhappily marvied. "He had marvried s mean
woman, and wust aceapt ﬁha'aaﬁﬁﬁqamaaaaéﬁxg As in Pred’s
case, there seems to be littie understanding and no love
between the doctor and his wife, Miss Cather seems to comment
on marrviage in general when she gsare of Dy, Avchie: “He
consoled binself for bis own marriage by telling himeelf

that other people’s were not much batter. In his work he

gsaw pretety deeply inte mari®al relations in Mdonstone, end
he could honestly say that there were not mapy of his friends

11

vhen ha envied.” But she has Pred Otlenbury make the final

pronouncenent of the man-woman relotionshipy when he asks

1@£&$$*& ps 85,



65
himself "whether, between men and women, all ways were not
more or less crooked. He believed those which are called
straight were the most dangerous of all. . . . In their un~-
questioned regularity lurked every sort of human cruelty and
meanness, and every kind of humiliation and suﬁfariagq”zz

IThe Song of the Lark, then, reveals the failure of
love te transcend both dyreary reality and artistic desire.

The joy of humen love seems remote, indeed, when compared to
the misery it inevitably causes the sensitive individual,

The earlier O Pioneers! emphasizes this pattern of love con-
flicts, as well as porvtraying another--the destructive powver
of spontaneous love.13 Two éentrastiﬁg stories compose the
novel's narrative: Alexandra Bergsons' conquest of the land,
and Emil Bergson's love for Marie Shabata. In terms of human
relationships, the stories are in dlirect contrast: one ve~
lates the rejection of love, the other, its acceptance. Not
unsurprisingly, the latter proves tragic.

Just as Thea Kronborg gives herself to her art,
Alexandra gives herself to the lanﬁq.ﬁThraughaut the novel,
her primary emotional attraction is towavrd the land, and this
feeling 1s symbolized by her rvecurring dream of being lifted

into the air and carried over hey fields by a man who "was

121n14., p. 341.

13pandal1, p, 77.
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l1ike no man she knew; he was much larger and stronger and
swifter, and he carried her as easily as 1f she were a sheaf
of wheat. She never saw him, but, with eyes closed, she could
feel that he was yellow 1like the sunlight, and there was the
smell of ripe cornfields about him.“ié Alexandra harself.
never comprehends the meaning of this fantasy, for she has
litele fmagination: ‘“Her training had all been toward the
end of m;ﬁing har proficient in what she had uvndertaken to
do. . . . Her personal 1ife, her own realization of herself,
was almost a subconscious existence; like an underground
river that came to the surxface only here and there, at intera
vals months apart, and then sank again to flow on under her
own fieldsw”lﬁ As a result, hey rejection of Carl Linstrum's
love ig largely an unconscious ane, made inevitable by her
success with the land. carl.agnaet narry Alexandra as long
as the land belongs to her, as long as it provides her emotional
stability.

In contrast, Marie Shabata feels a kinship not oanly
with the natural world, but with mankind as well. And her
response to both aspects of 1ife is a spontaneous one.

"Marie was incapable of being lukewarm about anything that

pleased her. She simply did not know how to give a half-

13tbid., p. 203.
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baarted rvesponse. VWhen she wes delighted, she wvas an likely
as net to stand aﬁ‘%az.ﬁi@wﬁnaﬁ gad clap her hands, 1If
people laughed at her, she leughed with thﬁwﬁﬁgﬁ Harie ac~
cepts completely the emotional relationships 1ife offors haw;
3¢ seventecn she Falle 4. love with Pronk Shobaoda, maveying
‘hiw after running away from a convent: and though she sttenpis
to dissuade Ewmil from falling fn love with he#, she cannot
help but accept his love, so uniike that which har nayvriage
provides. The acceptance of this love, howvever, dees not
alter fte fupogsibility, its "tressure of paimﬁ“g?

Willa Cather makes the twoe leovars the nmost attractive
chavacters in the nevel, Hot only &a”tﬁgy fesl Alemandra’s
kinship with the lend, &nt:ﬁhéy pogsess the iunegination sad
perceptiveness she lacks; they eubody the intense emotional
12fe that for Alexandra exists only seboonsciousliy. Thely
yvelationship, however, instead of Lilustraring the joy of
love, demonstrates fte destructive pover. Their fivet ex~
perience of love bocomes the moment ef thelyr movder. In
this sccond storvy of g@gﬁgﬁggggg, love f2 oot rejoctod, but
its acceptance proves tragle.

In the deazhs of the two lovers, Alszandra begins to

ses life in more human torms:  “She vondeved then hov they

iﬁm.qg' # ‘@@ 2%?1
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could have helped loving each othew; hov ohe could have halped
kaowing that ﬁ%ay'mnat,”ig and begins to bresk her ties with
the land in proparvation for death, "the nightiest of a11
%ﬁvawaﬁ“zg-iat'aﬁa'aﬁw gees the eyele of 1ife in fts sutirety.
In the final chapters of the movel, Alszandrs ne longer domi-
nates the land; zather, 4t contvels hor, zud Lt belongs te
all svccseding geasvrations: “We come and go, but the land ia
alvays heve. And the paople who love 1¢ and undoretand it ave
the people whe own ft-~for a iitﬁialwﬁixa@“aﬁ Carl Linstrun,
too, recognizes that Alexandra’s emotiomal attachmest to the
land bas chaaped, that she now belongs to ft. When this
happens, she is able o gecept hils affestion~~net with the
passion of spontaneous love, but with the wisdom and tesigna-~
tion of age* %ﬁe iove eof &i@aénéra-aaé Carl will not be
destroyed 1ike thet of Mavie snd Bnil, but ﬁ@iﬁh&@‘?il&'iﬁ be
wholly satisfactory. In O Pioneexs

1, Wille Cather prasents
a #ywpat%aﬁtﬁ case for ap@uﬁ&ﬁaau& love batween the sexds,
though she regavds its rasults as destractive. In ne sthsr
novel does she so fully explere the love relationship: in wno
ether novel does s$he szprees sympathy fer 1it; sndono other
wovel does she make 1ts tragedy so poiganant,.

18yu14., p. 285,

Y9¢p14., p. 283.

zﬁﬁ&&g‘§ p+ 308,
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- The rest of the Cather charasters likewise seek love
as they journey on thelr quest, but they encouanter a reality’
far diffevent than their dream of love,. Ev&n‘iﬁ-ﬁg'\ﬁcﬂnia,w
the most fdyllic of the Cather novels, most of the human rela-
tionships are anything but pleasant. Not only do the Shimerdas
confront the havrdships of a new country; they illustrate a
basiﬁ»inenméaﬁihiiﬁkys Mr. Shimerda is 2 quiet man, a musieian,
4 man of culture who has come e the new countyy at the ingis~
tance of his wife--a woman whose lower soeisl and cultural
level would not have demanded marriage, The twe appear to be
neafly~a§pﬁsites: Mrs: Shimevda continually . grasping, eaikiag,
and snooping, and Mr. Shimerda proud, silent, and aleoof. It
is easy to thaorizarﬁhat_ﬁr, Shimerda's sulcide might have
been prompted %3 much by his guarrelsome wife as by the prairie
hardships.

'.The Cutters, Antonia's employers, are unpleéasant to
the townspeople in general; they are even more unpleasant teo
each other: ‘“Tkey quarvrelled from the momeant Cutter came into
the house until they went to bed at night. + s . Those two
could quarrel 211 morning about vhether he ought to put on his
heavy or his light underwear, and all evening about whether he
had taken cold or net."zz‘ More serious than their quarrelling,

however, is Mwu'ﬂatxet*a\@ablie infidelity, He has alteaay

zlgg Antonia, p. 212.
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ruined one hired girl when Antounis is coployed, end his
attempted attack om her 1s evertad oanly %y'ﬁhﬂ substitation of
Jiw Burden in her bed. Aﬁaania?ﬁ}naxé encounter with the
opposite sex is ne happler, for she is tricked by the promise
of marriage into running sway with Larvy Donovan, & rallxoad
conduetor, and when depervrted, is left to besr & child alene.
Like Moerie Bhabata, Antonis gives berself gpontansousliy teo
* the joy of love, but the joy fg a dreom, and the reality is
disillusioning. Jim Burden, teo, experlences the loneliness
aud suffering eﬁ‘sa sahappy marviage, True, Antenia ultimately
does achieve personsl happiness in huwmen relationships, chiefly
in netherhood. But she is the exception, as are Jim Burdean's
grandparente. Like &iawaméwa, Antonia has & speclal velation~
. ship te the land; she learas of 1ife's great eycle through
personal Miﬁﬁﬁft%mﬁg gaintag the wisdom that love saldom hasg
the perfection of a dresm. Its imperfection in her life ie
suggested by Jim Buvden's observation to Cusak: "This was a
fine 11fe, certainly, but it wasn't the kind of 1ife he wantod
to live. I wondered whethey the life that was right foy sne
was ever vight for %wa%“zg

Incressingly, Miss Cather's choraeters experience the
distilivsionments of love. Whether &n the world of art, the

world of the prairie, er the world of the discontented, love

ggxkgds* Ve 35Y$
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fails. As early as Willa Cather'e first movel, Barcley Alem-
ander 18 ii#araiiy destroyed by hieg conflieting love relation-
ships. Por Clawde Wheeler, the most scarching of Willa
Cather's questers, love {s simply one more fruatvation in his
numerous attempts te find “sqm&ﬁ@ﬁagvsgiaﬁéid“ in 11%@@3
Despite the facet that Eladye Favser shares %i# sengitivivy,
Claude £s5l1ls in love with Enid Royee. From thely wvedding
‘aight, when Bold vefuses to sleop with him becsuse she has
@¢aten too nuch echicken salad, theilvr marriage is a3 failurs,
While Claunde rvemains slone on the farm, Eald travels the
counteyside, digtributing anti-saicon, sex hyglene, and hoef-
and-nouth Iitervature. The reality of hie marriage fg defeat~
ing to Clawde. Always the ideaiist, he fim&a‘rgf%gg ia the
timket elain, vhere he can "let his imagination play with
1i£a.”gé When vepoviés come fyom €China that &ni&’& sister is
111, she cheerfully leaves Claude in order to “do her duty.”
Barliler, Giadys Parmey alone had foreseen the bleak future of
his marviage: “She had liked Enid ever since they wers iittie
girlig~~and knew all there was to know about her. €Claude
vould begome ene of those dead people that moved about the

strects of Frankfort: everything that was Clauvde would pevish,

*30ne of ours, ». 52.
Pip1a., p. 212,
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and the shell of him would c¢ome and go and eat and slsep for
fifey yanvgg“aﬁ'

Cilavde's parengs a&&%& an incémpatibility similar to
thet of Claude asd Enid. My, Wheeler ie & business opportunist
for vhon money and macliinery are Life's values. Mys. Whaoler,
howsver, lives for the soul; where her husband is insensitive,
sha L& the opposite. Though Jittle ds vevealoed of the Reyeeo
‘marriasge, it remains for Hr. Reyge te provide the commentaries.
on varvisge in genewval. Before Clasude's mavriage, the older
nan tells Bim, "You'll find cut that pretty neerly everything
you beliléve about life--abuont marriage, especially-~is iles.

I don’t know why psople prefer te live in that sort of s
world, but they ﬁ¢*“2§ After the yvouthful smartiege breaks,

He, Royee, “As &ﬁlgra% aldexr « » » was move depreésed by the
conviction that his womenfelh hed added litrle to the warmth
and comfort of the werld. Women ought to de that, whatever
else they é&&;“ﬁ?

4 Lost Lady also relates the disintegration of a love
velationship. Captals Porrester and his wife Marisn are por-
traved as the spitonme of midweatern cultuvey it is te be

asgumed that they lead a gracious life heth soefally and

25yu1d., pp. 156155,
2§;Mﬁ » B 156,

e

27tv14., p. 2350,
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personally. The particular nature of thaelr love relatiouship
is seen fn Niel Herbert's sdmiration of Mra. Forrester: it
was s hevr rvelstion te her husband that he nmost admired herw.
Civen her other chawning sttributes, her comprehension of a
man 1ike the railrosd-builder, her loyalty to him, stemped her
more thas anything olse. That, he felt, was guality: soma-

s " 23 %ﬂg

thing that eould never become wors or shabbw . .
Niel finds that this iovalty dees becowa shabby when Marian
Forrester establishes a romauntic liasen with Frank Ellinger
shortly after the Captain's accident. Love has begun teo
diminish before the death of the Captain: after his death,
iove ftself dies, At this point Hariam Porrvester fe "like a
ship without ballast, drives hithet and thither by overy
winé*”gg The aitimata-aymﬁ#i of hor weakness f¢ her deeistion
to become the mistress of the eosvse, materialistie Ivy
Paters. When HNiel Herbert learns this he reflects: “All
those years he had thought 1t was Mys. Forvester vho made
that house so differvent from aay other. But ever siuce the
Captalin's death it was & house where old friends, 1like his
uncle, were betyayed and cast off, whare comumon fallows be~-

haved after thelyr kind and knsw o common voman when they saw

%gﬁ m %m&* P 78,
Egmﬁm pe 152,
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%ﬁﬂa”$$

The fste of Mrs. Forrester is to conclude her life
as the youth-gseeking wife of an accentric Baglishman, who,
1ike Ivy Peoters, seems to repressnt the opposite of Captain
Forrester's fine gqualities.

In The Professex

4 Houss, Willa Cather veturns to the
problem of the @aﬁf@&@ﬁvﬁaawaaa human relatlons aad artiscie,
or oreative, ﬁé@i?&ﬁai Profassor St. Peter, 1ike Hise
Cathor's avedsts, values the ersative affort of his 314fe-w

h Americs-~above his

marviage te Lillian St. Petewr, When the novel a@@hag he has

writing The Bpe

finlehed hin é@xk, and can ne longer fael & great affectton
for his wife. He has sascrificed love to hie literary achieve~
ment, The vrift between the Professer and his wife {s appavent
from the first of the novel, when 8t. Pster vefusas to move
his writing materiale in€e the neév hone he has just bdulle for
ey, and continues to work at éha old hogae. It fe given
perapective by the story of the Prefessor's association with
Tom Outland, and it is fotensified by Se. Pater's decision

not to accompany his wife, daughtey, snd soe~in~law on a.
EBuropaean trip. The marvriage 18 not typifted by antagonism;
rathey, 1¢ is marked §y~ﬁ$$§ﬁﬁax$wanﬁﬁag sad the subsequent

alienation the ecouple feels fvom one gnother. To 8. Potey

3@ ".-bv,g.g  EY 170,

ﬂiﬁan&aiﬁg PO 219-225.
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iz wife szays, "I wonder what 1t is that mekes you draw avay
from your family, Ov who L8 28y « 0 « Too TRavd age you ware
an fmpetuous young mas. How you gave veursel? in overvthing.
Tou're naturally varm snd affectionate; all at once yos begin
shutting yourself sway from everybsdy. I den't think you'll
ke the happioy ﬁ@f‘&t»”3z Theusgh her hushand does not at
this point answer Neyr diveetly, he dees commont slzevhere on
the marsisge rolatienship: "1 was thinking, about Buripldes;
how, when he was on old man, ke went and lived in s c¢ave by
the sea, and 1€ was thought dqueey, at the time. It seems that
houses had become imsupportable to him: T wondey whethar 1g
wags bocanse he had obuserved women se closely all his i%ﬁm;”aa
8t. Petaer's comeclusien gacms to be that "The heavt oFf another
te a dark ferest, alvayg, no matter how e¢loss Lt has been to
one®s awn;“36

This novel also marks the axpaneion of the art-leve
conflict inte that of matoriclism versus nonmaterialism,
Privardly, Professor Bt. Peter asd bis wife sre unasble to
vnderstand ono anu&&&r‘&ana&¢e £& gt. Peter's wind, the forees
of an inercasingly matevialistie society have “changed and

hardened” her., The twe represent the opposing sides of this

327ne Professor's Houss, v. 162.
33§&g§#¥ ps 156,

Irpid,, p. 95,
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couflict whieh {2 reststed iﬁ'ﬁﬁ&‘ﬁﬁm‘ﬁﬁ%iﬁﬁ@ﬁﬁﬁﬁ??sas

Beth
Hes. B%. Petur and Roeddy Blake reproscnt the fndividual whe
cennot see beoyvond the material thiuge of 1ife te fts Intan~
#ible qualfiticas, In yot another sende, they tepresent realley.
a8 i¢ opposes the 1deal world of these who dreanm of joys
bayend the herdson.

- Just ase Zhe Profassor's |

e vecoerds these conflicts

Egepye veveols

in the pevsom of Codirey B¢. Peter, Ny Hoztal
then {n Myrs Penshawe. The vowvel feself {8 the sccount of an

w36

“dnrence and destruetive human yelatiounship. And again,

ouse. love fs destroyed by wateriolism,

a5 in The Profescox’
In @xde& to maryy Oswald Henshawe, Hyrs has rvelinguished g
sigaable danharitence. UWhile hov husbtand prospevs in bucinese,
theiy relavionship has & fatry-tale quality amid 3 cetting of
woalth and culture, When he falls fa business, bowevar, his
wmarriage declinen. Hyra fs Fivst to vecoguise the cauge:
*Ue®ve destreyed each other. T should have stoyed with my
ﬁmﬁi%ff-ﬁg'ﬁﬁﬁ monay £ needed. %We've thrown our livas
awag@”ﬁ?' Like Codfrey 5t,. Petrer,; Hyrs Henshaws ifiselaotes her-

self from her wate-+but she Lo the matevialist of Hy Mortal

namy s not her husbaad, Though parallels sxist te & cortais

33Ranaal1, pp. 219-225,

&éﬁﬁﬁﬁm&t,‘ﬁ@ 190,
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extont betwsan the twe novels, thaily tane diffevs. In The

House , the tone is one of defeat, while in Hy

 Eneny it 1o ons of eyoiefsm., In the first novel,
materislisn is contrasted to noumaterialism, ané'ﬁaaauﬁﬁé in

the process., In Hy Hortal )

my, howevay, nething fs con~
trasted to nonmaterialism. In fact, nothing e¢lse seems to
exist. Iu ﬁk;éw her last m@#ﬁ& before ﬂ@tk@??ﬁi&% iato
&&gﬁntiﬁﬁi writiang, Miss ﬁgzﬁax sesms o be ﬁxtﬁgu@@aigg‘har
aversion te & soclety devastated by the materfaelistic values
she deplores. With the emception of My Antonia, the marriages
she yawtgays,&ﬁ the novels of this peried &wﬁ‘a%ﬁﬁ dgvaa%aﬁw@;
all ave in the process of disintegration, as is the sgvasrien
civilization Misa Cather admires.

In Hy Morta

make what is apparently her fianasl proncuncément of the naturs

Enemy, Willa Cather has Myra Henshawe

of human relatfiomships in the tweatieth céntury: “People can
be lovers @nélmnﬁwﬁﬁs at tha a&m@”éima, you knows o+ » « A man
and woeman drav apart from that long ﬁﬁ&&@&é,_an& a&é what they
have done to each echa:.”sg Here, then, 48 thao paradon Mise
Cather finds repestedly in love velatlionships: £hat they ave
inevictable, yet tragic. Love caanot help nan in his quest
bacause Lt fails fa itself. Fer Wiilae Cathevr's arveciats, love

fails boecause 4t lackes the potential of art; for ﬁ@m-g&a%&ara*

3yntd., p. 105,
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Lt falls because of ite spontansouns, innocent natuve; for her
disecontented, it falle because it cannot transcend materialiswm,
4nd for all the Cather characters, love falls becauwse it caa-
net fuifill ove's ideal.

Like Willa Csather, Bugene 0'Reill €inds love rele-~
tionshipe essentiaslly ftragic: vet again, like %iaa‘ﬁ@mﬁaw@ he
finds them the “aﬁaﬁaﬁi#y of hunan %ﬁﬁatwagv The love of his
eharacters for each other Ls thwarted, too, by the aﬁ&ﬁgww
nistic fagegﬁkaﬁ-ma%eziat£$m and idealdsm. The 0"Neilll
characters, however, find te a greatey esmtent thad the Cather
charactars that the vature of thelr ideal has daganevated
into the eynicism of {llusion.

