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INTRODUCTION

During the last twenty-~five years Eugene Of'Neill has
been one of the more important, one of the better playwrights of
the theater in the United States. His plays have become impor-
tant for & number of reasons: their presentation of modern
problems; the argumentatlon, sometimes, of their solutions; the
number of characters from the lower strata of soclety that he
has brought to the stage.

Among the things that contributed to Eugene O'Neill's
stature as a playwright was his use of expressionism--the drums,
for instance, that beat a mad incantation in the jungle night
as a Negro Emperor is destroyed by evil hallucinations from his
past. Thla thesis has limited its scope to a study of that ex-
pressionlism,

In this theslis we wlll explore the concept of expres-
sionism and its history. We will show its nature a>a device,
the way it works, and its purpose in drema. While going through
the plays of O'Nelll, the expressionistic devices he used will
be singled out and listed. Further, each of these will be criti-
cised according to the aceepted principles of clerity, propor-
tion, and restraint. In the judgment passed, 0'Neill was some=-

times successful in his use of expressionism; at other times he

1l
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was found Qanting. The final conclusion of the data assembled
proves, we maintain, that as long as O'Nelll used hls expres-
sionism to analyse and portray emotlonal problems or confllcts
his drame 1s valld, true to life, good theater. But when he
used his expressionism to develop and portray intellectual prcb-
lems he falled, created poor plays. This then ia the thesis:

Fugene O'Nelll was successful in his use of expressionism when

he used 1t to snalyse and portray emotional problems only.

The method of development and proof will be first to
present, in Chapter I, a working definition of expressionism.
Since the device 1s not original with O'Nelll, it will be neces-
sary to list other dramatists who used it and show by comparison
what O'Neill added to the device for his own drama. Chapters
IIT, IV, and V will analyse the use of expressionism in three of

his plays: The Emperor Jones, The Hairy Ape, Days Without End,

three plays that are usually accepted as being representative of
OtNelll's work. The use of expressionism in these plays will be
Jjudged according to the norms of clarity, proportion, and re-
straint to determine how well or how poorly the device has been

used.

The Emperor Jones deals principally with an emotion,

Days Without End with an idea. The Hairy Ape presents an emo-

tlon end ends when i1t should begin to present an idea, a solu-
tion to Yank's problem. From the critical judgments passed on

O'Nelll's use of expressionism in these three plays, we feel
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that we can offer in the concluslon convineing proof to support

the thesis we are setting out to prove.




CHAPTER II

THE NATURE, FUNCTION, AND PURPOSE
OF DRAMATIC EXPRESSIONISM

Since the genersl concept of dramatic express;oqiﬁgw
must be made clear before we'attempt to apply it to any?p;rti-
cular plajgnit“wrii be tha~purpasewcf”thtsmcéégta;}ééfdefine and
explain the nature, furetiony-end-purpese- of expressionism in
1tself,

In Webster's New International Dictionary of the Eng-

lish Language, there is the following definition of expression-

ism,

in 20th century literature and drama, such interpre-
tation of life in stylized and distorted scenes and
characters of symbolic reality usually presented so
as to reflect the subjective state of the chief char~
acter,

@& . - ~ o3
C‘f{;ﬂrrﬂrﬁ.ﬂr"”"““zmw%n-i{" R
i ; R

Thua the definition dogs notﬁsay\that expressionism portrays ob-
jectivé reality as it really appears, but as an interpretation
of reality as seen through the subjective eyes of a character
undergoing an emotional strain. To one in this condition, ob-

jective reality seems distorted and unproportioned--scenes are

1 Webster's New International Dictionary of the Eng-
lish Language, opringfield, Mass., 1950, 899,

4
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no longer‘érue, people no longer real, but envisloned through
this hage of subjective misinterpretation. The scenes and char-
scters are merely symbolic of reality; they stand for an objec~
tive truth but are not the objective truth itself. The play-
wright is pursuing some theme of life that he (the playwright)
wishes to portray in this "wild" way. He 1s rebelling against
the ordinary appearance of things. The ordinary or "realistic"
appearance of things is not real at all. It is the inner sig-
nificance that must be brought out, the "behind force" that
seems to be directing things agalnst the actor. It 18 not the
surface that glves us the real meaning of life; 1t£§ the forces
beneath this surface, 1.e. the hidden motives, fears, drives,
desires 1In a men; and the hidden purposes and ends and desires
of a Fate, a Providence which set the pattern for this inner
struggle,

These things--the forces beneath the surface~-must be
drawn and pulled out of thelr hidden places in the mind of man.
They must be clearly expressed as the inner workings of his
mind and the workings in the providential mind of this "Fate"
working for or against man and seeking to help or frustrate him
at every turn. These inner actions, then, must somehow be
shown to the audience. The portrayal of ﬁhie inner struggle in

man through the means of outward devices is called expressionﬁﬁy

But how are these inner emotions and problems to be

shown to the audience? They must be expressed by the symbolie
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distartionhof the surface reality so that the audlence does not
look at 1t, (i.e. surface actions and expressions which they see
as every day occurrences) but rather at the forces at work be-
hind and beneath thlis surface reality. Thus, re-create the man
by distorting his words, hls appearance, his actions so that thq* '
portray as clearly as possible the inner state of his mind and
the inner conflicts which he is experiencing.

The author symbolicly distorts the outside world by
creating weird scenes, fantastic sounds, odd blendings of light,
odd sheping of the scenery so that they portray the relation of
outer reality to the inner struggle of the character. The pur-
pose is to show the inner meaning of all these things to man, at
least in so0 far as the playwrigsht estimates this inner meaning.
He tries to portray Fate as he sess and understands it by msking
the audience see, through the distorted vision of the actor, the
hidden meaning of man and Fate.