Both e¢lements~-materislism and fllusien~-are the

destructive agents of love iﬁvgkg,&i'** Ged Broun. BDien

Anthony, the protagoenist, 1s the avtist whe 15 ruined by
society's coneept of “"success,” sywbolized by William Brown.
The love vrelationships betwsen Anthony, hilaz wife, and Byoum,
are tangled by the 3llusions each has of the other~~illusions
forced upon them by thelr reoles fo a materiallstlc soclety.
Marvgaret hasg m#wﬁﬁaﬁ the man she believes Anthouy to be, a
confident, Pan~ltke cresture who gcorns the world of success.
In veality, Anthoay is frightenad, strugpiing te f£lad love ia

# soclety which renders it imposeible. Thyoughout the play,

3cather, "Ketherine Mens€ield,” Qn Yriting, p. 109,
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0'Hefll objectifies the fllugions by wmasking the main sharacs
ﬁﬁ@ﬁ&a.ﬁafgﬂ§@ﬁg then, Loves the mask, not the man, Anthony
desetibes their kuwowladge of eaeh other thie way: “We com~
ounicate fn tode~~vhen neither of us has the others keyl™
At another tiﬁa; he sayst Y1 leve Margarvet! Ber biladness
surpasseth &E%'ﬁﬁ&ﬁ%@&anﬁﬁﬁﬁiﬁ&a‘

| The complexity of human veletiens {nevesses as Anthony
attenpts to fiad with the prestitute Cybel the leve he ﬁﬁﬁaét‘
achieve with Mavgaret., And his antagonise, Brown, soehs to
pogsess Cybel just ag he desives love with Mergaresz, & leve
he ultimately gaims by cssuming the nask of the dead Anthony.
Ag they die, ﬁ@ﬁh~méﬁfﬁh%§&*ﬁﬁay have found love in the wor-
ship of Cybel. But 0'Heill's final prodcuncement seems te be
in the chavacter of Margaret-~for she retsains her 11ldusion of
love for the mesh of Avthony, handisg ft down to her sous.
Probably the play’s statement on love 48 oxuprdésssed by Cybel:
“What mskes you pretend ?éa'ﬁﬁﬁﬁk love ie go imporvant, anywsy?
It's just eme of & lot of things you do to keep 1ife ivimg."*!

CIm Mareo Millioms, materislism alose is the destroyer

of leve, for evew as . youth, Haveo weasures love ouly in

terme of dollavs and cents. Wote kis poom to leve:

#%rhe grest Ged B
41ypsd., Act 1I, Scene T, p. 285.

L ﬁa&y Aee L, Besune I, P 271,
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You are lovely as the gold in the sun
Your skin is like silver in the moon
Your eyeés are black pearls I have won.
I kiss your vuby 1lips and you swoon,
Smiling your thanks as I promise you
A large fortune if you will be true,
While I am away earning gold

Apd silver so when we are old _

I will have a million to my credit
And in the meantime can easily affogd
A big wedding that will do us credit
.And start having children, bless the Lord!

This attitude, inherited from his family, so obliterates
ﬁarcq‘s finer sensibilities that he vannot recoganize love,
even when it is offered him by Princess Kukachin. She repre-
gents the joy of Iaﬁa; he xeﬁ#ésente the bilasphemy of love.
0'Neill seems to be saying that contemporary man cannot know
love because of his materialistie preoceupatiens. Marco il-

lustrates precisely the resultant imsensitivity:

Xukachin: . « . My heart feels as if it were bursting! )

Mareo: It burns?

Kukachin: Like a red ember iiaring up for the last

’ time before it chills into gray ash forever!

Marco: Then something must have disagregd with you.

Will you lét me see your tonguel

In Byname, O'Neill intemsifies the materialism~non-
materialism confliet by equating it with religion. The Fife
family represents aaheisgiﬁ-ﬁatarﬁ@lﬁwm vhich has made the
dynamo its god. The Light family represents traditional

religien in the narrow, puritanical sense. Reuben's rejection

Long, Act I, Secene IX, pp. 360~361,

ﬁ?&ag@ém“',,‘
431pgd., Aet 1T, Seene ITI, p. 413.
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of waé in £¢v9£ &f £a$ dynano ia paralticled by the ﬁaganarat&an
of bis &@@a for aﬁa iaﬁw luat.: ﬁe tells hev: "What we 484 N
was just plain a&xwaaa aet of ﬁﬁ%ﬁ@ﬁ**aﬂé that's all chare

is to 4tt” 44

The éyﬁamw has tnfluenced Reuben’s conception
ﬁﬁ iavawwaaé #§£$ férm proves destructive to them both,

Jﬁsm as Raab@ﬁ Ligh& thinks he has found 1ife’s moan-
iag in-love ﬁat the dynems, Robeyt Hayo aud Stephes Hurray
believe they will find 4t in marital love., The eative action

: iﬁ based upon En@ ponfiice batwoen

8lluston and weaiiﬁy nn 1t aﬁﬁa@&a the love relationship, At
the bagianing of mhaigzgyﬁ both Robert and his brother Andrew
believe they love Ruth., At the end of the play, all three
recognize that their personal $liusions have provided a
barxier to love. YThe tragic qaaaﬁﬁy of the play 18 not so
wmuch Robert's death as f¢ is the hopelessneas of the future
which 0'Hefill suppests. This hopalessness s fllustrated
specifically 4o The Straw, wﬁege'ﬁﬁapaea Hurray and Rileen
Carmody, refusing to recognize the realiey of her f{ominent
death, plan an impossidle morriage.

In AL God's Chillun Got Wings
ie the destveyer, And the hopelessness of the esarlier plays

and {&&' £@ love alone

becomes the pattern of action in the firse drama. Actemptiung

to pase the state bar examination, Jiw Harris fails vepeatedly

éﬁﬁ.;agag Act IL, Scenc 1%, p. 469,
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as his wi£g$ Kkia%jwﬁwks aa.@@miuiﬁﬁ ﬁ%a-aﬁiﬁ«an&%&&anaﬁﬁ
Thelr love &é basod upon @‘ﬁﬁ%ﬁﬁ%‘éﬁ@@ﬁﬁ%ﬁﬁ@# Bile i3 a
former 9%@#%&&@%@@‘?&@_%&3& have iavéfiﬁ~@§@@@ to malntain
sene m@&&&%&'é# §ﬁ1£ %ﬁ%%ﬁﬁ@i”&ﬁﬁ'ﬁ%$§Wé$ the love af a
white woman so he can Ldentify himeelf vith that race, Jim
explains thely é@@@ﬁ@@a@y wh£ﬁ~gayxf *Y ecan’s leave haer.

She can't lesve me. And there's & milifos iittle veasons
sonblaing ﬁaiﬁaﬁa Qég»ﬁﬁg reassn vhy ﬁelﬁaﬁ*%w ?é% hey sahkaww
it ié*a é@~haw'§¢éﬁ¥w¥*é go~-T'd ;ﬁﬁvﬁwwz*g do au%%&iag;% 
vecause 1 gﬁ?ﬁ=hﬁf*“”1*& ki1l nyself even-~jump out of ¢nts
4w£#ﬁ&w'ﬁhﬁa éaﬁa&é»wg*vﬁ thought it aﬁaxﬁ ﬁ@u»wbut'ﬁ&aa*é
oenly make matiters ﬁ%t@# for her., I'm all she's got &ﬁ aﬁé
worta!™®®  The result of this worbid love is wuteal destrue~
tion, Both less thely sanity.

in %%& ﬁ¢¢é$$ §&ay, Wichael and Blesnor Cape ave
bound topether by their muatual desive for an i&ﬁa1$ pasranantal
iove on the oneg hand, sud thely ﬁé@ir®=£a@~§a@amaai freedon on
the other., This coaflict leades them teo guarrvel after guep-
rel, and €inslly, & desive to ki1l their love. The sttempt
provas a falluve, snd they lesrn that thely dream of love will
always be punctuated by the realliety of hate im which they'1l

“rortuve and tasr, and clutch for each other's coulel Fighte~

Hnea, det II, Seens IX,
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fail and hate again--butl--fail with pride~-with guyf“&é
This play thus expresses s phileosophy bastie to 0'Seiil's werk--
that love between the sexes 16 both man's grestest hope end
his greatest kﬁﬁaaﬁyé? Thie attirude, of course, rocognizes
the same duality of love which Willa Cather sees i lifs.
Poy both authews, human relationships are fnevitable, but
tragic.,

Love assumes s new dimension in Diff rent, for 0'Netil's

fillusion~reglity motif 1o translated into blelopglesl terms.
Acecording to one scholar, za&lﬁt? tokes the form of man's
sexual neads, while hie Lnmney illuslons avre the repression of

the sexual drive.??

Bven the form of the play 1lluserates
this confiict: the fivst aect demomstrates Emma's vefasal to
accept the reality of her fiance’s sexual need, and the see~
ond presents the frustrations which come to her as the result
of repressing her instiacts. The result is protesque.

&

Sexpality is again the foecal point in Stranse Interlude

in fact, it is so frequent in ©'Nefll's plays that one critic

haee conmentod, “Sex i3 almest the only fdes he has-~has

wb®

insiatently~-and 4t {8 for him only an idea. This ldea,

46yerded, Act TIL, p. 488,
Brvtd., p. 72,

égﬁgia'aemﬁxay, "Prying to Like O0'Hefll,” 0Nel
Hig Plays: Fogr Decades of Cxritiplem. p. 344.
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nevertheliess, aontrols the astion of Strauge

the giay*g complicated iﬁvevw@iatiﬁn@hi@a'a?e all ﬁriggax@@
tateially by the desive of Nina Loeds to give herself to any
wan who will have her; this, she feels, will velieve her
gullt for mot allowimg her fienes #a_ﬁ@ﬁéaﬁa hew b@fwxa he

lefr fov wer and death, _ﬁvﬁyy ﬁ%agéﬁﬁa%_iﬁ-ﬁﬁ*“

degires love, aaﬁfavﬁtyvaaawéﬁﬁ&w7@ﬁtaiﬁasaﬁ‘nngawiaﬁaﬁgﬁxy
substitute &ﬁ which the emphasis is on sex~-pothing mers. In
har seareh for love, Hina Loeds esplofts the men she values
rost; Darrell, Sam Bvasne, and her ﬁuﬁ§«$éﬁé@ma She narries
Yvans, has a child by Darrvell &ag&ﬁ% Sﬁﬁ«&&i@i&hxy'%iﬁﬁﬁﬁ 20
reveal his paternity te her Sﬁﬁiigfﬁﬁﬁﬁﬁ to p%niﬁﬁ the two
men. She exemplifiss the FX%&Q# attitudes toward humen xalﬁw
tionghips with this comment? "tﬁarﬁ‘g.na use tryisg to think
of others. One ﬁﬁm&ﬁ‘h@ﬁag‘@aﬁ’&~tﬁtak~aﬁ'aﬁacﬁ@gi it's

«50 The sewvalizy of the chavacters appears through

dmposeible.
the asides which 0'Neill ewpleys to reveal man's intesnal and
externanl confiices. ﬁha%iéa Hareden, for example, like Euma
gﬁ"agggg;; %, attewmpts to repress ﬁia;m@x@a%;iagﬁﬁngtag vnlike
her, he sublimstes them inte the sare aﬁ»hﬁs a§1i§$ sothex.
Joursey imto Night

demonstrate o fureher depeneration of love betwveen the gsexes.

The Iceman Cometh and Loog Das

Rarry Hickey's wife bases her love for him upon the {llusion

0gtrange lat

rlude, Act V, pp. 1083-304.
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that he is faithfuly Blekey's love fs hased solely wpon guile.
The freny of theiy rvelationship, hovewver, is that Barry posses-
see an illvsion grester then that ¢f his wife. Uaable to
admit it even to himself, Hickey in reality hates Evelyn, and
this, net iava@ leads him to destroy hev. %ﬁ%ﬁ4ﬁiﬁﬁﬁﬁéy here
than in any other play doos 0'Heill sppear to cencluds thag
love no longer dxists. To emphasize this, he pavodies love
in the relationship of Chuek and Cora. Chusk ia.@AQ&myg Cara
& prestitute, but both entertain the 1llusien that some day

they will marry and live on a fars.

The primary union iu Loz
re~gchoes the pleasure~pain %#iﬂ@i?iﬁ’%ﬁé@ﬁiyiﬁg most of
0'Reill'e love relationships. The Tyrones married with
4liueions eof aﬁ@w&m& happinegs; the reality of thelr wmerriage
has been far less thos thelr expsctations, The matince fdol
$8, in fact, & miser; sand the sweet convent girvl bocomes a
drug addier. Years of wmisunderstending hove bullf up
barriers ne longer deéstructible. ﬁa&ét%ﬁg more closely to
the Jceman plcture of love, howvever, arve the subsidisry sexuval
%&iaﬁ&aﬁghiaﬁAiﬁ G'Neill’s sutoblographical play. Jemis sad
‘his brother Edmund have ne concept af lovey faw'%aﬁ&,_iﬁ L ¥
sexual gratification, whether with the “good” sirl ascross the
strest or with the ﬁa&g@&t‘&a&a&"ia the locael establishment.

While defipitely oviented toward sexusliity, EBugene

8'He1ll nevertheless shares with Willa Cather his basic
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attitude toward the love relationship. On the one hand, he
presents love in all 1tg cynicism and grotesquerie; on the
other, he symééﬁhizes with the suffering it exacts from man.
His conclusion is neither the acceptance nor rejection of
love, haé instead, the realizatiaﬁ of its duality. Love
between men and women can never reach the ideal; for this
reason, it fails as the answer to man's quest for meaning.
The comment of Willa Cathet and Bugene O0'Neill on the human
dilemma does not rest solely upon man~woman relationships,
however, but is further ifillustrated within the family.

Both authors parallel the disintegrating nature #f
love relationships with the pattern of escape from the family
unit. And again, thelr common attitude seems to take its
inpetus from changes occurdng in society. Particularly does
Miss Cather see the breakdown of the family as an outgrowth
of man's increasing social mobility and changing soecial
values. Repeatedly, she chronicles the contrasting values
among the members of a family: "One realizes théﬁ even in
harmonious families there is this double life: the group
1ife, which {s the one we can observe in ouwr neighbour's
household, and, underneath, another-~geécret and passionate
and intense~-~which is the real life that stamps the faces and
gives character to the volces of our friends. Always in his

mind each member of these social units 1is escaping, running
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sway, tryinpg to break the net which circumetances and his own
affections have woven about hﬁww”&l

The nature of these famlly relationships 1is geen in
miniatere in Miss Cather's “Fhe Seulptor's Pemeral.” Even
at the death of Harvey Merrick, & hometown boy who weat Bast
in erder to become & noted sculptor, hie family exhibits a
conplete lacek of understanding of hie pevecvnality, his desirves,
and his talent, Staavens, a student of Herrieck's whe has ace
compunied the body home for the funaral, reveals Merviek's
personality; and the contrest between the man himgelf and his
origin make cleayr that bhis 14fe had Beem a centinuvel effort
te ascape the “"raw, biting ugliness” of the home where his
mother had “made Harvey's 1ife a hell for hﬁmawgg Herrick
doss not even poasess the rvepose of deasth, dut has “drawn
brows” and a shin "thrust forward defisntly. Iﬁ.wm§-g$~&h@ugh
the atvain of 1ife had been so sharp and bitter that death
eould not at once wholly velax the tension and emooth the
countenance into perfect peace--a# though he were still guard~
tng sowmething precious and holy, which night even yet be

wrested from him.">)

Sleather, “"Katherine Mansfield,” Qn ¥

~ 32¢ather, “The Sculptor’s Funeral,” from The Troll
Gagden, pp. 441-442. Ihe Iroll

53%'& Pe 48,
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Tha pattern of escape aﬁé_mﬁswn&mwﬁﬁanéing £ con~
tinved in The Seng of the §&§&5\§§£$3$ Q§#_, and My Mortal
Enemy. Thea's father, the Révervend Kronborg, has no conecept

of her talent. To him, it simply indisates that she should
gar?#xm at shurch meetinge and leave school at the ape of
fifeeon in order to teach wmusic lessens. To her, 1t means
four hours of practice a day. The only place Thea finds reasl
understanding is outside her family circler from Professor
Hunsah, Ray Rennedy, end the Hexicans, And 1¢ {8 these
poople who enable her to leave home and learn her art.
Sinllavly, ﬂia@ﬁ& Wheeler's desive to escape from a life
which f{g¢ choking him 1s frustrated by his fawily vresponsibili-
tian. His college education has been cut short by his
father's demand that he take over the farm: and as is the
case with Thea, it 1s the intevrvention of outside forces
whieh changes his fave--in this jastance, war, Rouance
canses the cenfliet between Myra Henshawe asnd her wealthy
uncle. Despite his disapproval of Dswnld WHewshawe, Hyra

ruuns away frvem honme, marries zhe young maan anyway, and is
diginheritod.

The aisunderstanding betwsen pavent and ehild is Miss
Cather's works bdacomes disiike when it vceurs between the
shitdren of the family. 7Thes Kronborg's falent igolates hary
to nome degree from heyr brothers and gisters, but it is not

until she rofuses o sing for a funersl thot she ie aware
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of the spiteful, vindictive digslike of her sister Anna. Sooon
within her family she feele that "shilling hestilities might
be avaiting her im the trumk loft, oa the stalrway, slmost
aa?wh@?a«“ﬁg In evalustiog her velationships with her sisters
an& brothets, Thes obsevves: ’”ﬁég they had all grown up and
bocome persous. They faced sach other as individusls, and

she sav that Anna and Gus and Charley were smeng the poople
whom she had always ﬁé@@gai%aé as her natural enemies. Their
am%izzaaﬁ aaé ﬁé@t@& gxapw&aaian were ma&aingiasa 20 hear. o + .
Nothing that she would ever de 1@ nhe world wauié seem Lmpoge
tant te them, and nothing thoy would aver do would seem

5 Hot unexpectedly, Thee severs har ﬁawiiy

vxﬁﬁaw&aut to her."”
.ﬂaiatiwnahﬁﬁﬁ to a&taﬁﬁ more artistie freedom.

Plsiike also alienates Claude Vheeler from his brethers
Ralph and Bayliss. Even Alexandra, who schieves understandiag
with her father, L1f not her m¢$h¢v$ %s subjeet to the distrust
aﬁé'gﬂmﬁaﬁyﬁ of aax‘ﬁgaeﬁaw%, save Emil. At the hepinning of

pors!, both Lou and Osecar disagree with Aleraudra about

tesping the farm. Their reluctant agreement, however, eulmi-~
nates in theiwr gr#ay&xitya ‘ﬁ@apiﬁé this show of unity, theivy

failvra to voecognize Aloxandra'es tdentity ss & woman aosd theiy

S4¢ne Song _M mmgﬁ pa 240,
‘5.5@‘ bid.
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critiecisnm of her affection for Carl Linmstrum and of her busti-
ness management of the land cause g family brebk.

In The Professor’'s House, Willa Cathey makes some of
her "most semsitive and acute observations of the human
family in genaral: and here the persistent undertones of
suffering i# these human relotionships, of thwarted desire,
9% broken delight, of Jaa&@#ﬁyg‘ﬁaii@ag and actual angoeish,
beeoue ma@a»ma#&aa,“ﬁﬁ Indeed, tﬁﬁ'éaagﬁﬁawa of Professor
8¢t. Poter do not love sach other, and the étaﬁoa&&s hingelf
admits no understanding of eithe¥ of them. Despite this, it
iz elear that he feels a greatey affinity with Rathleen,
while his wife iz protective toward Rosamond. HMosney, however,
sot individuals, {8 the great destroyer of femlly harmony in
the novel. Rosamond and her husband Loute have inherited the
#eﬁit& vrealizod from Tom Cutland's fovention, while Kathleen
and her huoband have only & journaliet’s salory. Bavy and
gondescension ars the result. The feeling of the two efsters
toward one another iz deseribed thus by Kathlaen: “When she
comes toward me, I fesl hate coming tevard me, like a snake's
ka&e?fﬁy Their antagonism {6 ezxhibitad slso by thelr haﬂh@ﬁﬁa,
as $¢étg thwarta Louie's attempt to join the Arts sad Letters

96§¢13mar, p. 184,

3rhe Professor's House, p. 83.
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The exception to the pattern of escaps, misunderstaend~
ing, and dislike in Miss Cather's fomily velationships s
Found in Hy Astoni

examined and found harmonious. Thesse Camiijes beeceme the

1, where the Burden and Cuszok fanmiliies are

tdeal egalinet which Miss Cather gaaafaazs less Ffavorable
reality, for they are vapresentative of the old, pioneer
order she extolls, In contrast, the characters of the sew
order are "natural® or "mertal” enenies of those wheo possess.
érﬁatzﬁa eundrgy, aﬁaa_fiﬁﬁiag'ghait way Jate this unovel ae
Jim Burden describes the famiifes of Black Rawk-~a group
vhose charactericticy appesar iﬁ'&ﬁ&i@i&nai families of Hiss

Cather's lager works: )
‘On stariight anights I used to pace up and down .
those long, told strests, scowling at the lietle,
sleeping houses on efther side, with thelr storme
windows and covered baesk porches, They were
flimsy sheliters, nost of thewm poorly buile of
1ight wood, with epindle porch-posts horribly
mutilated by the turaiag-lathe. Yat for all
their frailness, how mueh jealousy and envy and
unhappiness sonme of them nanaged to contaln.
The 1ife that went on in thew seemed to e made
up of avasions and negations; shifte to save
cooking, €¢ save washing and cleaning, devices
to propitiate the tongue of gosgip, This
guarded mode of exlstence was like livieg under
& tyranny, Poesple's specch, thely volces, thelr
very glances, became furtive and vepressed.
Bvery individual taete, every natsral appetite,
wag bridled by casvtion. The people asicep in
thogse houses, I thought, tyried to live like the
mice 4in their own kitzhens; to make no noise,
to leave ne trace, §§ siip over the suvface of
things 1n the dark.

58
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Bugene 0'Neiil, Iike Willa Cather, writes ose play in
which the family relationships are hormenious and society is

sinmple.  Ah, gssl velates the 4th of July celebration

of the Mitler £amii¥g in which the most serious conflicts are
affeationate §&m&@¥-@§&&b§l&# and the most ssrious misunder~
standings are m@éﬁ@é‘%y youug Eﬁ@karﬂfa tnterest in love
poatry and the works of Sgﬁw; Swinburne, end Oscar Wilde.

The play nostalgiecally relates 2 y#angumﬁa’s'inzziaﬁiaﬁ into
1ife with the atd of &&a:ﬁ&@i&?mw&@atA9@%&&¢m&az1y his father,
who offavs kiandly advice aud sincere agm@@ﬁﬁy,fas his son's
growing pains.

By comparison, the othar 0'Neill plays abound in
angagonistie family veletionghips. Aand the patterns of escape,
nisunderstandiag, and dislike whioh oecur in ﬁiaa Gather’s
‘works appear in greater intengity invé’ﬁaiiz*g dramass The

iove conflicts of Bevond the Noriszon have slvésdy been mens

tioned; the econfliict bubwesn geénerations vecurs vhen the elder
Mayo, unhappy at Andrew’s decision to go to ssa i{n Hoberet's
place, disowns him for eritictazing the farm: The confliice
-betwoen the fighting Carmodys and the dreaming Cullens 1s
made evident in the wspering lines of The Strew: éﬁwﬁﬁuw, HMr.
Garmody, bitter at the death of hie wife and the phystcal
wveshaese of his dauphter, begrudges spending the money for
nadicine to make her well. Xa Dyasme, Rusben Light cscapes

from hie parents whon fhey dlisappreove of £he girl he loves,
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Bils one rvremaiaing family obiective is to convert his methey
to big new god of electricity. Years of parental neglect
separate Chris Christepherson from his daughter, Anna Christie.
Because he sees in her the mewntal pletuwe he has carried se
loung, Chric does not recopnize Annas’eg reanl nature. Their
velationghip 16 not marvrked by antagonicm, but by fgnoravce,
lude

In contyest, Ninsa Leeds of 8££ﬁagﬁ‘igfy; wenty to prevent

hey son's marriage mevely to placate the demands of her own
ego.

0'82411's most deteiled accounts of degenerating
. Under the Elms,

In the first play, the action is tviggered by the war betusen

family vslationships are found in Dpsir

wateraal and paternal forces which takes place withian the
split personglity of EBhen ﬂab@ﬁ,sg The revelt of Cabot's
elder sons against him reinforces the tyramsmical attitude he
enbodlies., In contrast, his dead wife fepresents the spivie
of love whiech Cabot pacrificed to hard werk sud a laeck of
fove, It is to vevenge the spirit of his mother's love at
the expeunse of hig fether that Bben jolns in adultory with
Abbie, Bphvaim'e third wife.

The tension betweeu Puritanlowm and love, between

maternal and pateéroal fovees, is agsin feole ia Hourninz

5%palk, p. 94,
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Becomes Electra. The destruction of the Mannon family is a
mu1t1~generatién affair, set in motion by Lavinia's and Orin's
grandfather, who put his brother out of his house after the
younger man's involvement with a FrenchwCanadian governess.
The pattern of the plot is that of the Oedipus and Electra
stories, for ihe chi1ld of the liaison, Adam Brant, returns to
‘the house of the Mannons to avenge his parents. Lavinia's
mothery has‘haned her husband, Ezra, for some time. Both
she and Lavinia fall in love with Adam, but itJié‘ChtiSQine
whe becomes his mistress, and who, when the opportunity
arises, poisoms her husband. To revenge her father and her
love fqr Adam& Lavinia drives her brother,_@rin, to the nmurder
of thefir mother's lover. After the murder, Orin and Lavinia
take on the attributes of their parents; in fact, Orin feels
that they have aﬁtaaliy.bacome their mother and father:
"Can't you see I'm now in Father's place and you're Mothert"®?
The symbolic incest resulting in this role change sets up a
duality of love and hate between Orin and his sister, culmi-
nating fn Orin's suicide and Lavinia's self-imposed isolation:
"1'11 live alone with the dead, and keep their secrets, and
let them hound me, until the curse is played out and the last

gnbl

Mannon is let die The eantire Mannon family has destroyed

itself.

69quzn£gg Becomes Electra, "The Hunted,” Act II, p. 155,

6libida., Act IV, p. 178.
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"As in most families, the mere struggle to have any-
thing of one's own, £ be one's self at all, ercated as eslement
of straln which kecps evarybody almeost at the hreasking @aigt‘“&z
Thus does Willa Cathor describe the nature of the family unit.
It isg ﬂagauﬁ @?ﬁaiiz*thWﬁwwr; who conveys this sense of
strain most ma#&iiaasig &ﬁﬁf?@ﬁi%aﬁiﬁaiiv in Wis agutobie~
graphical play, Lous Bayls gfr"’z,gggg‘ﬁigggg The tormented
waiatiaﬁsﬁips within the Tyrene family {llustrate precisely

the love and paln duality oxpressed continually by Miss Cather
and O'Netll. Bound togethay by love, by the ﬁaaé, and by
their dreams, the membevs of the Tyrene family sre sianltane~
ously trying te escope these ﬁi@as Hayy, through drag addic~
tion; James Tyrose, through preoccapation wisgh m@%ﬁ?; Janie,
th#ﬂugk iiquor and vowmen; sad Bdmund, through 1llness and
death, The action of the play centers about Mary T¥rone's
return to drug addiction aftar her family hopas she hgs been
cured, Just &5 this pipe dreewm vaenishes, se do the illusions
esch membor of the Femily holde agheut himself, The anbiva-
lent foclings of the Tyrones are vevoasled in the d4ialogus
Cwhich aiﬁe%ﬁata& between biting accusatrions and pathetis con~
fessions, Ae Jamle adwits to Edmund: “Heuma and Papa ave
?ightg I've been rotten bad influence. 4nd worst of it is,

1 414 it on purpoese. . » + Nevey wasnted youw o gsucceesd and

sz@anhﬁm* "Ratherine ﬁaﬁaﬁiaidiw On Uritinz, p. 100.
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make me look even worse by comparizon. Wanted yvoum to f£ail.
Alwavys 3méiﬁua of you, MYaumsa's beby, Papa‘s pet! . . . CGod
domn you, I eau’t hg%gr&&t£ag youy ga@@!, + « « Put don't pet
wrong ides, Kid. I love you wore thas I hate you. Hy sgying
what 1'm faeling you now proves 1&4"ﬁ3

Yan's hay& and man's threat~-~this L2 love as Willa
Cather and Bugene O0'Neill express 1t fn thely workse-a dusliicy
in which joy and wisery slternate. The emphasis, howsver,
thay place upon misery, for both suthors conafistently poréray
the destructive pover of love end the disintegration of love
relationships, Family situationns as well as msveiages ave
marked by hate, dilstvust, and the desirve to sscaps. Por Miss
Cathor, love is not as powerfal ns personal subieion; her
characters, thataﬁa#e. reject it in faver of ecrestive andeaver
oy naterialism, For 0'Reill, love 45 nol strong envugh to
weet the excessive demands his characters mako of ft. Both
writers, then, portray the failuve of love~--Lin 1ts abilfty to
aithetond the new pressares of a changiapg soeciety, aud in its
inadequasey a6 an answvar to man's quest for the nmeaniag of
‘tove. I her portvevel of personsl vrelationships, Willa
Cather regards other people se enomies: 8'Naill, hewaver, gsees
uan's grestest enemy pe himself. Desplte this difference,

they both recogaize that the reality of love falls shovt of

$3Long Bax’'s Jeuwsney inte



97
its ideal. The jows of love are aphemeral: the miseries,
eternal. Through love, wan does aa&‘éisﬁav@ziiga's maauiﬁgg
iaugé@&n he realizes that "human relationships ave the etragic

necegsity of human 11fe. .+ . B4

64gathar, "Ratherine Manefleld,” Gn Hriting,



CHAPTER IV
THE SICKNESS OF TODAY

Essentially lost souls, the characters of Willa Cather
and Eugene O0'Neill are searching constantly within themselves
for their own identity; when éhey fail, they extend their
search to find life's meaning to the human relationships of
family and sexual love. The result is torment and frustration,
and the strugglers--Robert Mayo, Claude Wheeler, Yank, Alex-
andra, and Antonia-~give way to the utterly defeated--Marian
Forrester, Professor St. Peter, Myra Henshawe, Dion Anthony,
Theodore Hickman, and Jim Harrigs--whe have learned that the
forces of the twentieth eentury are antagonistic to love as
well as to the individual will, This is the theme echoed by
Willa Cather and Eugene 0’'Neill, who, though primarily
writers of the twentlies, to some extent spanned the transi-
tional period between nineteenth and twentieth-century America,
and created their characters to reflect the changing nature
of the United States and its people.

More than O0'Neill, Miss Cather contrasted the charac-
teristics of the two centuries: the one age optimistiec, in
which man dirvrected his own destiny through the exercise of
individual will, the new age pessimistic, in which declining

heroism had no chance whatscever against the ruthless
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materialism of twentieth~centery America. Particularly in
the 1920's, however, did both authors register their criticism
of the new age; the old ploneer order was being superseded by
the new, materialistic one--but only over their protests.
Eaeh writer dramatized the problem differently; their thene,
ﬁowever, was thé same: thaﬁ man'é quest as it occurs within
his individual soul, his human rélatianships, ané his society
ét 1&:32, is doomed to failure. Ofmgill put it this way in a
ieﬁtet to Geofgé Jean ﬁathan: "Thg playwtiéhi today must &ig
at the roots of the sickness of today as he feels itwuthe
death of the 0ld God and the faillure of science and materiai»
ism to'give any saeisfying new One for the gurviving primi-
tive ieiigious 1astinc& to find a masniﬁg for }ife in, and
to comfort his §ea:s of death with."l Certainly, both‘éiﬂeill
and Miss Catherlin examininglthe worida of the éiscqﬁtented
dq'just that--they "dig at £ﬁe roots of the sickness @£
today."

World War I, of course, playeé a part in producing
this sickness: 1ts ﬁiminutienyof the Qnited States’ isoiétion
from the rest of the world; its digérganizaﬁiﬁn of man's
traditional individual and group identity; its emphasis on

science and technology to achieve an end rather than upon

la'ﬂeill in a letter to George Jean Nathamn, reprinted
in The Intimate Notebooks of Georse Jean Nathan, p. 180.
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human endeavour alone; and its stimulation of general prog-
perity throughout the nation. These Qhahges, amoag ethers,
transformed Amevican 1life ffam‘its simple agrarian existéﬁ¢é
into a highly mechanized, urban society, a society whose
writers for the most part wageé war against the cldufasﬁieaed
peovincialism and championed the new treud3wwf§t they marked
progress; they formed the basis for modern living. For
Eugene G’Neill aaé willa Cather, however, thggghggends _sug-

gesteé the reverse of pragresa, in sapplying man's material

" ————

—— ——

nee&s, soclety was igaariug his spiritual and ereative needs.

———

———

The advent of the machine, particslarly, ahey saw as destreying

manfa*creattve*wpﬁzit and rabbing ﬁim of his rightful piaee

- —— R e . gt o

in the nsgaral erﬁer of ﬁhings, from him was beiug taken not

CR S e, e

T
——

cniy hig identity, but his humanitya

— ———

Cne indication of how strongly O°'Neill felt ahout the

emerging modern society is his often quoted statement: "I'm
going on the theory that the United States, instead of being
the most successful country in the world, is the greatest
failura@”z His characters are obviously representative of
that failure., In the opinions of both authors, the new agé
imparted to ies'eisizens spineless éanformity 1nstead of

heroic struggle. "At present in the west,” Willa Cather once

2Rarvett Clark, Eugene O’'Neill:

gene O The Man and his
Plays (New York: Dover, 1947), p. 152,
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ga£§§ “:here‘seems to be an idea that we all must be like.
saméﬁ&dy else,'as m@ch ag if we had all been cast in ﬂhé same
_malé, We wear exactly similar clothes, drive the same make of
iaar, live in thevsame‘part of town, in the same style of
Qquse. ‘Iz’s éeadiyi”s She»summarizéd her teactien to the
new sténdardizaiiﬁu.thia way: "Life'began for me when X
ceased to admire and began to remembexﬁﬁé Similarly, O'Neill
sﬁateé, "1 do not think you can write anything of value or
understanding about the present. You can only write about
11fe Lf it is far enough in the ?agt. The present,is-tea
much mixed up with superficial vaiues.“5 These are the two
poles, then, which delinfate the works of Willa Cather and
Eugene O'Neill: bitter pessimism for the presemnt age and
nasﬁ#lgis for the one just past.,. Indications of both atti-
tudes are evident in their works of the twenties.

Their eriticisms of the preseat may be grouped into
three primary concepts which become symbols for both authors:
the machine, commercialism, and materialism. Appeariang
individually and sn_cambinaaien, these symbols suggest a

thematiec relationship between Willa ﬂathet*a.watks of this

3cather, quoted in an interview by Eleanor Hinman, The
Lincoln Sunday Star, (Nov, 6, 1921, p. 1.

@Sergaant; p. 107,

>0'Neill, quoted in a New York Times interview by
Rarl Schriftglesser,(Oct. 6, 1946), Sec. 2, p. 1.
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period and T. Sg Eliot's gggHWasteland.ﬁ Interestingly, toco,
‘the mood which prevails s a pessimistic awareness of the
sterility of a modern civilization whose inhabitants are like
0'Neill's William Brown: '"inwardly empty and resourceless,
an uncreative creature of superficial preordained seocial
grooves. . . ."7

In the works of Willa Cather and Eugene 0'Neill the
wasteland comparison becomes valuable as it vivifies man's
changing relationship to nature; for the two writers associate
man’s quest for the ultimate at least partially with his
affinity toward the natural world. For Miss Cather, the
prairie is both a test and an outlet for the expressionm of
man's creative streagth* for O'Neill, the sea performs a

8

similar function. In Miss Cather's prairie novels, for

example,_man works with nature to achieve something great;

in ggzﬁiaaer novels of this period, however, twentieth century

R
——— U e e i,

,mgg_kggﬂlgpz his identity with nature; econsequently, his world

T e e
S B

6Far a comparison of Miss Cather’'s symbolic setting
with that ef T, 8. Eliot, see Bermard Baum's "Willa Cather's
Wasteland,” South Atlantic Quarterly, XLIII (October 1949),
pp. 589-601.

7

0'Neill, quoted by Gelb,, p. 581.

8Znteres§imgly, both authors experienced a change of
heart in their evaluations of soil and sea. Miss Cather’s
initial reaction to the prairie was one of criticism and re~
bellion, fe. The Txoli Garden, while twenty years later, she
attributed to it man's greatest values., In his early one~act
plays and in Anna Christie, O0'Neill treats the sea as devil;

by The lceman ccme:& and Long DBav's Journey into Night, he seesin
4t the enéuring values of life.
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\3E§\the natyral world become divoreed. Though the prafirie

e et e e et e e e

— e ———— o =

continues to flburish and to praﬁuée»abﬁndantly‘ it does so
independently of man; his mﬁeﬁgniati§, matérialistim existence
becomes a sterile wasteland. gwanﬁbﬁig is almost rhapsodic
in its descriptions of the-land,'sub#te in its message of the
ideal maa*naturﬁ‘relaﬁionshipz | |

We sat looking off across the country, watching
the sun go down. The curly grass about us was
on fire now. The bark of the oaks turned as
red as copper. There was a shimmer of gold on
the brown river, ©Out in the strveam the sandbars
glittered like glass, and the light trembledin
‘the willow thickets as {f little flames were
leaping among them. The breeze sank to still-
negs. In the ravine a ringdove mourned plain-
tively, and somewhere off in the bushes an owl
hooted. . . , There were no clouds, the sun
was going down in a linpid, goldwashed sky.
Just as the lower edge of the red disk rested
on the high fields against the horizon, a great
black figure suddenly appeared oun the face of
the sun. » » . On some upland farm, a plough
had been left standing in the field. The sun
wag sinking just behind it. Magnified across
the distance by the horizontal light, it stood
out against the sun, was exactly contained
within the circle of the disk; the handles, the
tongue, the share~-black against the molten
red, There it was, heroic in size, a picture
writing on the sun.

In contrast, the descriptions in One of Qurs do not
focus upon the prairie, but upon the world maﬁ himself has

created. Instead of beauty, there i3 ugliness—--~the ugliness

9&%& Antonia, p. 245.
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of disorder, of broken, soulless objects. Instead of the plow,
there are machinas.

The c¢ellar was ecemented, cool, and dry, with
deep closets for canned fruit and flour and
groceries, bins for coal and cobs, and a dark~
room full of photographer's apparstus. Claude
took his place at the carpenter’s bench under
one of the square windows. Hysterious objects
stood about him in the grey twilight; electrie
‘batteries; old bileycles and typewriters, a
.machine for making cement fence-posts, a vul-
canizer, a stereoptican with a broken lens.

The mechanical tyros Ralph could not operate
successfully, as well asg those he had got

tired of, were stored away here. . . . Nearly.
every time Claude went inte the cellar, he made
a desperate resolve to clear the place out

some day, reflecting bitterly that the money
this wreckage cesgewgulé have put a hoy thyough
college decently.”

The mechanical progress of the century is reflected in the
Wheeler family. Claude'’s brother, Ralph, "was the chief
mechanic of the Wheeler farm, and when the farm implements and
the automobiles did not give him enough to do, he went to town
and bought machines for the house. A4s soon as Mahailey got
used to a washingmmaeﬁine or a churn, Ralph, to keep up with
the bristling march of inventiom, brought home a still newer
ﬁneﬁ"ix Just as Ralph 483 characterized by his mechanical
abllity, so is Claude's wife, Enid, characterized by her pre-

ocecupation with the automobile. Instead of staying home and

One of Ours, p. 20,
1ilbiéo $ p W, 18‘.
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buiiding her marriage, she drives congtantly ever the country~
side. And instead of farming the land, Claunde's father
departs his community to sell machinery.

Like Miés cathe#'é~novels, #ha playsméf 0*Neill empha-~
size the gulf between the world of man anﬁlﬁhe world of nature.
And Q’Naiii, too, sees man's world as'inaenseiy ugiy@ The
characters of ggg,§g§ggj§gg~hava become maqhinés themselves,
existing in a cellar far more apprésaive éhau-tﬁatfsf the
Wheelers. Q'Neill‘é'staga directions call for the effect of
“a gramped:égacé in tée bowels of a ship, imprisoned by white
steel. The lines of bunks, the u§£ights supporting then,
erposs each other like the steel framework of a cage. The
ceiling @rgshes dowﬁ égam the men's heads. They_@annoz stand

apright#“lz

Contrasting with this mecﬁaniatie wgrlé is the
desire of one eha:acte%, ?addy, for the beauty and spiritual
unity of the age gngé éast* In Act I he says, “oa, to be

back in the fiae ﬁaysﬁqﬁ my y@aéh; e@ehoné! Gh, there was 
fine beautiful ships then aays*»ciipgars wid £all masts taﬁch*
ing the skyw~fiﬁe.saraag men in them--men that was sons of the
sea as if "twas the mother that bore them. . . . Yerra, what's
the use of talking? “Tis a dead man's whis?et( *Twas them

days 8 ship was part of the sea, and a mam was part of a ship,

13Tg§:ﬁaxgx Ape, Secene I, p. 207.
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and the sea joined all together and made it one."!3 Hot only
is man destroying the beauty of the past; he is also destroy-
ing the ideal man-nature relationship in which man identifies
himself with nature. The latter idea is given further expres-

sion in Beyond the Horizon, as Robert Mayo attempts to analyae-

the reasons he and his brother have failed in their voecations.
To Andrew, he says: "“You used to be a creator when you loved
the farm. You and iife were in harmonfous ‘partnership. . . .,
What-IJm;an is=ghat your gambling with the thing you used to
love to ¢reate proves how far astray-—-s0 you'll be punished.
. ,unlé

Alexandra, the first of Miss Cather’s pioneer heroines,
feels this lost harmony; she imposes order amd arrangement
upon nature in her farm and in her garden. ©Of her herdine,
Willa Cather says, "You feel that, properly, Alexandra's house
i3 the big out—-of-doors, and that it is in the soil that she

"33 gimilarly, Antonia achieves order

expresses herself best.
in the land--particularly in her orchard garden. But the
frustrated characters of Miss Cather's dater novels are un~
successful in their attempts to preserve this relationship to

the land, and the relationship~-once so important~-steadily

131b1d., pp. 213-214.
1aﬂaxcng the Horizon, Act IIT, Sceme I, p. 162.
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declines until in My Mortanl Enemy the main character views
the land merely as an observer. Finally, even the beauﬁy of

the land itself 18 laid waste in A

o)

Logt Lady, when Ivy Peters
draing Captain Forrester's unproductive, vet beautiful marsh
in order to cultivate marketable wheat.

The resultant wasteland is the setting for O0'Neill's
plays; ne beauty is‘gortrayed_hera, for the auvthor finds it
always elusive, and always just beyond man's grasp. The only
sure beauty is that of man's past or of man's dreams. His
¢§araeters may toil the land or sail the sea, but on the stage
they feel only frustration, and any beauty they may have ob~
sexyved is far removed.

Of the three symbols, then-~the machine, materialism,
and commercialism~-the machine is most fastrumental In weak-
ening man's ties to nature; more important thanm its destruction
0of the beauty in man's world, however, is the fact that it
devastates the essential quality which binds man to nature
originally: his creative, forceful epirit*éymﬁazizﬁé in My

Antonia by the plow silhouetted apainst the sun. Both Wiila

Cather and Eugene 0'Neill record the process of this loss and
}the struggle and subsequent failure in life 1t causes their
heroes. - And both chavacterize the nature of this spivit in
one word~-desire, 1In commenting upon The Great God Brown.

0'Neill deseribed this desire as "the deep main current of
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w16

iife. In Miss Cather's The Song of the Lark, old Wunsch

tells Thea, "Nothing is far and nothing is dear, Lf one desirves.
The world is 1little, human life is little. There is only one
‘big thing--desire. And before it, when it is big, all is

ul? At another point in the novel, Miss Cather makes

iictle.
this apostrophe to desire: "0 eagle of eagles! Endeavor,

: , 18
achievement, desire, glorious striviang of human art!” The

fidea is c¢ontinued in The Professor's House: TA man can do .

anything if he wishes to enough, St. Peter believed. Desire
is creation. . . ,ﬁia

The scientific twentieth century, however, success-
faully nullifies St. Peterx's optimism, for both Miss Catheg
and O'Neill are forced to acknowledge the axiatgnee of forces
greater than the creative desire of their characters. The
frustration of this acknowledgement 1s voiced by Dion Anthony
in The Great God Browan: "But to be neither creature nor
¢reator! Te exiét only in her [iife's] indifference! To be
‘unloved by liﬁe!"zo The advancing technology of @he\téantieth
centuyy weakens mau's'relatimnShiy'with\naéure by limitiang

his opportunity for personal creativity. In addition, the

165'8ei11, quoted by Gelb, p. 581.
lyfhe Song of the Lark, p. 75.

181pid., p. 320.

lgTﬁ@ Professox's House, p. 29,

zﬂrhe Great God Brown, Act II, Scene III, p. 296.
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world of science and machinery fails to provide the intaaglible

qualities which make life enjoyable for man. In Eha,?:ofegsag*s

House, Godfrey St. Peter makes preeisely that point in a meet~

ing with his university class:

No Miller, I don't myself think much of science
as a phase of human development. It has given
us a lot of ingenious toys; they take our atten-
tion away from the real problems, of course, and
since the problems are insoluable, I suppose we
ought to be grateful for distraction. But the
faet is, the human mind, the individual mind,
has always been made more interesting by dwell=
ing on the o0ld riddles, even 1f it makes nothing
of them. Sefence hasn't given uvs any new amaze-
ments, except of the superficial kind we get
from witnessing dexterity and sleight of haad.
It hasn't given us any richer pleasures, as the
Renaissance did, nor any new sins-—-not onel
Inéeed, it takes our old ones away. . « » I
den't think you help people by making their
conduct of no importance-—you impoverish them.

« + « And that's what makes men happy, believiag
in the mystery and importance of their own little
individual lives.?2!

For Miss Cather, science in general was symbolized by the ma-
c¢hine. And in One of Qurs, this symbol becomes her evaluative
measure of man. Here, Claude Wheeler contrasts the lives of
his family with those of his ideals, the Erliches. They

"knew how to live, he diséoverad, and spent thelr money on
themselves, instead of on machines to do the work and machines

to entertain people. Hachines, Claude decided, could not make

2l1he Professor's House, p. 68.
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pleasure, whatever else they could do. . They could not make

agreeable people, etther."??

This position was made even morve
elear by Miss Cather in a 1921 Omaha newspaper interview:
"Money, motors, movies, machine music! The American people
are so submerged in them that sometimes I think that they ean
only be made to laugh and to cry ay maehiﬁery!"za

Both authors find that the joy of 1life, then, in its
individual aehievement, in 1its human xeiatianshipa, in its
pleasnteslof the syirie, is 1arge1y-negated by the maehine,
for the maehine; ia atimulating.prﬁﬁuetien; aau#es'the process
of buying and selling to supersede that of producing. With
this changed emphasis, Mlss Cather and O’Qeiil_sée'new quali~
ties of ehéracter emgiga: seifishnass,'iaziaess, narrowness,
cruelty. As one eritie says of thé 9iayW$ight’s Qhéxacﬁﬂts:
"The paasion of 0 Reill s charactars 18 . . . the passion of
basiness, ownership, and acquis;tiveaesa 224 ape persond fi-
cation of thxs passion is geen in Ha:eo ?elb, the ptdtaganiét

of O'Neill's Marco Millions. This éhahgaé emphasis is alse

described by Willa Cather in One of Qurs:

2? ﬂ_ ﬂﬁ 0“!9, P 43;

2363&&&%, quuted in an Omaha Qailz Bews interview,
(©ect. 29, 1921), Seec. C, p. 8.

243&!?y Slochower, No Veilce is Wholly Lost: WHriters
and Thinkers in War and Peage, (New York: Creative Age Press,
1945), P 249.
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The farmer raised and took to market
things with an intrinsic value; wheat and corn
as good as could be grown anywhere in the world,
hogs and cattle that were the best of their kind.
In return he got manufactured goods of poor
quality; showy furniture that went to pieces,
carpets and draperies that faded, eclothes that
made a handsome man look like a c¢lown. Most of
his money was paid out for machinery,--and ﬁ%at,
too, went to pieces. A steam thrasher dida't
las¢ iaug, a horse osutliived thrée automobiles.

77 €laude felt sure that when he was a
1ittia boy and 31l the neighbors were poor, they
and their housesg and farms had morée individuality.
v s « With pzeaperit? came a Lﬁnd of callousness;
everybody wanted to destroy the old things they
used to take pride in. The oxrchards, which had
been nursed and tended so carefully twenty years
ago, were now left to die of neéeglect. It was
less trouble to run into town in an automobile
and buy fruit than it was te raise it.

The people themselves had changed. He
could remember when all the farmers in this
community were friendly toward each ether; now
they were continually haviag lawsauits. Their
sons were either stingy and graspimg or extrav-
agent and lazy, and they were always stirrving
up treuble.<”

The third tweatleth century fe:éé 0'Neill and Miss
Catherx Seawwmaterieiismffia g&é‘pro&ugt of the other two, for
#hg prppperity produced by Ehe férﬁes‘oﬁ maehiua.ané cammer*
}aialiwm xaarients man's goals §rom pr@daetien to aeqaisition.
“And it is this teozientatioa of valaes aurrouading them which
fsolates the characters of Miss Cather and 0'Neill noet only
from nature, but from their fellow men, and from soclety at
large. Paradoxically, while money unifies the Polo family

in Mareco Millions, it alienates them from the Eastern society

259ne of Ouxa, pp. 101-102,
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in which they move: on the other hand, meney dividee the St.
Peter family of The Professor's House, while simultanecously
the passeséion of it joins them to seciety. Iaterestiaé, too,
in Miss Cather's work is that the absence of money largely
causes the failure of two marriages~~those of the Ferresters
and the Oswalds. As Mrs. Porrvestey says to Niei Herbert in
A Lost Lady., "Money is a very {mportant thing. Realize that
in the beginning; face ia,‘aad dan't be ridiculous in the end,

n26 The importance of monmey to 0'Neill's

1ike so many of us.
characters, too, cannot be underestimated; it is momey on

which Aadrew, in Bevond the Horizon, attempts to base meaning

in Life, and 1t is pavsimoniousness which characterizes the
paternal figures O'Neill creates from The Strav to Long Day's
Journey into Night.

| The characters of Willa Cather and Eugene 0'Nelll are
rendered helpless by the combination of machine, commercialism,

and materialism. Not only must they exist in a world these

‘\‘-‘———— - o e e e nr——— S il = s e S et S L S
forces render devoid of beauty and joy: they must survive in
e W

§;§g§§g§z~gngid of traditiomal values. While Miss Cather

records the process of this value loss, 0'Neill pilctures a
world with values already extinct. That beauty, truth, order,
sensitivity, integrity, etrength, imagination, courage, and

heroism are needed to remedy the sterility of contemporary

264 Lost Lady, p. 114.
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gociety is implicit, however, in the works of both authors.-
0'Neill dramatizes this need in his characters' creation of
new gods to replace the values now lost; in the process, . the

characters are destroyéd. In contrast, Miss Cather's charac-

ters observe passively the changing erder, disapprove of it,

and are ultimately corrupted by ity They do not create new

gods, but look back to the qualities of the gieneera and the

artis:s, seeing in them move than personal ﬁraiﬁswwprinciplas

e e P
e e e e i - EUUSEEREREY

which oppose aannemporarx_§§§§§;§g{99'2? Miss Sathex 8 best

expression of this idea i found in her essay, "Nebraska:
The End of the First Cycle':

In Nebraska as in s6 many other States, We nust
face the fact that the spleadid story of the
ploneer is €finished, and that no new story worthy
to take its place has yet begun. The generation
that subdued the wild land and broke up the vir-
gin prairie is passing, but it is still there, a
group of rugged figures in the background which
inspire respect, compel admiration. With these
cld men and women the attainment of material
prosperity was g moral victory, because it was
wrung from hard conditions, was the result of a
struggle that tested characters:. - » « The gen-
eration now in the driver's seat hates to make
anything, wants to live and die in an automobile,
seudding past those acres wheve the old men used
to follow the long corn~rews up and down., They
want to buy everything rea&y*madeéa'éloﬁhés,
food, education, music, pleasure.

| 2?Kazin, Ps 250.

ggcather, “Hebraska: The End of the First Cyele,”
The New Republic, CXVIT {September 5, 1923), p. 238.

Y
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This criticism of the machine world dominates gggtéé
Ours. Aireaéyrﬁaﬁtlénedlhaée ﬁeen”the'n@Vei’s'Qéﬂtéihﬁ&'iﬁages
which indicate the sterility of man's world. "Here Claude
Wheeler's pionéer sensitivity is completely out of place. As
%is frichd Ernest Havel puts it, "It's gqueer about that boy.
s . He's big and strong, an&”ﬁ;1§ got all that fine Iand,
but hé don't seem to fit in tighé;”zgl Only in France does
‘Ciaude feel he has found hiﬁéézf&ihereg despite war, man has
not only retained his telatioﬁshig‘wiﬁh_the'Iaud, but has
sustained his sensé of values: éTﬁia war has taught'@a.all
haw'litéié'the'méée'ehings matter;"ﬁaly tﬁaAfeexi&g mazﬁexs;"sa
A similar céndemﬁaziun 6£ the machine ié féund in |

airy Ape.?! 1In the first of these

0'Neill's Dyndmo and The }
plays, traditional religion haa_bééQma bigoted, so it is

easily congquered by ﬁaé'new.gea af_elthficity, symhaiize& by
the dynamo. The @rgtagonis&,'aeub@ﬁ tmghg? comes ée believe

that "There is no Godtl 'Na'ﬁqd'%ugjaigzericiﬁys“32 Hiis belief

2%0ne of Ours, p. 138.

*01pta., p. 386.

31As early as 1912, Willa Cather in a shozt story,
“Behind the Singer Tuwaf,“ {c @Ilgers, May 1912), created a
plot not unlike that of O'Neill's The Hairy Ape. Though crude
in form, it portrays man at the mercy nﬁ a8 machine culture in
which "men arve cheaper than machinery.” Destruction of the
protagonist comes not from psychological &%Spiacemeat, howaver,
but from mechanieal catasﬁreyha‘

32p,

name, Aet I, Scene IIX, p@ 453,
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that electricity ie the Great Mother of Eternal Life s false,
however, for it causes him not only té destroy his parents,
but £o kill Ada and himself, That the dynamo is an unworthy
god is emphasized by ﬁrﬁ; Fife's reaction to it at the con-
clusion of the play:' "What are you singing for? I should
think(yau'd'be'ashamed! And I thought you was nice and loved
us! “?@n.hatefui eld thiag, yem!"33

-In The Hairy Ape, man not only worships the machine,
but identifies himself with its force., Early im the play,
Yank says, "I'm de start! I start somep’n and de woild moves!
It-~dat’s mel--de new dat's moiderin' de old! 1I'm de ting in
coal dat makea it boin; hear it; I'm steam and oil for de
engines; I'm de tingin nofse dat makes yuh hear it; I'm smoke
and express trafns and steamers agnd factory whistles; I'm de
ting in god dat makes it money! And I'm what ma&es iron into
steell Steel, dat stands for de whole ting!”>® Yank's tden~
tity with the machine world, however, robs him of a place in
the human world, for tha‘fnx@e ¢f the machine is not the throb
of life, despite his notiems to the c@aarafya Even on a
higher social level than Yank's, the machine dehumanizes man,
substituting debilitation for his arigiaalg cr@aéiva vitality.

As Mildred puts it: “I'm a waste product in the Bessemer

334b44., Act ITI, Scene IIX, p. 489.

34rhe Hairy Ape, Secene T, p. 216.
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process-~1ike the milliens. Oy rather, I inherit the acquired
trait of the by-product, wealth, but none of the enargy, none
of the streangth of the steel that made ié.“ss

It is Mildred's visit to the stokehole which shatters
Yank's sense of identity, and motivates his search for a
place in the universe. But his attempts sre ineffeectual.
And his final ene~~to return to man's origin ameng the”agaaﬂw
ends in tragedy. As one eritic puts 4t, “not an angel and no
longer a primitive, man stands between heaven and hell, findn
ing it impaesibze teo return to the world of nature from whence
he came‘“sé ‘In The Haliry Ape, 0’Neill is condemning machine
civilization in fts entirety, not because its god is false,
as was the case in Dynamo, but because it destroys the psy-

37 Yank

chological well-being of those who make it possible,
is the living exawple of PréﬁeSSQr Sg, Peter's man impover-
ished by the technology of science. Viewed in the context of
his twentieth century society, Yank's conduct, or identity,
i{s of no real importance. For to repeat Profassor St. Peter's

statement in part, it ies "believing in the mystery and

35‘%&&., Scene II, p. 219,

ry from Eugene G’Neixi té”T‘gnesaeeWi;lfams‘(ﬁorman.
Universizy of Oklahoma Press, 1962), p. 22,

37

36&0313 Bruaasard American Drama:

Winther, p. 194,
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juportance of their own fudividual lives" which makes men
happysaa And Yaank has nothing ian whiech to believe.

The ﬁiemenﬁ of primitivism in this play is a strong
one. Yank himself is a primitive; this in i1tself, however,
is imaaﬁficienﬁ protection against twentfieth century civili-
zations Only a return to the world of nature where existence
is simple and glean might save him. And this is impossible.
D'Neill's idealization of primitivism is a characteristic
which once again allies him with Willa Cather, in the feeling
that the world of nmature is superfor to the world of man.

The prefervence of both writers for the scetety of the past

i3 directly velated to thelry interest 4ms the purifyiag power
of primitivism, Miss Cather's pﬁimitives are the Iadiang of
the Seuthwest and the pioneers of the prairies; against these
two groups, she contrasts the spivritual decay of machine
ecivilization, just as G’ﬁeiii reveals it in The Hairy Ape.
The primitiviem of her prairie heroces is a moral criticlam of
society because Lt is based on unhampered nature; when it is
replaced By sophistication, her characters, like O0'Neill's

Mildred, become debilitated.>?

3%The Professorx’
tion, see footnote 21.

gﬂkebett Spiller, The Cyele of &mggigan_L&gar‘ﬁ'x,
{New York: MaeMillan, 1955}, p. 169.

g House, p. 68. TFor the full quota-
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In a previously quoted passage from The Halry Ape,
Yank outlines his part in eha.eeauomia process: fwgm machine
te goods tv woney, Or To put i€ another way, from maechine to
conmercialism to materialism, It is the second item in the
geries~~the buying and sglling of goaéa««wﬁﬁaﬁ figures pre-
God

Brovwn, and in Miss Cather’s A Lost Lady and "The Sculptor's

dominantly fn O'Neill's Marcoe Miliions end The

Gresat

Funeral.” In Marco Millions, O'Neill holds that the profit

motive i3 at the root of the evil in Western civilization--
it deatroys what {s noblest im man, transforming hiw into a
beast capable of no great paseions and no love of the beauti-
ful»éa Marco's aesthetic sensibilities conflict for a time
with his praectical inclinations; his mania for buying and
selling, hewever, inevitably wins out. The confliet within
Mareo is externalized by the parallel conflict whieh exists
between EBast and West., In lTight of his Western backgreﬁné,
Mareco cannot help but become what he does~-a sucecessful
business man who i{s described thus by the Great Kaan of the
Easgt: "Marco's spiritual hump begins to disgust me. He has
not even a mortal soul, he has only an acquisitive imstiact.
We have given him every oppovrtunity to learn. He has memorized
everything and learned npothing! He has loocked at everything

and seen nothing. He has lusted for everything and loved

40uinther, p. 206.
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w81 The Kaan only too well recognlzes the Westerner's

nothing.
positive virtue: Marco has bought everything and sold every-
thing~-at a profit, And the most important information he has
gleened concerns the breeding of silk worms.

Again, in The Great God Brown, 0'Neill castigates the
succesasful businessman. In this play, the creative spirit
has become a #omme&iﬁy to be bought and sold by those more
powerful., In addition, however, the spirit itself has become
erippled, far'nian &nzhony can neither create in his society,
nrory can he conform to it and remain sane. Brown, on the other
hand, is the exploiter who has no problem with a ecrippled
spirit until, from eanvy, he begins to fmitate Antha#y. Hled=-
mately, neither Anthony nor Brown is able to iantegrate imto
their shallow seclety, where individual destiny is controlled
by the ceompetitive element and where personal worth is measured
in terms of profit.

Similarly, in A Lost Lady, Willa Cather records the
passing of an era in which creative 1ntagrit§ is replaced by
grasping commercialigm. Captain Forrester is doomed to economic
devastation beéausa of the unwillingness of his younger asso-
ciates teo take the responsibdbility for the insolveney of thelr
bank. As Judge Pommeroy explafns the situation to Mrs.

Forrester: "By God, Madam, I think I've lived too long! 1In

61Hg:¢g ﬁi§1§ags, Act II, Scene I, p. 387,
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my day the difference between a business man and a scoundrel
was biggey than the difference between a white man and a
nigger. T wasn't the right one to go out there as the Cap-
tain's counsel. One of those smooth members of the bar, like
Ivy Peters is getting ready ﬁn be, might have saved something
for you out of the wreck. But I couldn’t use my influence
with your husband. To that crowd outside the bank doors his
name meant s hundred cents on the dellar, and by God, they
got igi“éz Later, ploneer fantegrity recedes eveﬁ fﬂttﬁer as
Mrs. Forrester, caught between the two eras, gives way to the
lure of commevcialism. Speculating in land, she makes her
position ¢lear in a conversatfon with Niel Herbert whe savse,
"Mrs. Forrvester, vrascality isn't the only thing that succeeds
in business.”  Her answer: "It succeeds faster than anything
else, thaugh.“&s Her complete capitulation is symbolized by
her becoming the mistress of Ivy Peters, Miss Cather's supreme
aemmetciaiish»'

Rascality and opportunism are the connunity values to
which Harvey Merrick 18 opposed inm "The Sculptor's Funeral,"”
They are elaborated in the speech which Jim Laird makes to his
fellow citizens in discussing the lack of reputable men in

Sand City. "Harvey Merrick and I went to school together,

(}2‘& kﬂﬁjﬁ Lﬂdg s D= 22.
431p14., p. 124.
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back East. We were dead in carnest, and we wanted wou all to
be proud of us some day. We meant to be graat men. . . « I
came back here to practice, and I found you didn't 1a the
least want me to be a gresat man. You wanted me to be a shrewd
1awyer¢"44 Integrity, then, as a society value, is5 replaced
by shrewdness in thesa works of Miss Cather and O0'Weill.
Paripherally important in One of Ours, it takes 2&& §@?& of
opportunigm in the characters of M. Wheeler and his 2ldest
son, Bayliss.,  Mr. Wheeler reacts initislly to war with
economlc emotion; he 13 concerned with the price of wheat,
nothing more. Likewise, Bayliss is concerned with makiang a
success of his business: anything else is sccondary, even
his pacifism,

Opportunism, rascality, greed-~all lead to the inevi-
table goal of profit. Amrd this goal fosters 2 philesophy of
materialism. Obviocusly, materislism ie not divorced from
commercialism in the works of either Willa Cather ox Eugene

O'Netll; ie¢ plays & predominant part in both Marco Miil

and A Lost Lady. Ae¢ a separate symbel, however, it receives

its greatest emphasis in The P

A previoue chapter noted that the first of the two

novels contrasts materialism with non-materialigm, and that .

b4cgther, "The Sculptor's Funeral®™ from The Ixoll
Garden, p. 48.
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money 1s the force which divides the St. Peter family. As a
symbol of the degeneration éf the tventieth century, however,
- money in The Professor's House is regarded as a corrupting
:iiafluznee on man. Profassor St. Peter hae suddenly come into
8 five thousand pound prize awarded him for his Spanish Ad~
venturers in North America. He appreciates the honor, but
 naE the money, and disapproves of its being used to build a
new house. His daughter, Rosamond, and her husbaand, have
acquired a greater fortune through the bequest of Tom Qutland,
a deceased student of the professor who digcovered a revolu~
tioniging aviation vacuum. The prafiﬁs from the discovery
stimulate the young couple to build a showplace they call
"Outland"; and‘their chief activity throughout the novel is
acquiring expensive furnishings. TFor example, St. Peter
accompaniee Rosamend on a Chicage trip whiech turns out to be
Yan orgy of acquisition.“&s As he deseribes it to his wife,
Rosamond "was like Napoleon looting the Italian paiaces."éﬁ
St. Peter's views on monay aad_materialism are ¢apsuled in a
brief conversation with Rosamond ia which she suggeste that
he, too, should realize some of the invention's pr0f1§$¢
“there can be no question of money between me and Tom Outland.

T can't explain just how I feel about it, but it would somehow

House, p. 154,
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damage my recollections of him, and would make that episode
in my life commonplace like everything else. And that would
be 2 great logs to me. I'm purely selfish in refusing your
offer; my friendship with Outland is the one thing I wiil oot
have translated into Ehﬁ'vulgat'ﬁangu&.“éy For St. Peter,
then, money and friendship, money and fntegrity, do not mix.

Tom Outland, in his lifetime, held a-siﬁiiax opinion.
Like St. Peter, he finds that money destroys love and friend-
ship. He and a friend, Roddy Blake, discover ahé ruins of an
ancient cliff city deep in the Sauﬁ.hwftsst-. The conquest of
the cliff, and gpeculation as to the nature of this early
civilization assume a religious significance for Tom. While
Dutland is in Washington, howevey, attempting to create
government Interest in the project, Roddy sells the Indian
velics to a dealey foyr four thousand doilavrs. Stunned, Tom
refuses to accept any of the profits. To Roddy, he says,
Y"they weren't mine to sell~~nor yours! They belonged to this
country, to the State, and to all the people. . ., i"as Later,
he continues: "There never was aany question of money with
me, where this mesa and its people were concerned., They
were something that had been preserved tﬁxaagh the ages by a

mirac¢le, and handed on to you and me, two poor cow~punchers,

!‘7£bigw; Pas 62.
aaxb%’dﬁy P 242,
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rough and ignorant, but I thought we were men enough to keaep
a truse.“ag

Miss Cather emphasizes that the attitudes of both
Professor 5t. Peter and Tom Oatland toward noney are contrary
to those heid in their society. In addition, the two share
the same atypical reverence for the past--the professor, in
his dedication to his history, and Tom, in his regard for the
measa civilization. Both, however, f£ind their desire to
identify themselves with the values of the past thwarted by
the constant intrusion of the shoddy present, much as Captain
Forrester of A Lost Lady found his values overrun by the
advancement of petty commercialism. Tom Outland is Miss

Cather’s ideal character in The Professor's House, for he is

R e e

able to disassociaté himself from money--in terminating his
friendship with Raﬁdy, and in dying before his invention
becomes tainted by ytefit.sa- The others are mnot se lucky;
Br. Crane, vhaléidg& @om} is finally persuaéad.oﬁ_cha import-
ance of monay, and threatens to sue for a share of the ifnven-
tion's profits; ?refgssnf St. Peter escapes this corruption,
only to learn that ia a ma&éria%iatie society, the aen#teive

inﬁividual‘must endure 1ife étﬁiﬁﬁlem

4%1p1d., p. 246.
56
ﬁkan&all, p. 218,
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In Miss Cather’'s next novel, My Mortal Emeny, mouey.
wins out completely over the values of the psast:; in fact,
money {8 almest the enly value appearing in the aavelgsg In
his sttempt to discourage his niece from marryiag Oswald
Henshawe, John Driscoll threatens to disinherit Myra, saying,
"It's better teo be 2 stray dog in this world than a man with~
out meney., I've tried both ways and I know. A: poor man
stinks; and Cod hates him.“ﬁz And though Myra disregards this
advice and doos marry, she comes to aceept 1t later. A vather
imperious woman in her youth, Myrs becomes even more demanding
and selfish as she grows old and $11 after the decline of the
Henshawe fortunes. Disturbed by the people upstairs, she
measures her ineconvenience in terms of meney: "oh, that's
the oruelty ¢f being poory; it leaves you at the maercy of such
plgs?! Mouney 418 a protection, & ¢loak; 1t can buy one quiet,

53 tnstead of blaming herself in

and some sort of dignity”
any degree for her misfortunes and marriage fallure, Myra
blames her husband 3nd their lack of funds. This preoccupa-
tion has robbed Myrs of hey capacity to love; it has destroved

her humanity.

Slypta., p. 237.

52
- My Mortal Epem
53

Ibid., p. 83,
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Claude Wheeler, Dion Anthony, Niel Herhartwiﬁhase
characters of Miss Cather and 0'Neill fight the encroachment
of the new, materiallstic age., But Myra H@nshawa_aecegts its
values ﬁuiiy; In that sense the nevel xepraseﬁga'aha triumph

of the new order as completely as did Margo Millioms, and it

re-echoes the theme running through all of the works here
discussed: the spivitual conquest of contemporary man by a
socliety #ho&e values are either non-existent or perverted.
ﬁ?hiﬁ conquest is not immediate, however; it eceurs
gradually as the sensitive characters of 0'Neill and Miss
Cather ave filrst tormented by machine, commeréitalism, ané-
maeériaiiam, then defeated; finally, some become themselves
the 9érgatua£o£s:f the new, contemptuous tradition., The
torment and defeat of Yank, Qiaude Waeelér, Professor St.
Peter, Dion Anthony, and Captaln Forrester have already been
discussed 4in same'detail._ But three characters in yartinuiarﬁw‘

Rueben Light of Dy, » Marco Polo of Marco Miilions. and

amo

Ivy Peters of A Lost Lady-~demonstrate the progressive

triumph of contemporary foreeés. Initially, both Reuben and
Marco possess a degree of the seasitivity so consistently
observable in the characters ef‘Miﬁs Cather and Q?Keill,
Reuben reveals a sincerve affection for Ada, and gﬁgétang
pull toward the religion of his father. VWhen ha‘éiﬁapvers.
however, that his father's Puritanism, warped by years of

confliet with aetheistic machine~worship, is inadequate to
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cope with this new force, he rejects it, becoming himeelf an
advocate of the dynamo. The values of the machiane have con-
quered ghe values of the past. By ¢ameX$aoa, Marco's sensi-
tivity is the object of paredy; his family and society have
gso influenced him that even h&§ §aet£ﬁ attempts are charac~
terized by economy rather than simile. Like Reuben, however,
Marco is given a choice of gods—-one of profit, and one of
the splrit. And jﬁsﬁ as Reuben selects the machine, Marce
chooses commerce.

No such cholice exists foy Ivy Peters, for he 18 com~
pletely the product of a machine soclety; he is the embodiment
of commercialism and materialism, Furthermore, he demon~
strates deliberate cruclty in man. Certainly ecruelty ig not
lacking in O0'Neill's Reuben Light and Marco Folo, but Reuben's
cruelty is miéguiéeé cbediance to a god of hie own making,
and Marco's cruelty is the result of unintentional spiritual
mnyepia. Ivy Peters' c¢runelty, however, is intenaigaalwwfwom
the time he poisoned dogs and blinded a2 woodpecker as a youth.
until as an enterprising lawyer he drains the Forrester marsh.
"He was an ugly fellow, Ivy Peters, aund he likaé\baxng'ugiy.”ﬁé
Clearly, Miss Cather intends Peters to be representative of
the men of the new era, devoid of any perceptivity of the

meaning of life:

Sﬁ A Lost Lady, p. 22.
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The ©1ld West had been settled by dreamers,
great-hearted adventurers who were unpractiecal

. te the point of magnificence; a courteous
brotherhood, strong in attack buf weak in de«
fence, who could conguer but ceuld net hold.,
Now all the vast territory they had won was
"to be at the mercy of men like Ivy Peters,
who had never dared anythiang, never risked
anything. They would drimk up the mirage,
dispel the morning freshness, root out the
great brooding spirvit of freedom, the gen-
erous easy life of the great land holders.

- The space, the colour, the princely care-
legsness of the pioneer they would destroy
and ecut up into profitable bits, as the
match factory splinters the primeval forest.
A1l the way from the Miszsouri to the moun~
tains this generation of shrewd young men,
trained to petty econonmies by hard times,
would do exactly what Ivy Peters had,gone
vhen he drained the Forrester matah;s

The erassoess of Peters may be observed to s lesser extent in
William Brown, YMarco Pole, Ralph and ﬁayliss Wheeler, and
even James and Jamie Tyrone., All ave greedy; all are moti-
vated by a desire to obtain something for nothing. ‘ﬁmiike
thetiy historical predeceéssors, they are uncreative, sapping
the beaguty of ghg wvorld for profit instead of working iﬁ‘ﬁnr
pleasnra,v

Similarly, the two suthors porvttray the women of this
era as petty and grasying;“geakﬁng gratification in the immedi-
ate pi&asutes of wealth and sex. Aliowing for a chronological
difference, there 1s a paréziﬁt between Willa Cather's Marian

Porrestery and Fugene O'Neill's Christine Manunon. Both women,

551n1d., pp. 106-107.
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muych younger than their husbsunds, are éa&g%t in a period of
cultural transitfon: Marian, between the nineteenth and
twentieth eentutigag and Christing, betwoen pre and pest Civil
War times. Both women are mistresses of homes esteemed widely
in theifr arcas. And both are corrupted by the promise of
love and youth to be found in affairs with men younger thanm
themselves, Likewise, neither woman can retain the values
associated with her hushband when faced by the temptations of
a changing time. Morxe défiﬁinely women of the new era are
Nina‘kée&s and Myra Henshawe. Doth have had their initial
dxgam-af‘tomaace shattered: Nina, by the death of her fiance,
and Myra by the loss of her husband's ample income., Nina
turne to sexual explottation and motherhood for gratification,
while Myra becomes obsessed with the desive for momey and
turns against her husband, calling him "my mortal enenmy.”

Both are motivated completely by their own selfish desires,
and other people have no more meaning for them than the beauty
of the aouna?ysiﬁe has for men like Ivy Peters.

Though criticism of the individuals of the new era is
never hidden by 0'Neill gnd Mise Cather, it is seldom stated
explicitly, but emphasized ﬁy the contrast which exists be~-
tween these characters and the strong men of the past. Just
as Ivy Peta;s represents the present, Captain Forrester
represents the past; & railroad contractoy, he possesgses the

integrity, courage, and foresight of Miss Cather's earlier
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ploneers; he has the imagination to dresm, and the strength
to make that dream come true. His weakaniag iliness does not
comne fram,aﬁy corruption within himself, but begins with a
fall éeéaribeé thie way: “There wae mn.ica; he didn't slip.
it was simply because he was unsteady, He had trouble getting
up. . . - it was as if one of the mountains had faligﬁ dc#ﬁ;"sa
Captain Forreater's unsteadiness suggests a growing awareness
on the part of Miss Cather zﬁae even the pileneer values are
gra&ualiy weakening under the encroachment of materialism.

0°Neill expresses a similaw attitude as he exhibits
the declining strength of the-?ianeat in Ezra Mannon and
Ephraim Cabet. Like Captain Forrester, General Mannon heads
a great business enterprise; in addition, he has become judge
and mayor of his community and a brigadier~general in the
Civil War. People respect him, and his daughter idolizes
him; only his wife despises him enough to poison him at his
homecoming. In eansragt,'ﬁghrafm Cabot possesses none of eﬁe'
accomplishments or finer sensibilities of Captain Forrester
or General Mannon, He has, however, with his own brawn,
ecreated a farm from the stony Naw‘ﬁnglaad soil. 1In his own
way, he is a more patriarchal figure than the aﬁher‘two@_

His failure comes in his refusal to accept the inevitable
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limitations of old age, and in his short sightedness in all
save his persomal triumph-~his farm.

Despite the decline of pioneer power and dignity,
both Willa Cather and Eugene O'Neill estabiish the values of
the past as the ideal whieh other characters generally revere.
As has been mentioned, Paddy of The Hairy Ape aspirvres to the
nobility of earlier sailing days; like him, Niel Herbert
mourns the passing of an age of integrity: "He had seem the
_end of an era, the.sﬂnsea of the pieneer. He had come upeon
it when already its glory was nearvrly spent. . . . This was
the very end of the roadmaking West; the men who had put
plainsg and mountains undey the iron harness were old; some
were poor, and even the successful ones were hunting for s
rest and a brief reprieve from death. It was already gone,
that age; nothing could ever bring it'back.”ﬁ?

It is this passing of an age, this general decline
of values, which leads Miss Cather further into primitivism.
Always, the element has been present in her works, from the

Southwest episode in The Song

ef the Lark to the characteri-

zations in her plomeer novels; but in The Professor's

she again emphasizes it in 9@ﬁ£r§§?$ém Peter's discontent

with his age and with his and Tom edtlaﬁd*s‘affiﬁit? for

571544d.
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éaéi&ﬁt‘eivilizatiOQS.sa‘ The mesa civilization Tom discovers
paxtiaﬁiarly'ﬁymﬁalizaa the velues Miss Cather felt were
being destroyed in the twentieth century: order, enéaraueé.
ereativity, schievement. Extremely important is that the
mesa’'s high Iével of sulture was possible because of man's
possession of the right relationship to nature--the relation-
ship lost by twantieth-ceéentury man. Another aspect of the
ancient community particularly attractive to Miss Cather is
igs vnchanging quality. This civilization did not degenerate
ffém within, as she felt was the case with American soclety,
but was suddenly arrested at the height of icé primitive
sophistication. Certainly, this i¢ what she vish@a'might
have happened to her pioneer civilization; as Elizébé&h
Sergeant put it, "Willa . . . looked backward with regret.
Our present iay about us in ruins but we had, aheiwﬁstfuily
#39

remarked, a beautiful past. ‘Yitimately, this attitude

ied her to reject her own age and enter historical writing.

5833ma$ Richard Bash in Willa Gather: A Study in
Primitivism, (University of li&ineis, 1954),. paimﬁs out twe
types of primitivism im Miss Cather's works: chronological
primitivism, which invests the past with values migsed in the
present, and cultural primitiviem, which sees admirable
qualities in a level of society not one's own, ie. Miss Cather's
pioneer tradition and hey high regard for rural living. Bash
further suggests that the opposing values of pessimism versus
optimism and materiallism versus idealism are concepts closely
vrelated 1in the primitive attilitude.

SQQergeana, p. 164,
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Like Misgss Cather, Eugene 0'Neill deplores the present
and has his charaecters look to the past and to primitivism,.
It may be guestioned, howevVe¥, whether they esteem the past
solely because of 1ts values, or because they cannot face the
sordidness of the present. Certainly this is the ecase witﬁ
Mary Tyrone; much of her time is spent in recalling her youth;
for the passing of years has put a glsé on that segment of
time, and these raeailactioas provide her the same sort of
escape as do drugs. Othey O'Neill characters grasp at primi-~
tive cultures: Brutus Joanes, for example, achieves greater
understanding through his regression to a primitive existence;
Caleb enjoys love among the natives of the South Seas;
Lavinia finds new life in the primitive culture of the same
islands; Yank himself is a kind of primitive, seeking to pene~
trate even further into the past. These characters desire
regression because they feel threatened by the materialistie,
valueless present, just as 0'Neill himself felt threatened by
it. As he once said, "if I have the 'guts' to ignore the
megaphone men and what goes with them to follow the dream and
1ive for that algney tﬁan my real significant bit of truth,
and the ability to express it, will be‘cnnquerad in time.”éa

Both Eugene O'Neill and Willa Cather .recoiled from

their own age; beth felt that_it was "Biggwgnéﬂggglhsa~*1@d by

T e et e

_ 6°$fﬁeiil in a letter to George Jean Nathen, reprinted
by ‘Isaac Geldberg, The Theatre of George Jemn Nathan (New York:
Simon and Schuster, 1926), p. 150,
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61 .
aa?ticious gods of money and quicek riches,“ whose origin //
w-———-—-\_\“ e . . -

Iay in the mass prﬁéactian and suanda;a;zazian of tha maehine«

e et

For the two authors, ggchnalagy did not mark progress, for

man cannot retain his individuality snd his strength when the
spiritnal soul of his age is dying. While Willa Cather wrote \
of 2 world in which the traditional pioneer virtues are first
declining, then &i@appeariag,tﬁggane 0°'Neill wrote of a wérld“ﬂ“/
in which values have already vanished. Both attributed the
Eggg;gg—ghﬁ*ﬁhggg@mignmaaig,re1&&3mnship_tamaatuga«hxoughz

about by the substitution of the machine for man's creative

\MW e s et e N e e e - o
_desire., This concera for man' s teiaeioaship to nature led

the two authors quite naturally to a venerationm of past socie- ,

/
/

ties, and evemiyase‘civiiizatians‘ Thus, it contributes to p
the g;ggggt;gﬁuggigggigggg‘gh1chaperva&es their works gﬁner~,///
ally. The tragedy of their pessinism is that man, whom they

see as questing for the meaning of life, is doomed to failure~-
within his own soul, within human relationships, and within
soclety. Worse yet, man cannot regress to an earlier age,

nor can he see hope im the present oneé. What vemains of his
personal desire and virtuees is insufficlient to cope with the
machine, commercialism, and materialism of the twentieth.

- ecentury. The problem of the age, and his conception of its

ﬁlaardan Y. Miller, Bugene O'Neill and the |
Cxitic (Hamden: Archon Books, 1962), p. 63.
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cause, Eugene 0'Neill revealed in & 1946 interview. Willa
Cather would have agreed with his econclasion: "We are the
greatest example of 'For what shall 1t profit a man, 1f he
shall gain the whole world and lese his own soul?’ . . . If
the human race {5 s0 damped stupid that in téo thousand years
it hasn't had brains enough to appreciate that the secret of
happiness i3 contained in that one simple sentence, which
you'd think sny grammar school kid could understand and apply,
then it's time we dumped it down the nearest drailn and let

62
the ants take over."

625t 8e111, quoted by Gelb, p. 871.



CHAPTER V
THE FORCE BEHIND

Though pessimistically eritieal of thelr age--se much
so that they termed {t valueless and sought personal escape
from {t--Willa Cather and Eugene O'Neill do not hold their
positions in American litevrature on the merits of their social
criticism; primarily, because théir'inteutiogs were not
limited to criticism, aﬁﬁ'largély;-beaauae &heii sreati#e
techniques transcended the immediate present. Although pur-
pose and theme separated them frowm many of their contemporar-
ies, at least one tendency of 0'Neill and Miss Cather brought
them closer to the twenties. Both were f{anovaters. With
this tendency far less developed in her than in O0'Neill, Miss
Cather nevertheliess professed 1ts finfluence on her genre, and
substantiated innovation fn her selection of geographical
region, "Writing," she said, "ought either to be the manu-
facture of stories for which there is a market demand . . . ov -
it should be an art, which is always a search for something
for which there is ﬁo‘market demand, something new and untried,
where the values are inﬁrinsie'éné have nothing te do with

i
standardized values.”  In commenting on O Riomeers!, Miss

1 . , ,
Cather, "On the Art of Piction," On HWriting, p. 103,
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Cather referved to the newnsas of {ts locsls: “Nebrashkae of
81l plaecest As everyons koows, Nebrasksa §s distinctly
ﬁaaiaagg_aa 3 iitervary baclkground: its very aame-thtués_ghe
delicately aunnaé‘agigﬁa'ﬁntﬂ a clanny shiver of @mﬁﬂxaﬂﬁmeﬂt@“g

Though Willa Cather graﬁeaﬂaﬂ experimentation Qiﬁh
technique, O'Haeill eﬁﬁ@i&ﬁ&ﬁﬁi?laﬁtﬁmyt%é the uﬂtwieég Yiss
Cather dtd not radicallyrchange the form of the novel; raﬁh@t,
ashe saughgagﬁlraixua this foxm as it had been éavmiaggﬁ'ia the
traditions #f Hawthorne, Jameg, Wharton, and Jewstt. ﬁér
realism f¢ sot the realism of thQ'&QVéliﬁﬁﬁ fomediately
following hey-~Hemiagway, Pitzgerald, Dos Passos--but is the
moral realisn of Jomes and Bavthorne. 1t is & realism of
aura, synbol, aand aliﬁgefg@ Her teechnlgue doos not meet the
"wogue of technical stunts and of ssychoanalvtical oxplova-
tiong which distinguighed the Nineteen-twenties,” but it does
create & new mﬁﬁhag of aart&ﬁien, a new vae of getiing, and
a lightening of the novel f@?wsa 0'Neill, on the other hand,
did change the farm of the American ploy, from the well-made
productione of Auguatus Thomas, to drvama spproaching that of
Ibsen ond Strindberg and satielipating that of Anderson,

Mitler, and Williame. Many of O0'Netil's plays are essentially

Qﬁaghﬁr* "y First Novele,”™ Opn Writinz, ». 103.

YE. K. Brown, "Willa Cather,” Literary Opinion in
Amevica, ed. Herton Dauwen Zabel., 3rd ecdition, Vol. 2 (Hew
¥York: Harper and Row, 1962}, p. 552,
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plotless, gaining their illusion of action from staging
devices rather than episodes. Further, they'affa# innovation
in content, relying heavily upon current intellectual fashions:
radical soeiological z&a&riting, Freud, Jung, andraomaa Ca-
tholieiamg& That of these, psychology had éhevgreatest 1mpac£
gpon O'Netll is obvious from his wark$; for his conception cf'
drama arises from man's internal conflicts. As he stated in
a 1925 letter to Arthur Hobson Quinn:

I'm always, always trying to intargret Life in
terms of lives, never just im terms of character.
I'm always acutely conscious of the Force behind
. « » ==~and of the one eternal tragedy of Man in
his glorious, self-destructive struggle to make
the Force express him instead of being, as an
animal is, an infinitesimal incident in its ex-
pression. And my proud conviction is that this
is the only subject worth writing about and that
it is possible~--~or can be--to develep a tragic
expression in terms of transfigured modern
values and symbols in the theatre which may to
some degree bring home to a2 member of a modern
audience their enncbling idegtigy with the
tragic figures on the stage. ‘

Most of 0'Neill's symbols come from psychology, for to him,
“"the Force™ is man's unconscious gself whieh must be challenged
6

sucecessfully by hisg conscious self. This struggle is not the

‘ 4Joseph Wood Krutceh, The a&icag Drama Since 1918
{New York: Randem House, 193933 p. 79,

5@ Neill in a letter to Arthur Hebson Qainn, reprinted

in Quinn's A History of the American Dramae from the Civil War
to the Presesat ng, p. 199,
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only one fn 9'Heill’s work; but ite particular nature stimu-
lates man'’s need €o hkaow hisa2elf so that he wmay contrel these
intornal forees.’ l

If there 18 a foree cperating behind 0'Neill's charac~
gers, there 1s also a force which operates behind 0'Nelil,
the playwright: and this foreo s ths tdea which mosivates
his writing. Por O'Helll, like Miss Cather, disdained con-
temporary literary moveneats, writing, not fer the commercisl
theateyr, but gs he felt tt, for 21l time. 5@&% Cather and
0'Neill were seelhing inzwﬁnaim-vaiaaa in their art:; bHoth
wrote for the fdea rather than for specific asudiences or for
peysonal popularity. As one critie saild of ﬁh@ povelist:
“sMigs Cather {8 predisposed to sscrifice animation and sharply
deling ated pervrsonelity to {nnate mesning. From the dbeginning
the 1dea is the thiang, and therefors, once the reader has
arasped thg intexiagﬁaal motif, 311 the other elemonts fall

w8 The statemant applies go O0'Helll

fate perceptible patteras.
as wall, for many of his plays failed te reccive eritical

acelain for juat this xaaaun?wabaﬁ he vemained too far from
his audience, that he was "more interested in affirmiog his

fdeas thsa in represesting the expsrience ia which they arc

?%ﬁ&gyv v e 27.
gﬁiaum, pe 14,
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implieé.“g ﬁiss'eather’é prose at times seems deceptively
simple, Q’Heili's deceptively difficulti but for both, the
entry to understanding lies in the perception of intellectual
framework.

The importance of conveying the idea, then, is the
force mati#aaing Miss Cather and 0'Neill toward the use of
symba&; myth, and allegory. For this reason, evitics are
divided as to the writers' classifications; some calling Miss
Cather a realist, others designatiang her a symbolist; most
assigning to O'Neill the category with which they themselves
are most famlliar: either naturalism, realism, expressionism,
or symbolism~-all observable elements in his works., The two
do not use the modes they share in the same way: neither is
their inueilaetaai motif identical; but as has been demon~
strated in previous chapters, their controlling idea is the
same: that the story of man is the story of man's quest to
know himself and to know the absolute.

Probably more influential than his social criticism
in determining the origin of 0'Neill's theme of quest was his
interest in psychology. Though he disclaimed any dependency

vpon Freud, still to many, 0'Neill epitomized the Freudian

gFrancis'?ewgussoa, "RBugene 0'Neill," Lite:
Opinion in America, p. 518.
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_ . y 10 ,
period of the American theater. Certainly evident within
his works are indications of interest in Freud's theories on
sex: most specifically, the Oedipsal and Electra complexes
and the death-~wish. Exanples of works suggesting these three

ideas eome easily: Strange lIaterlude, Moursin

. Beconmes
£1&¢tta;_anﬁ The Xceman €°m3£§~ 0'Neill was slightly more
open about the influence of Jung upon his th&ﬁkiﬂg;» In a
letter to Barrett Clark, he stated: “&uﬁharﬁ were psycholo~
gists, you know, and profound ones before psyehology was
invented. .Ané 1 am no deep student of psychoanalysis. As *
far as I ¢an remember, of 21l the books vritteh by Preud,
Jung, ete¢., I have read only four, and Jung is the only one
of the lot who interests me. Some of his suggestions I find
extraordinarily illuminating in tﬁe 1ight of my own experi~
ence with human metivaa‘"ll His concern with two Jungian
concepts underlies two aspects of 0'Neill's work discussed
previously: his primftivism and his illusion~reality nmotif.
0'Neill agreed with Jung that man's problems come not from
his unconscious alone, but from a ?cailactive unconscious"”
shaved by his entire race and exhibited &n arehetypal‘symbols

and patterns. The Emperor Joses 1s a dramatization of his

David W. Slevers, Freud on

Hermitage House, 1953), p. 97.

ilﬂ’ﬁetli in a letter to Barrett Clark, reprinted in

Clark's Eugene 0’Neill: ZThe Man and his Plays, p. 136.

ay. (New York:




142
concept, as Jones, the suceessful entreprosesnr, regresses to
the primayy exfstsnce Yank longs to reach in The Haixy Ape.
The second Jungian theory embraced by &‘Keiii is that man,
through identification with the moment, decelives stheras and
hinself as to his real chavacter. He puts on a nask, or
assumes & persons, which he knows corresponds with his con-
seious intentiens, while 1t also mects with the r@quitaméazs
and opinions of his anviraﬂmeaﬂgkz This 18 éha rveason, then,
that 0'Heill's characters suffer from the diserepancy betwveen
ftilusion and reslity, for the mask allows them te hide not
only from the reality of the world at large, but from them~
selves as weil;ia |

These pgychological theorles, theraefore, suppeort
0'Heiil's queéﬁ theme and influenced his attigude toward the
human dilemma, the humaa “sickness.” Iu addition, they
impelled him toward his search for a "new language of the
z&aatcr,“ié with which to express the tragedy of man, One of
his expressions of a “new lenguage” was bis use of theatrical

masks. In a 1932 article, "Memorands on Masks,”™ he suggesated

izsdﬁvar&, p. 98,

139@&% Sievars and Falk agree on this intevrpretation
of D'Heill’s use of Jung’s theories.

1éaabgrt F, Whitman, “&’ﬂaiil ® Scarch for a 'Language
of the Theatre’ ) Hail sction of Crittical Zosays,
aﬁ. Jéhﬁ Sasanex {Eﬁgﬁewnné ﬁlifﬁﬁ“ ?zmnziaawaalty Inc., 1964),
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that masks would be the '"freest seclution” of dramatizing
"¢those profound hidden conflicts of the mind which the prob-~
ings af’@aycaalagy continue to dilsclose to us."” Farther,vhg
asked, ”Fot'whaﬁ, at bottom, is the new psychological iﬁﬂight
into human cause and effects but a study in masks, an exercise
in unmasking?® Finally, in his prescription for the new drama,
he stated, '"One’s egtgr l1ife passes in a solitude haunted by
the masks Gf‘aﬁhefﬁg one's inner life passes in a solitude

uwl5

hounded by the masks of oneself. Primarily io the 1920s

did 0'Neill experiment with the mask: 4in The Hairy Ape, All

God's Ghillun Got Wings, The Fountain, The Great God Browsn,

Mareo Millions, and Lazarzus Lau

End. First, O'Heill used masks expressionisticaslly to suggest

1ed. Later came Days Without

‘the emotion of the Fifth Avenue erémd in The Haivry Ape. Later,
he used the mask to convey tensions of personality. The com~
plexity of the latter device is illustrated by The Great God
gggggg Here, Dion Anthouny's mask represents his divided con-
sciousness. In his youth, he adopts the mask of a mocking Pan
in order to protect his real face, that of a sensitive artist.
In time, the mask itself is distorted by the modern age, be-

coming ﬁﬁe countenanece of Mephistopheles. Lost between his

 15p7Nes11, "Memoranda on Masks," The American Spectator
Yearbook, ed. Gearge Jean Nathan, Ernest Boyd, Theodore
Dyieser, Sherwood Anderson, James Braueh Cabell, Eugene O0'Neill
{New York: Frederick A. Stokes Co., 1934), pp. 159, 160-161,
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nasks of self, the tormented Anthony can find no release save

When he did not use masks, O0'Neill often used analo-
gous devices such 2e the asides of

Strange Interlude and

Dyname. In both instances he employs the aside, or interior

monoclegue, to reveal the innmer temsions, conflicts, and
struggles of a characteyr which he had previously suggested

by the mask, 1In Strange Interlude, the asides do more-~they

demonstrate the subtle attitudes and rélationships of the
characters to each other; and in Dymamo, the forces which
ultimately destroy Reuben are revealed primarily through
hig soliloquies.

Neither masks nor asides are used in Mourning Becomes
Electra, but characterizing the play as “unreal realism,”
0'Neill supggests the use of masks ia'daserihing the Mannon
home and characters as possessing a "1ife-11fe" mask.L' The
spell upon the Mannons drives all vitality and reality ioward,
leaving only the appearance of life until the inner forces,

18 )
long vepressed, break out in violence. = The need for

16, detalled study of O'Neill's use of the mask is

Eugene M. Waith's "Eugene 0'Neill: An Exevcise in Unmasking,"
0'Neill: A Collection of Critical Essays, pp. 29-41.
1?ﬂhi£man offers a discussion of the trilogy's mask-
i1ike nature, p. 156,
1

®1vid.
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dramatizing these inner conflicts led 0'Neill to a still

further extension of the wmask idea in Days Without End, wherve

conflicting aspeets of one personality are illustrated in two
separate characters.

. 0'Neill’s commentary on masks has been an important
geide to the intevpretation of the comtent and technique of
his plays. Several ceritics have seen the characteristice
structure of an O'Neill play as a movement toward unmasking;
most plays contain recognition scemnes ian which the priancipal
characters are for the first time fully revealed to the audi-
ence and to themselves; often, it is only . then that they
understand their relationships te each other and to the world
in which they iivaylg Even O0'Neill's early plays suggest

movement toward epiphany via extrinsic symbel, In Bound East

for Cardiff, Yank is dying while his ship makes its way slowly
through the fog. Toward the end of the play, he unexzxpectéedly,
confesses to Driscoll his real attitude toward the sea; then

he dies. Simaltaneausly, the fog 1ifts, Because long-repressed
self knowledge 1is achieved, the symbol of that repression dis-
appears. The unmasking symbol in The Emperor ggggg,is Brutus
Jones' flight through the forest. The f£flight represents the

psychological regression of the panicked Jones as he flees

lgwaith, PPp. 33~34, VWhitman alsc notes the unmasking

eharaecteristic.
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from death, O'Neill's later plays--The Iceman Cometh and Long

Day's Jourmey inato Night--demonstrate the unmasking process

unencumbered by the machinery of masks and asides. The entire

action of The Lceman Cometh consists of discarding and restor-

ing the illusions of the characters. And though it is Mary
Tyrone's resumption of her drug habit which is the central

action of Long Day's Journey into Night, each character is

unmasked by the others, and axgariences self revelation fér
the first time.

willa Cather's characters, like 0'Heill's, experience
revelation and discovery. But whereas 0'Neill'’s characters
are blocked from self knowledge by their masks of illusion,
the Cather charsecters are constrained by an antagonistic soci-
ety of changing values. Though interested in the fnner econ-
flicts of her charscters, Miss Cather never put these confliets
tnto psychological tevms, nor allowed them to influence tech-
nigue. For her, the advent of paychology was merely another
disagreeable aspect of contemporary life. As Elizabeth
Sergeant put it, "She was truly skeptical about ahg poOSt-war
world. Take this Viennese Fread: Why was everybody reading
him? Tolstoy kunew as much about psycholegy-~with no isms

. 20
attached--as any fiction writer needed."™

20$ergeant, Pp. 163-164,
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Instead of psychology, Miss Cather drew on memory and
history~~and much of the significance of both she found in
man's relation to nature. Her ploneering childhood drew her
to nature, just as 0'Neill's unstable personal history drew
him to gséchaaaalysts. And the events of the natural world
had much the same significanmce for her writing as personality
tenstions did for O0'Reill. Several critics have noted that
Willa Cather punctuates her moments of erisis with a mood
derived from natural description; that foé her, natural events
embody moral truths or iﬁaightaezl iIn éhe prairie novels:
this seems particularly true. Alexandra of Q Pioneers! senses
her fdentity with the land as she viawﬁ stars in the autuma
sky: "She aiways loved to watch them t9 €hiﬁk of théi&igasth~
ness and distance, and of their ordered maxéh, It fartiﬁied
her to reflect upon the great operatioens of nature, and when
she thought of the lawv that lay behind them, she felt a sense
of personal security., That night she had a new coansciousness
of the country, felt almost a new raiatzun to it.“zz Similar~
1y the intemsity of Marie Shabata's feeling for Emil is

expressed in a nature image:

2irwa writers note Miss Cather's mﬂraliscic nature
imagery: David Dalches, %i&;& Cath&gm Critical Int uectio:
{Ithaca: Cornell University Press, 1931), P 33, ‘and Blaom,
P 186.

22

0 Pioneers!, p. 7%.
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The moon was almost full. An owl was hooting

gomewhere in the filelds. She had scarcely

thought about where she was going when the

pond gliftered before her, where Emil had

shot the ducks. She stopped and looked at

it. Yes, there would be a dirty way out of

1ife, 1f one chose to take it. But she did

not want to die. She wanted to.live and

dream--a hundred years, forever! 4s long

as this sweetness welled up in her heart,

as long as her breast could hold this trea-

sure of painl! She felt as the pond must

feel when it held the moon like that: when

it encire ed and swelled w&th tnat image

of gal&;z

In The Song of the Lark, Thea Kronborg's awareness of
art comes as, on vaecation, she bathes in a canyon stream:
"One morning, a8 she was standing upright in the pool,' splash-
ing water between her shoulder blades with a big sponge,’
something flashed through her mind that made her draw herself
up and stend still wntil the water had quite dried upon her
flushed skin, The stream and the broken pottery: what was
“any art but an effort to make a sheath, a mould in whiech to
imprison for a moment the shining, elusive element which is
1ife itself,-~1life hurrying past us aand rdinning away, too
strong to atep, too sweet to &95@?”2& Later, the appearance
of an eagle sailing across the sky signifies to her the
effort, endeavor, and desire inherent in art. Like the caa-

yon, the ¢liff eity in The Professor's House suggests similar

23yp1d., p. 250.

2%tne song of the Lark, p. 304,
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reveletions for Tom Outland, for ft iz 1In 1fving in this en-
vironment that he senses the etornal contisuity of human
endeavor: this truth gives him snlimited energy, happinesasn,
and smbition. Claude Wheeler, in Ope of Ours, 2lse galas
insights from nature. As he looks at the acon which "seomaed
particularly te have looked down upon the follles aud disap-
pointments of men; {nte the slaves' guarters of old times,
fate prison windows, snd into fortresses wheve captives lan~
psuished,” he rveflectys upon éhe complezity of 1ifa: “Inside
of living people, toe, captives languished. Yes, fnside of
people who walked ead worked fn the bread sunm, g%are were capw
tives dwelling in darkaess,--never secn frem bilrth to death.
Into those prisons the weon gshene, and the prisoners crept teo
the windows and looked out with meurnful eyes at the white
‘globe which betrayed no secrets and comprehended 311. « .« .
And thaaé chtldren of the moon, with thelr uaappessed longings
and futupe dreams, were a finer rsce than the children of the
gun."%%

N

Some of the natural deseriptions used by Miss Cather
in this way traunscoend theiy context to bacome tnemorable images
on theilr own. The plow sflhouetted agaicst the dlasing sky
in ¥y Antonis becomes the tmage of all human striviag, while

in 4 Lest Lady, Biel Herbert's bouquet of moruing voses tosaed

259ue of Ours, pp. 207-208.
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fa & mudhole synbolizes the potentiasl treaschery of every
woman! !ULilies that fsstey smell far wat#a'tama‘w@aésﬂﬁgé

xiss.ﬁétﬁ@r*$'wutalixiug wse of nature imagery suggasts
tte infleence upon the smotional tone of her work. wﬁa sigw
atfteance of tona she explained im “The Nevel Domeudlid™: "It
ts the inexpliicable pressace of the thing not named, of the
overtone divined by the eay bot not hesrd by it, the verbal
mood, the emotional aura of the fact or the thing or the deed,
that glves high quality to the novel or the drama, as well as
to poetry i&aalfw“zy In her trostment of the fact in heyr
praizxic novels, Mises Cather genervally follows the eycle of
nature, the progrecsion of the semsons, to which all man’s
activities sre subovdinated. In both O Pioncers! asad Hy
Antonta, the characters dcem logs significant than the &#zk«
greund against vhich they novet two seasonsl cycles avre
related in full in O Pionceral, while Book I of Uy Antonfa
tovers a ons-year cycle. ?ﬁt@agnaﬁﬁ these novels the per~
speetive i the same: that man {8 & part of the larger
movemant of nature. In The Song of the Lark, this concept
13 expanded to suggest ths unbroken movement of man and
nature through the ages, to indicate the existance of a

centinuun of tradition, ov history, In the later psovels

265 Ko@ﬁ% Lady, p. 87.

—cn$

zgﬁathax, "The FRovel Demeudle,” On Writiom, pp. 41-42.
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ﬁnaat.dia@usaien,wemphaaia on natuie diminishes as man's
relatiuﬁahxg eo-isw&aganeraegaq

?he.ematiaﬁal tone of Miss ﬁat&ez*a*work~is'§&ir§?-
consistent; the actions of her characters may be heroic, ervel,
petty, or treacherous, b&t“the-révelaeiénsvéf thaﬁe~aetica§'is
subdued; the action swelles and declines; rather thsan burstiang
‘and breaking; the struggles of man are incidental fn terms of
the universe. Mise Cather achieves this cyclic movement in
several of her novels by setting her action at a distance, and
by revealiag 4t through the consciousness of a detached ob-

. Lady

is revealed by the distllusionment of young Niel Herbert;

server. The degeneration of Marian Forrester in A Los

Antonia's story is told by Jim Burden. Particularly in My
gn¢on$é is emotional content wminimised, for HMr. $h1mezda¥s
death is related in 1its effeefs upon the“surviving,vand
Antonia's unfortunate love affair is twice~removed from the
reader, being rvelated to Jim by the Widow Steavéns, Asg Miss
Gather said of My Antonia: *“There was the material im that
book for a lurid meledrama. But I decided that in writing

it I would dwell very lightly on those things that a novelist
would erdinarily emphasize,; and make up my story of the little,
every—~day happenings and occurrences that form the greatest

28
part of everyone's life and hayginesse“z

2aﬁather, gquoted in an interview by Eleanor Hinman,

Lincoln Sunday Star, (Nov. 6, 1921), p. 1.
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As a dramatis¢, Bugene 0'Neill necessarily emphasized
the very material Miss Cather sought to omit, and for him,
too, emotional tone became the essence of dramatie action.
Profane dialogue punctuated liberally by exclamation points
is sufficient indication that the emotional tome of 0'Neill's
work is far more intense tham that of Miss Cather. In a play,
the viewer is in the midst of the action; and in 0'Neiil's
dramas , #ha perspective is immeéiaﬁe,‘taeher than panorvamic,
as is the case with Miss Cather. In addition to dialogue
ttself, O'Neill achieves emotional tone by devices of stage
production. Already mentioned have been his use of nmasks
and asides; along with their primary function, these devices
create tone, as do sound effects. For example, the beating
of native drums in The Emperor Jones grows more intense as
Jones becomes more frightened; it cecases with his death, 1In
 BounidEast for Cardiff, O'Neill uses the ship’s whistle inm a

similar way; when Yank dies, the sound steps. And Mourning

Becomes Electra, opens and closes with the melancholy sea

song, '"Shenandoah.”™ Ia addition to seund, 0'Neill uses set~
ting to convey ewmotional tonme, Two encrmous elm trees brood
ire Under the Elms, suggesting

the spirit of Eben's mother, futl of love before Beiag'heateﬁl

over the Cabot farmhouse in De

down by the stony, perverted Puritanism of her husband. In
thiz instance, the mood stimulated by setting contributes to

plot motivation. In Beyond the Horizon, the alternatiom of
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intervior and exterior sets determines tone and supggests the
theme of the play. Ag 0'Neill said: "One scene is out of
doors, showing the horizon, suggesting the man's desire and
dream. The other is indoors, the horizon gone, suggesting
what has come between him and hig dream. In that way I
tried to get rhythm, the alternation of longing and of less.
Probably very few people who saw the play knew that this was
definitely planned to produce the effect. But I am sure
they all uneonseiausiy get the effect., It is éfteaveasier
to . express an i&aa through~sueh means than through words or
mere coples of real aeniaasa“QQ " 0'Netil had the same purpose
in settings for The Halry Ape and Dynamo. Here, scenery was
designed, not realistically, but suggestively, to iandicate
the oppressiveness of the machine upon human personality.

The creation of emotional tone, then, was ifimportant
for both Willa Qat?er and Eugene 0'Neill, for it frequently
influenced the structure of their work. O'Neill commented

upon this relatiounship between emotional tone and form in 2
'iettex to Joseph Weeod Kruteh: "Even the best éf modern
novels strike me as a dire failure. . ; . They are 2ll . . .
so padded with #ha‘unimpcr&ang and insignificant, 8o obsessed
with the trivial meaning of trivialities that the authors

appeary te me as mere timid recorders of 1life, dodging the

2951 Nei1l, quoted by Gelb, pp. 411~412.
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vesponsgibiliey of thet vuthless selection and deletion and . .
concentration on tho emotional which fis the test of an artist--
the foreimg of sipgnificent fazﬁ-a@aa,ex§$ﬁiﬂa§a~“3§ .

E&riigx; W&ii&;ﬁaxheg;ha@ nade 8 similar comment in
“faﬁrﬁﬁvai bDemeubie“: . "The novel, for a long while, has been
VQV§¥¥§ﬁ¥ﬁiﬁﬁﬁﬁm. The property-nan has been so busy oz its
pages; the impmrﬁau@& aﬁ'maﬁﬁfﬁax ebjacts and theily vivid
presentstion has bean so stressed, that we take it for gremted
whamvag@ﬁaa chserve, and can write the BEnpglish language, ¢an
write a novel. Often the latter qualification 48 considered
unnwgﬁaﬁaﬁy,“al More positively, she noted in "On the Art of
_?iet£¢n$“_tkaﬁ.“£$t, £t soewms te me, should sinplify. That,
indeed, i vary nesrly the vhole of the higher srtistic pro-
ecasa; finding what conventisne of form and what detall one
¢an do without and yet preserve the spirit of tha whole-~ge
that all one has suppressed and ecut avay is thare to the
reader®s consciousness as much as {f it weve in type on the
@mge.”az

Hutually deploving the triviality of the countempurary
novel, Mies Cather and 0'Heill were slseo in agreement upon

the literary criterias they ostablished for themselves. Boeth

3%'Het11, gquoted by Gelb, p. 530.
oather, “The Novel Demeuble,” On Reitive, p. 35,
3gaat&ar,rﬂﬂn the Are of ?iégigu,” Bn Heit
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were highly coencerned with emotional tone, “"the spirit of the
whole,” and both valued the concentration of content as an
artistic ovbjective. Theilr prececcupation with these criteria,
a8 well as their yrimaf? desire to convey meaning, probably
gfopaiied thegse authors toward the use of symbol, allegory,
and myth., Ian addition, both believed in' the necessity of an
author's immersing hinself in his art. Of this necessity,
tﬁtiia Qather once stateﬂ of the writer: "If he achieves
anything mnoble, anything enduring, it must be by giving himw
self absolateiy to his material, And this gift of sympathy
is his great gift; i¢ is the fine thing in him that alone can
make his work fiue."33

Perhaps the novel closest in form to what Miss Cathev
deseribed in “"The Novel Demueble” is A Lost Lady, for this
brief novel is one of concentration, and Miss Cather's realism
suggegcs instead of states, ereates aura rather than records
facts.3? According to ome critic: "A Lost Lady seems very

slight, even attenuated. But in essential substance, it is

3gcathe£, "The Best Stories of Sarah Orae Jewett,"
Qg,ﬁ:iging p. 51.

xntareatingly, this novel is constructed in changing
scenes of rapid succession, much like O0'Neiil's The Emperox
Jones and The Hairy gg ., Whereas the plays each aantain eight
scenes, Miss Cather's A Lost Lady is writteam in two parts, with
eight brief chapters compri&ing the first part, and nine chap-
ters comprising the second part. Similarly, the form of My
lortal Ememy falls into approximately five divisions, with
different settiagﬁ for each.
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richer than any of Miss Cather's books that preceded and, in
force of feeling as well as in the exhibition of the figure

"33 The

tn its particular earpet, vastly theit superior,
essential substance of the novel consists of allegory: 1its
narrative movement rﬁﬁosés'#ﬁé dissolution of a crippled
raizreédrbuiléar.aaa the corrvuption of his wife; fts asymbolice
action ié'thg destruction of a society and an age. Morve
aéegifﬁaglﬁg;-éaytaia Forrester represents not only an aging
and wfangé&lﬁaSBaad‘ but the pioneey strength and virtue
eséeam&d-sa‘ﬁighiy by Misa Cather. His £all, his illness,
and his death aré merely stages in the décline of the ploneey

ethic., BHis wife's adultery marks its devastation.

The allegorical content of The Professer's House
rests upon the central symbol of Professor St. Peter's two
houses: one, the old home in which he has writtem his l1ife's
work, and the other, the new house made possible by the winning
of an award and made'neeesgary by the demands of his wife,
Again, the allegory records a s8tory of defeat--the defeat of
the old, pioneer order by the new, materialistic one. There
are no Captain Forresters im this novel, but his historical
insight has given St. Petey ploneer virtue, His old home

represents traditional velues; the new home represents the

35Brown, "Willa Cather,” Literary O
P 505.

initon in America,
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sew ones of greed and materialism, The conflict between the.
two ordeys briangs 3t. Petey to the point of death, and to.a
'§&aa§¢;ua@giiiwgysurr@uﬁﬁz to the ney order. Ths allegorical
content of the novel @wﬂlaiﬁaé‘ﬁhua‘£$m=&3;amg&if&@&;&yygha
irragulse &aﬁuagn£@,¢£4aha'w@xkaag JIntervupting the main.
sction 13 an excrpt from a'ﬁiﬁngﬁﬁ Tom Outiand, 2 student of
the professor; this ederpt, h#ﬁ@ﬁﬁ?@tE&iﬁﬁeﬁ~$nﬁ$&f¥i9§.?ﬁ$$lw
16%fﬁﬁiﬁhﬁ pne slroady discusssdr past varsus present values,
or non-naterialiion versus materialism. The novsl's central
narretive involwves the zéiﬁtggrﬁﬁiaﬂ of Prefasacy St. Fege#
im#ﬁ_hi# family snd his scciety sfter the complstion of hils
14fe’s work; but st is the symboiic narvative which gives the
novel its meantiug. Pavrenthetically, the Biblteal origin of
St, Poter’'s nams might possibly suggast the asmtent of his
intended moral a%gaifieauaa;~

G'Neill's xgghmggaﬁ mgw‘mgggg was not one of his move
sutcessful plays, though he aﬁaw}wggardaa‘iﬁ.ﬁa ene of “the

most intsresting and moviag" he %aﬁ.wrﬁ@ﬁwnway,vym@habzy the

366£ the noval Miss Cather stateds “When % wrote ?ﬁg
Kmﬂﬁwﬁmmﬁ'& House, I wished to try twe expariments im form.
The first is the device often usad by the carly Freach and
Spanieh noveliats: that of insevting the Nouvelle fnto tChe
Roman. » « » But the experiment which fnterested me was some-
thing akin to the arrangement followed in sonstas in which the
acedenie sousta form was handled sowewhat freely." Cather,
"On the Fyofessor's House,” Ow Weising, vp. 30-31.

31&3#@ B. mgilaﬁt, "Phe Extraordinary Stary a& Bugene
o'Medll,” Amexican Magesine (Vovember 1922), p. 118.
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chief reason for its lack of popularity is its complexity,
for the play's two-feold aliegary is revealed through the ex-
changing of masks, On the narrative level, the play relates
the éefefma;ian of the creative impulse in a hostile environ-
ment. The artist is Dion Anthony, who is persecuted by Billy
Brown, 0'Neill's embodiment of worldly success. On the phil~
asoghieéi level, Antheny personifies the struggle bagween
paganism and Christianity, for the creative urge is alse the
urge toward spiritual sélf-fulfillment, ©O'Neill explained
the character of Dioa thus:

Dion Anthony--Dionysus and St,. Anthony--~the
creative pagsan acceptance of 1life, fighting
eternal war with the masochistic life-~denying
spirit of Christianity as represented ian St.
Anthony-~the whole struggle resulting in
this modern day in mutval exhaustion--crea-
tive joy in life for life's sake frustrated,
rendered abortive, distorted by morality
from Pan into Satan, into a Mephistopheles
mocking himself in order te feel alive:
Chyistianity, once hervoic in martyrs for
ftes intense falth now pleading weakly for
iatense,%elief in anythiag, even Godhead
itself.3 | -
This idea is &ramatizedlby-the taking off and putting on of
masks, and by the change in Dion's real face to that of an
ascetic, while his original Pan mask becomes Satanlc. On

the psychological level, Dion himself explaing the &lleg@ry:

383'Ne111, quoted by Clark, Eugene 0'Neill: The
and his Plays., p. 104,

o
=
o
=]
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Why am I afraid to 1live, I who love life and

the beauty of £flesh and the living colors of

earth and sky and sea? Why am I afraid of

love, I who love love? Why am I afraid, I

who am not afraid? Why must I pretend to

‘scorn in order to pity? Why must I hide wy-

self in self-contempt in order te uanderstand?

Why must I be so ashamed of my streagth, 6o

proud of my weakness? Why nmust I live in a

.cage like a criminal, defying and hating X

who love peace and friendship? . . . Why was

I born without a skin, 0 God, that I must

weay armor in ordeyr to touch or be &ouchad?39
This allegory indicates that Anzhany?s real self, which loves
iife for life's sake, 1s lost between the masks of St. Anthony
and Mephistopheles. UWhen Billy Brown, the exploiter, assumes
the demon mask, it brings him Anthony's suffering, but the
result is different, for in the death of Brown, both aspects
of self-~the Dion and the Brown--are harmonized, and the

40 '

conflict eads.

The two authors' use of allegory does more than
emphasize the impeortance of idea to their work; it provides
a technieal illustration of a basic confliét within their
characters discussed earlier~«the conflict between the ideal
and the real. This coaflict hinders the individual primarily
ae he struggles alone to know himself and the meaning of life,

for it 1is usually the character's ideal which brings him

39$hqrgra§g God Brown, Prologue, pp. 264-265.

40740 authors share this interpretation: Falk,
pp. 99-198 and Waith, pp. 36-37.
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into confliet with other human beinge snd with soclety. By
the uvee of allegory, Miss Cather and O'Nelll reinforce the
enistence of this conflict, since the conceptual tevel of
their work, contrasted with the narvative level, reveals.
thelr woral purpose--te state sn ideal against vhich they
tost reality.

That wyth, as vell a3 alloegory, may amyaasiﬁé fidea
and ftnfluence structure i filluserated in 0’Helll's Dapire
Under the Elms and Mouwrning Becomes Elecera. Both plays

heve as their source eclassical myth: the first play, the

ytus of Buripldes, the second, the famed Qresteia. The

Eirst play covers one sessonal cyele, hegi@aiag and ending

in spring. Ite actton is the ggggoljfgg\piéﬁz the father

has returned, brisglng with him a young wife who {s ifmmediately
sttracted to her Qteg&auﬁ Like Phaedra, Abble at firae con~
ceals her @aaaign fov Bhen with scorm; 1ike Phaedra, she asks
that he ba banisched; and like Phaedra, she and her stepson

fall prey teo lusg, O'Nefll modifies his souzce in the death
of Bphraim's aﬁppaaﬁﬁ child and 4n the g@&u:a of the sfin con~
nitted sgainst the geds. The cuvse en his son, uttered by
Theseus in the original, is transferved to Eben, rightful
father of the slain child, and the ain iz committed by Ephraim,
not sgainst the gods, but against Ebon’s mother. Ia expiat-
ing the wrong dome to the mother, Bbeu snd Abbie become

agents of the procsss of justice, directed against Ephraim,
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Without the claseical framework, EBben and &4bbile have no truagic
proportions, snd are simply the victims of lust., With the
regolontion of the play, the cyels of votribution ig finished,
for Epbhraim, cause of the curse, {g condemned to his land,
the very thing he had cavsteé;@l

Waile nmyth fp Desire Under the Elms contwols structure
and detormines the tragie chavacter of éha play, 1t is not
the only level of nmeaning whioh 0'Netll assigoed to his work.
Though wotivated by characteviszetion, the Biblical nsmes
Ephraim Cabot asgigﬁé'ﬁe hia sons suggest religlous Interpre-
tation: Peter {&hé rock) ensts a stone at his father's
house, while Simeon reitevetes the ildez of an eye for an aye;'
Eben (store of hope) is best suited te carvy on the family
1ine;: Bphrain embodies the arche@?@&% poatriaveh and the New
England Turitan tradition which represses 1i§a@ﬁ2

In addition, Desire Under the Ulms may be interprated
psychologliecally 29 e study is sezual repression. The frus-
trated wmateyrnal spirie ﬁwamﬁi@g over the play demands novrmal
sexualiey, which iz supplied by the lust and ultimate love
between Ebon and Abbie. The ?&riaam conception of sen as

ugly and sinfel conflicts with the materamal conception which

,%??h%a is 8 paraphracsing of the 1latervpretation of Rdgoax
FP. Racey, Jr., "Hyth as Tragle Strycture &n Desire Under the
Blms," 0 Neill: A Collectlon of Gritlesl Hssavys. pp. 537-61.

4215514, pp. 57-58.
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wiows Lt 83 o spontancous, unselfish, 1ife forece, whose ve-
43 '
pression can ereste 3 powerful asvanging spivit.

Eimilar lavels of meanling cdn be assigned to Houyrning

Becomes Eleetva. Again, umyth determines structure, with
0'Heill's drama following the Qrestijnplot. His famiiy shad~
owed by an sncient curse, Agsmemnon goes to the Trojan war;
during his abgence, his wife taekes Aegisthus and shares the
governnent of Argos with him. Whea Agavemnon vaturns from
war, he 16 wmurdared dy bis wife and hew lover. Later, his
son returns home ¢o kill his mothor and Aegisthus., After
this killing, Orestes is paya%ﬁévby‘tha Furies, and is doomed
to a 1ife of wanderisg a&‘ﬁxaﬁaﬁé big sin, st&xlar&y% Ezva
Hannon is killed upen his vreturn home from way ond his dis-
covery of his wife's dnfidelfity. Unlike his seuree, hovever,
0'Heill has Christine k§l1l herself instasd of boing murdered
by her son;: in addition, the modern playwright has placed hie
etiphasia upon Electys fnstegd of Orentes, and has asdded an
ineest metive toward the end of the play. Whereas Orestes
was haunted by the FPuries, Orin Mannon Lo haunted by the
raaii%aziﬁﬁ of his desirze.

The trilegy gelns ite significance as contemporary
tragady in the nature of its motivation--not fated curse, but

modern psychology. O'Hefll emphasised his e¢quation of the

'ﬁarhzs interpretation is suppested by Talk, pp. 935-98,
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-Geﬂipus and Flectra complexes with destiny as "a modern tragile

interpretation of classic fate without benefit of Cods~~for it

[Mournlneg Becomes Electra] nust, before everything, vemaln {2}
| wlbh

modern psychological play--fate springing out of the family.
The curse upon the Mannon family has not been determined by
fate, but by the Puritanical rejection of love symbolized by
the casting out u£ Pavid Mannon from the family because he
loved and married a Ftanah*ﬂgnadiau governiess who bore a
son, Adan Béant, vhose role in the play parallels that of
Aegisthus in the classical drama. The house of Mannen, then,
has been built on outraged pride and Puritanism, and its
members seek release in love aﬁé death. Lavinia Mannon i3
caught in the father complex, though outwardly she resembles
hey mother, while Orian peﬁse&gﬁé anﬁat«xal iove toward Chris-~
tine, even desiring to go with her to some "island of freedom
and peace.” The death of hér §arana$ and of Adam Brant seems
to release Laviania from her paternally~inspired inhibitions

and to lead her into a search for a love much like that of her
mother. Conversely, the deaths influence Orin in the diree~
tion of his father. Xﬁ‘is'iﬁgaymhalie,iaeeae that the two des~

troy each other, just as their parvents had been destroyed.

44919e111, quoted by Falk, p. 129,
&swhis ie basically the interpretation offered by Falk,
pp. 129~135 and Stark Young, "Eugene 0'Neill's New Play,”
O'Neill: A Collection of Critical BEssays. pp. 82-88.
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Orin commits suicide and Lavinia condenns herself to a 1life
locked away from the worlid., As she says, "E’m‘ﬁﬁﬁ last
Mannon. I've got to punish myself! VLiviﬁg alone &+ » + with
the dead is a wovrse act of justice than death or gxisea@"ﬁﬁ

Classical myth is replaced by archetypal myth in the
works of Willa Cather. And, as with so many elements in Migs
Cather's prairie novels, myth is derived from nature’s cyecle
of life and death., One interpretation of My Antonia holds
that the novel derives both meaning and structure in its
representation of the aga*alé.vegecaﬁien myth, Unity is
galned from the vepetition of ecyeles: the seasons of the
vear, the successive phases of human life, and the hievarchic
stages of civilization from a2 primitive culture te a sophisti~
eated one¢€7 A similay interpretation may be applied to
© Pioneers!. Both novels record the passing of the seasons,
and the first portions of each are devoted to the pioneer's
initial struggle to survive the elements and to dominate the

land. Human death~~John Bergson in O Ploneers!t and Mr.

ééMaurging Becomes Electra, "The Haunted," Act III,
ps 178. 0O'Neill biegraphers Arthur and Barbara Geld have
noted that 0'Yeill made Lavinia a symbelic representation of
himself, that her last speech "imcorporates both his consum~
ing preoccupation with the act of suicide and his mordant
telief in the inevitability of an even cruecler self-punishment,”
_ 4?Jamaa E. Miller, "My Antonia: Frontier Drama of
Time,"” American Quarterly (Winter 1958), p. 478,
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Shimerda in My Antonia~-relates to the cosmic order of time in
which winter follows the harvest of autumn. The cycle of
cultural evolutiom'is traced from fnitial im&igraﬁiea**
Sweden for the Bergsons, Bohemia for the Shimervdas--to migra-
tion from the Eas;,‘ﬁhe'ian&'étxuggieji%self, the establish-
meat of fromtier towns, and finally, the establishment of
small prairie ceities like Linceln, In the cycle of human
1ife, both heroines become araﬁetyves of the physical fertil-
ity which peréetuat@# the race: Alexandra, zh#dagh her
relationship to the land, and Antonia, through motherhood.
"It has been noted previously that of Miss Gaﬂhe:'s heroines,
Alexandra feels the closest to nature., R&infaxdingﬂher
archetypal significance, one critic suggests that'§£axaaéxa's
relationship to the land is sexual, with her role éﬁa:masgu*
line one as she initiates the cultivation of the iaad.ég
Antonia, on the other hand, embodies the faertilicy myths as
she moves through the eycle of physical woman come to flower,
the endurande of woman anernaxzy wronged, an&‘fiugily, woman
fulfilled.’

For both heroines, the movement through the 1ife cycle
is a symbolic cne: the protagoniste are not allowed to reveal

themselves fully and directly, thus becoming symbolic of what

éﬁaanéali, p. 72.
4%Mitler, p. 480.
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the reader desirves. Both Alexandra and Antoniz becoma
earth goddesses, individuals who are able to make the wild
land bear frult because of the ldentity they feel vwith it.
In addition, they are able teo inpose ﬂivili%atiéﬁ'ﬁpﬁa ie,
ereating a2 giant gavrden from the pralrie., Of Alexandra
Bergaon Misg Cather says?

When you go out of the house into the flower
garden, there you feel again the order and
fine arrangement manifest all over the great
farm; in the fenecing and hedging, in the wiad-
“breaks and sheds, in the symmetrical pssture
ponds, planted with scrub willows to give
shade to the eattle in fly~time, There is
even a white row of beehives in the orchard,
undey the walnut trees. You feel that,
properly., Alexandra’s house is the big out~
of~doors, and that it is in %ke soil that
she expresses herself best.>>

While Alexandra symbolizes the earth goddess who can eetéblish
order upon the land and make it flower, Antonia possesses a
dual role~-that of "founder of a prosperous farm and progenitor

of a thriving family.” In this béi&,'"ahe'§e@emaa the very

She lent herself to inmemorial human atti-
tudes which we recognize by instinet as
aniversal aand true. ¥ had not been mistaken.
She was a battered woman now, not & lovely
girl; but she still had that something which
fires the imagination, eould still stop one's
breath for a moment by a look or gesture

59paiches, p. 44.

519 pioneezst, p. 84.

52pandall, p. 142.
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that somehow revealed the meaning in common

things. She had only to stand in the ovchard,

to put her hand on a little crab tree and

look up at the apples, to make you feel the

guoodness of plancing and Eending and harvestw

ing at last. All the strong thisgs of her

heart came sut in her body, that had been so

tireless in serving genervous e¢motions. .« ...

It vas no wonder that her sons stood tall

and straight: She was a rvich ming.af iife,

l1ike the founders of early races. 3

Both herocines gain much of their symbolie significance.
€rom Misg Cather's personification of the land. Always, the
land is a distinet forece, at times benevelent, at times an~
tagonistie; at times eveative, at times destructive: “John
Bergson had the 0ld-World belief that land, in itself, is
desirable. But this land was an enigma. It was like a horse
that no one knows how to break to harness, that runs wild and
kicks things ta.pieeea.“sé Conversely, “the brown earth,
with such a strong, clean smell, and such a power of growth
and fertility in it, yields dtself eagerly to the plew:; rolls
away €yom the shear, not even dimming the brightness of the
metal, with a soft, deep sigh of happiness. » . » There is
something frank and joyous and young in the open face of the
eeaazxy¢“55 In both respects, the land provides a ﬁast for

the eourage and endurance of the pioneser, becomiag the base

53§g.&§ta§ia, ps 353,
SSIQ g d‘& 3 pa. 76;
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for Miss Cather's framework of ethics. On yet ano:har level,
the land i3 a manifestation of divine authority:. The man who
is closest to nature is closest to the infinite. Jim Burden

expresses this form of aystic primiﬁiviam ian gx

,atan:a:

Alone, I should never have found the gardenww
except, perhaps, for the big yellow pumpkins
that lay about unprotected by their withering
vines~~and felt very little interest in it
when 1 got there. I wanted to walk straight
on through the red grass and over the edge of
the world, which could not be very far away.
The light afir about me told me that the world
ended here: only the ground and sun and sky
were left, and if ome went a little farther
there would be only sun and sky, and one would
float off inta them. . »

The earth wss warm under me, and warm as I
crumbled it through my fingers. Queer little
red bugs came out and moved in slow squadrons
around me. Their backs were polished ver~
miilion, with black spots. I kept as still
as I could. Nothing happened. I did aot
expeet anything to happean. I was something
that lay under the sun and felt it, like

the punmpkins, and I did not want to be any-
thing more. I was entirely happy. Parhaps
we feel like that when we die and become part
of something entire, whether it is sun and
air or goodness asnd knowledge. At any rate,
that is happiness; to be dissolved into
something complete and great. When it ggme@
to one, it comes as naturally as sleep,

The use of myth continues in the works of 0'Neill, who,
1ike Miss Cather, creates an earth goddess symboel which appears
in many of his plays. In psychological terms, one critic

suggests that 0'Neill’s Mother Earth represents nan's id, in

by A tonia, pp. 16, 18.

.
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¢onflict with the super ego of the father which forbids ex-
pression of this natural love urge. Repregsenting a kind of
psycholegical primitivism, the playwright's Cybel, or Mother
Earth, is the ideal mether for whom all men toag,sy Her
prototype appears in Welded, where as the prostitute, she
symbolizes the sourece of physieal ergatinn. In ggg;gggﬁi God
Brown, she is the Cybel who holds the secrets of 1ife: "Always
spring comes sagain %earing 1ifel Alwaye again! Always, always
forever againl--Spring ggaiagvelifé sgain! Summer and fall and
death and peace againl--but always, always, love and conecep-

. tion and birth and péin againww!“sa In Dynamo, Mother Earth
is repreﬁanted'by Hrs. ?ifﬁ, symbol of simple, amoral sexuality,
while Abbie of Besire Under the Eims, possesses the same quali-

ties. Finally, Nina of Strange Interlude and Mary Tyrone of

Long Day‘'s Journey fntec Night may be xegarded as the perver-
sion and the iuversion of Mother Barth, no longer redeeming
man, but é@Vanring htm.sg |

For one critic, this emphasls on sexuality provides
the basis for interpreting O0'Neill's works as exemplifying

"i1ife~giving” and “iife-destroying” tension batwéen father

57paix, pp. 121-122.

Sgwhe Great God Brown, Act IV, Sceme II, p. 322,

59?31k s P 1250
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and mother imagesaéﬁ More than suggesting tension, however,
sexuality for 0'Neill symbolizes not mevely animal urge, but
the humian desire and sgiritaai need which could transform
iadividuals,él Furﬁhﬂrmara, as idolized in the Mother Earth
symbel, it suggests not love alone, but the wish for death
as part of the great c¢ycle of life, Particularly deo the
Mannons demons&r&tg the latter interpretation, for despite
their'amﬁivalenee, Orin and Lavinla regard Christine as a
mother symbol.

The vegetation myth used by Willa Cather, then,
acquires greater scope in the works of 0'Neiil. At the same
time, 1t is perverted from its archetypal meaning, for his
Mother Earth symbolizes both man's desirve and his failure to
achieve a'alﬁsaﬁﬁss to nature, and she neveyr appears in the
context of s natural world. Land, when a part of an 0'Neill
‘play, does not have the Cather dualiey, dbut is infertile,
resis#ént to man's efforts to cultivate it.

The 0'Neill symbol which contains the ambivalence of
Mise Cather's land ig the sea; for it, too, is at times
benevolent, at times antagonistic. In the early one-act

plavs, the sea is portrayed as an-antagaaistie forece;

601p14.

6IE&win Engle, The Haunted Hevroes of Eugene O'Neill
(Cambyridge: Harvard aniVQrsity Press, 1953), p. 249.
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uaverthéla%a, it gives the characters thelr small degree of

power: "it is their earth, their unacknowledged god.
Chris Christopherson of Anna Christie, the sea is a "davil,”
waiting to overwhelm in&ivi&ual$ with its power. Paradoxi=
cally, for his daughter, it is hope; for hew,'vienimtxed by
the land, whatever the sea eam‘affat i better than her past.
She acquieﬁuﬂ!ta the forece of the sea, and in deing se, modi-
fies its symbolism, so that for the later 0'Neill characters,
the sea becomes not only hope, but refuge from an uahapoy
existence., Ra%@rt-Maya views 1t aa-ﬁka answer to the promise

of 1ife, and for Edmund in Long Day's gguxnéz into Night, it

18 "the peace, the end of the quest, the last harbox, the
joy of belonging to a fulfillment bevond men's lousy, pitiful,
‘greedy fgars and hopes and dreams. . ."63

| As the sea gradually comes. to symbolize man's desire
to know the meaning of life, 0'Neill formulates an opposiug
symbol, According te onme critic, fog is 0'Neill's first and
last symbel'of man's inability to knoW'ﬁimself, other men, oy
his destiny. Fog surrounds the dying Yank in Bound East for
Cerdiff: 1t makes the force of the sea mysteriously ambiva-

lent to the characters in Anna Christie; and it 1s the werld

62yravis Bogard, "Anna Christie: Her Fall and Rise,"
O'Netll: A Collection of Critical Essays, p. 64.

6

*Long Day's Jourmey iato Nighe, Act 1V, p. 153.
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into which the Tyrones can escape from life in Long Dayv's
Journey into Night. As Edmund puts f¢:

The fog was where I wanted to be. Halfway down
the path you can't see this house, You'd never
know it was here.. Ovr any of the other places
down the avenue. I couldn’'t see but a few feet
ghead. I'didn‘t meet a soul. Ewverything looked
and sounded unreal. Nothing was what it is.
That's what I wanted-~to be alone with myself
in another world where truth is untrue and life
‘can hide from {tself. Out beyond the harbeor,
where the road runs along the beach, I even -
“lost the feeling of being on land. Thgéfag
and the sea seemed part of each other.
The struggle man expevriences 4in a&;empting to realize his‘ggal
despite opposing forces 1is conveyed through a similar house
symbolism used by both O'Neill and Miss Cather. The signifi-
cant action of Desire Under the Elms takes place in the house
‘built by Ephraim Cabot--his house is the most visible evidence
of his conquest of the land. Likewise, the Mannon house
symbolizes both the aspirations of and the curse upon the
Mannons; buileé with the great pride of the Mannons, It becomes
ultimately their tamb, just as Christine se aptly described it,
The FPorrester's home in 5waet'ﬁatar, though not symbolic of an
ancestral dynasty, is suggestive of a social and business
equivalent. But it topples, like the house of the Mannons,
because of the corruption which takes place within. In The

Professor's House, Godfrey St. Peter's home is alsoc destroyed,

84yp1d., p. 131.
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but in this case, the deatroyer is the materialiom which.
vonders old standards, old houses obsolete.

Boch Rugenc O'Neill and Wiila Cather %fhen, used symbol,
nyth, and-aliagaré to provide the siructure and emotional tone
of the works. Foy both the playwx%gh&f&ndieha novelist, the
idea was the thing; and while 0'Nefll's intellectual frame-
wortk was paychology, and Miss Cather's nature, the two writers
empleoyed surprisingly similar attitudes toward the importance
of emotional tone, and demonstrated aiaimiiat asgsigunment of
varied levels of meaning to thelr works via symbol, myth, and
allégery. Thalr use of these technigues differed, but the
authors' intention in both cases was the same~-~te create art
whiech, in the words of Miss Cather, iz a search for "gomething
new and uwatried, where the vala@s are intrinsic.” Both E&geﬁe
¢'Neill and Willa Cather were literary innovators to this end.

The Lanovations thai made emphasized the meanings they
wished to comvey, and elevated thelir characters to a signifi-
cance beyond the werks in which they appeared in such a way
that the works themseives'baﬁame the record, not only of An
age, a personality, or a land, but of man's universal sﬁtuggle}
to know himself and the meaning of life. The chavacters of
Eugene Q'ﬁeill and Wiiia Cather fall in thelr queaf, but
because of the technique of thetir ereators, they fail nobly,
so that they are twentieth-century representatives of the

eternal tragedy of man.



CHAPTER VI
THE GIFT OF SYMPATHY

Against the background of the roaring twenties, few
writers brought to American literature such diverse worlds
as did the geneee; lady of the prairie and the dissolute
playwright of Etéédway; In a period of literary renalssance,
each stood apart from the ferment, one e¢mbracing traditionalism,
the other modernism, Yet, despite these major contrasts,
there appear a startiiang number of significant parallels
within their works. And a stué? of these parallels suggests
that Willa Cather and Eugene 0'Neill were two writers, of
two worlds, with one theme.

Pirst, the novelist and the playwright faced essen~
tially the same problem~-~human responsibilicy $n an impersonal
universe~-Miss Cather gradually coming to agree with 0'Neill
that man, by the creative force of his will alone, cannot
_pravaii in a modern world:; instead, he is helpless in a
gsociety whose values are foreign and antagonistic to his
sensitivity. Second, Miss Cather and 0'Neill approached this
problem in a similar way, both viewing the story of man as
the story of quest, a dual quest to fiand self knowledge and
1ife's meaning in & world of changing values. And finally,

both authors reached the same conclusiom: ¢that twentieth-



175
century man {s doomed to failure, for the replacement of
~absolutes by e&e new values of mechanlzation znd materialism
robs him of his spiritual, ¢reative emergy; in addition, this
change renders man's {dealistie goals incompatible with
regliﬁy, mékiug human rﬁi&tiepghip& as inadequate as indivig-
#ai man himself,
| To Willa Cather aaé Bugene 0'Neill, the advent of the
century's scienca and technology brought not progress, but
its revegaé. They felt ﬁha? zhefaew tecﬁﬁe;egyxwas divarging~
man from pature, the physical manifestation éf a snprgﬁe will.
It was this comnnon éislik&ifog_t&air ewa-&ﬁma, then, which
led them into a siﬁilar‘aearch for value, mo;iva?edlaham_
tawaré soeial criticism, resulted in their literature of pes-
simism, and propelied them into both a personal agd 2 literary
withdrawal from their age into the campa:ative_seraﬁiay of the
past and into the calmness of isolation.

Despite their contrasting worlds, the two writers
portrayed chavratcters possessing a_éim;iar degree of sensitivity.
Robert ﬁaye, Claude wheeier,‘iamk, Paul~-~all ére lost saﬁia,
alienated from the world by their desire to find "something
splendid” in 1ife, frustrated by their inability te penetrate
the distant horizon, and doomed by the discrepancy which
exlists between their goals and their achievements. These
characters, in particular, are allike in thelr dreaming and in

their striving to know themselves. With the Cather characters,
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the struggle is primarily with the ignorance and antagonism
of others; with the 0'Neill chavacters, the struggle is pri-
marily a psychological one, in which the conflicting aspects
of perconality war for domigsance. Other charactetrs~~Pro-
fessor St. Peter, DPion Anthony, ﬁaw&aé Forrester, Reubea
Light, Marco Pelo, Myra Hemnshawe-~are also lost; but they
assume another dimension, illustrating the conflict which
exists between artistic sensibility and explqiaing'matexialism.
in some cases, these characters surrender to a life of meager
joy and much endurance; iﬁ-etheﬁs, they become themselves the
propagators of t&e new values.

The characters of O0'Neill and Miss Cather are alien-
ated not only from the world, but from love as well., The
marriage relationships portrayed by the two writers are gen-
erally in the process of disintegration. 1In Qne of Qurs,

Welded, The Iceman Cometh, My Mortal Enemy, and 4 Lost Lady

the misery rather than the joy of love is emphasized. Several
other works-~All God's Chillun Got Hings., O Pioneers!, and

Strange Interlude--illustrate the destructive power of love.

Family relationships fare no better; most reveal patterns of

escape and hate. The apparent conclusion here, then, is that

human xelationsﬁips offer no pathway to the meaning of life,

and that the reality of love cannot achieve the joy of the ideal.
” Society at large reveals another area of frustration

and alienation fer these charaﬁeers~ Both Willa Cather and
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Eugene O0'Neill felt that modevn soesiety, with its mass pro-
duction and its materialism, was destyroying man’'s individual
integrity, To this end, they established a dichotomy of
present and 9aath§aine§ as a means of criticizing contemporary
society. Both eateemed the asselute standards they felt to be
characteristic of past civilizations. Miss Cather venerated
these standards in her frontier novels, first attesting thelr
existence, then ehteniclﬁag their decline and eventual dis~
appearance., JIn countrast, O0'Neill wrote of a world in which
these values are already lost; his degenerates are simply the
praducts of the sickness of his day. While some of Miss
Cather's characters become weak and mourn their loss, otheys
become cowrupted by it; the ones who come clogest to a ful-
fillment of thelr quest are those who are able to compensate
for the value loss through the substitution of art oy pro-
fesaien. O'Neill's eharaetérs, on the other hand, are less
succassful in their substitutions, experiencing total failure.
For both authors, the fallure of contemporary man to estab-
1iszh new standarde 13 caused to a great extent by his altered
relationship to nature, modified by the substitution of the
machine for man's ereative desire. The characters are lost
between the ploneer and contemperary orders; unmlike their
creators, they camnnot retreat to an earlier age;, nor caa they

experience hope in the present one.
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The characters of Willa Cather and Eugene 0'Nefll,
then, are truly lest souls, for in gheir‘éegiéé to know them-
selves and to laarn the maaﬁiﬂg;aﬁ;lifw, they make their
quest on three levels: within their own souls, within their
human relationships, and within society at large. And in
every instance, they fail to find answers to the eternal
questions of man, Tﬁeir glorious dreams, the failure of
love, their dehumanization as a result of science and tech-
nology~~all contribute to the failure they experience.

And their struggle is not simply that of the artist,
the pioneer, or the dreamer, but of man universal, for the
personal i1identity of these characters 1s subordinmate to the
larger theme of their authors, and it is made universal by
the techniques of allegory, myth, and symbol. Despite the
differences in their orientations (0'Neill is now considered
primarily a symbolist, while Miss Cather is usually regarded
a moral realist), the idea‘of‘éhait works is the fmportant
thing, and to that end, ﬁath authors constructed an intellec-
tual framévbrk upon which to base various levels of meaning.
For O'Neill, this framework became the psychological ﬁhaoiias
of Freud and Jung; for Miss Cather, it was man's relationship
to nature. Obwviously, then, this framework determined their
uses of myth and allegory, O0'Neiil, for thd most part,
employing elassical nyth to réeveal modern psychological

tragedy, and Miss Cather contrasting her historical ideal
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with contemporary dissolution, To the latter end, Miss
ﬂathet-madé arechetypal figures of her pioneeve, thus merging
them into the old vegetation myths, much as 0'Neill sought
to unite the Dionysus myths with Christianity in The Grest
God Brown. Interestingly, the nature of these myths brought
Misgs Cather and 0'Neill to a similar symbol--that of the
eareth goddess, who for Miss Cather is embodied im her ploneer
hevoines' singular identity and success with the land, and
who for O'Neill symbolizes the source of love, creation, and
the secrets of 1ife. 'Additional symbols which demonstrate
similar usage are HMiss Cather's land and O'Neill's sea. These
nature‘gymbéls 6aanr throughout the entire canon of each
author's works, and for both Miss Cather and O0'Neill, they
are ambivalent~--at times benevolent forces, at times antago-
nistic ones. Simultameously, the sea and tha'iaﬁdraﬁfér both
fhope and threat to mankinég

A more significant parallel in the technigues of the
two authors app&ax# in their eriticism of contemporary nevels.
Both 0'Neill and Miss Cather felt that the literature of their
day was overwritten, and both called for economy of structure
and attention to emotional tone, "As Miss Cather put it, the
true artist nmust find "what conventions of form and what de~
tail one can do without and yet preserve the spirit of the

L 1 : .
whole.” Her novels, then, particularly A Lost Lady and The

1 v
Cather, see note 32, Chapter V.
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Professoxr's House, may be seen as masterpleces of econonmy,

sﬁxuccared in scenes similar to those of a play. With a
sinllary objective, 0'Neill attempted te put more substance
wiﬁhiﬁ»h£s~eaneegﬁra¢aé dramatic structure than did the other
playwrights of his day, ond felt himself essentially a
novelist.

Both Willa Cather and Bugene 0'Neill, then, wvrote of-
slmilar characters who share similar goals and similar de~
feats; of more importaunce is that both authors, by way of
allegory, nyth, and symbel, ﬁlevatéd the stature of their
characters to that ef'man universal, Consequently, the
fallure of their chavactevrs transcends 1ts literary context
and suggests that Willas Cather and Dugene O'Neill wvere creat-
ing tzageéy.z Certainly, tragedy was O0'Weilll'’s foremost
goal, and in aspirviag to its c¢reation, he gave the American
drama its greatest significance. And though Miss Cather did
not profess tragic intent, her works {ndlcate that her con-
ception of man's position ia the universe was, indead, that
which is characteristic of tragedy. The works of the two.
authors exhibit both optimism and pessimism, again charac-~

tevisties coumon to the tragic¢ view; for the pessimisa of

?1¢ is important %o note that tragedy as discussed
here is the genre not in its narrow, critical sense, but in
its most general one, invelving the characteristie spirit,
struggle, and failure.
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Migs Catﬁez and O0'Neill came from their idealistic vision of
the potentialities of man, and wvas demonstrated by their con~-
cern for the man Wwho dfeams of the horizen beyond.

Both Willa Cather and Eugene 0'Neill, unlike as they
appeared, had the same goal: to create art with intrinsic
values. They achieved this objective--within different
werlds, yet via similar themes and techniques. Of the writer,
Miss Cather stated: "If he achieves anything noble, anything
‘enduriang, it nmust be by giving himseif absolutely o his |
material. And this gift of sympathy is his greatest gift;‘it
is the fine thing in him that alone can make his work fineq3
6'Neill, like Willa Cather, possessed this gift of sympathy.
There c¢an be no doubt but that Bath he and Miss Cather gave
thenselves absolutely to their material. They 1lived with
thelr charaeters, they struggled with them, and they suffered
with them, ultimately admitting the same defeat, defeat which
caused them to withdraw personslly from their worlds as they

portrayed them.

BCather, se2 note 33, Chapter V.
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