Thus & person in a mad rage, since his anger, as yet,
is still internal may through his own eyes 8ee hls enemy as a
huge fire-eating giant. In reality, the enemy is & sliuht, ner-
vous, unpretentious person of a very mild temperament, of an
even slighter physicél construction. The.aubjectiva state of
this character is in such turmoil that few, if any, objective
facts appéar as they actually are. The author must now show his
audience by some means or other Just what the state of mind of

his character is, and what the hidden problem poses for this man,
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He must poééray the imner feelings of hate, anger, fear, revenge
and so distort reslity that the audlience is kesnly aware of the
problem and sees it through the eyes of the character involved.
They must be made familiar with the charscter's inner emotions
that prompt him to any course of action that he may teke. They
must also see, through this character's eyes, the disproportion
reality takes on and how different this "reality" is from things
&8s they actually are, They must be cognizant of the promptings
of Fate and the course Fate has taken for or against this char~
acter, All these emotions and astruggles must be clearly por-
trayed and shown so that the audlence is visually aware of the
problem and the possible bearing this problem will have on the
actlons of the character,

This, theng‘is the very nature of dramatic expressione-
ism; to be able to eipreas this inner stats of mind and so por-
tray 1t on the stage that the audience is aware both of the out-
ward situation, and tng significance of the Ilnner struggle of the
character 1nvolved.y#ﬁ

However, although Webster's definition gives us & good
idea of what is expected from the use of dramatic expressionism,
yot we feecl that 1t must be rejected on the basis that it would
seem to 1limit 1ts scope to a main character or person, when this
is not necessarily true. Expressionism can be used on any char-

acter in the play. True enough, it will usually be employed by
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one of the';ain characters, but thls is not always the case. Any
person in the play could be made to use this device dependlng on
how the author wanted to portray and bring out a given confllct.
‘Then too, the definition makes only a passing reference to the.
inner meaning that is suprosed to be portrayed by this distortion
of outer reality. This is essential to expressionism as 1t is
the only way that the author has to show just what the inner emo-

tions of hils character might be in a given circumstance.

The Oxford Companion to Amerlican Literature provides

another definition, Here it is described as,
an aesthetic movement in which the artist expresses
his inner experience through the free representation
of objective facts...lt emphasiges the creatort!s mood
end attitude...and is concerned more with lndividual
intellectual concegtions, and less with the strueture
of exterior facts,

Here again we see the insistence of the author of ex-
pressionistic plays that everyday reality is not at all important
to him. What everyday reality i1s and how the author wants it to
appear in this particular case, are two entirely different things.
Objective facts are not important to the author; he will throw
them about, use them, abuse them, distort them as he wishes (for
he 1 "free" es the dafinition states) when he puts them on the

stage. He is not there to represent the surface appesrance of

2 Oxford Companion to American Literature, London,
1941, 231.
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of facts; (;hat is "realism" which the expressionistic playwright
detests) but he wants to go behind facts. He wants the audience
to see behind these facts, all facts, into the real inner mean=-
ing of life as the suthor sees it., He merely uses distorted
facts as symbols of this meaning.

The Oxford definition is also acceptable because it
stresses the expressionistic playwright's pre~occupation "with
individual intellectual conception." The whole world of the
inner mind is one of the favorite subjects of the expressionistic
suthor. To him it is the world that is really important. For
example, he considers what a man thinks as more important than
what he says or does. There, in the mind and inner feelings, is
where the greatest Strugglea and conflicts, fallures and success-
es take place, This element in the above quoted definition is
also good and can be used in this work.

That the author is concerned less "with the structure
of external facta" does not &t all deny that he 1s aware of the
importance of these aids, but merely signifies that he has plsced
less importance on thls facet of the problem. External faéta
and symbolie distortions of these facts are vitally necessary,
but not nearly as important as the actual internal mood and emo-
tional stress of the character.

Yet, we queation this definition as being wholly ade-
quate. It would seem to say that the aﬁthor‘s moods and attitu-

des are concentrated on and exploited at the expense of the char=
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acter., This cannot be, for, although the author's moods and
feelings must be expressed through means of the character, yet
these moods cannot overshadow the logical mood and corresponding
emotionas of the character. The author may have some pet theory
to proclaim or some basic philosophy to state, but he cannot
merely break into the play, destroy the loglcal course of events,
and state that this is the way he looks at the world and its
problems. The audience must be able to feel this from the baslc
problem which confronts the character and the solution that he
(the character) seemingly works out for himself., All distortions
of the scenes and the rest of the symbolic devices employed by
the writer must fit the problem and mood of the character, must
be true to the play's life and not a mere overt parade of the
author's opinions. These may be there, but they must be shown
through the character.

Thue we find ourselves once more in search of an ade-
quate definition of expressionism that will fit the purpose. of
this thesls. Joln Gessner, in his book, Masters of the Drama,

has & good one. He defines expressionism as, "the presentation
of inner stafea rather than outér reality, as well as the distor-
tion of the latter by the inner eye."S |

This definition has the good points of the two pre-

3 John Gassner, Masters of the Drama, New York, 1940,

485.
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ceeding on;; besides being simple and direct. It does not limit
the scope to the main character alons, for the words, "inner
states” seem to preclude this and to refer more to any person in
the play. Then too, it does not state that this conception is
that of the author alone; for again i1t says "the distortion of
the latter by the inner eye.” This means that objective reality
is distorted by the emotlonal upheavel of the charagcter and not
a mere stage technique employed by the author,.

One thing is lacking in this definition, howsver,
Gassner does not seem to Include the Inner meaning of ocuter resl-
ity, outer circumstances as accepted by the author. IHe seems to
be restricting his definition entirely to an inner state of mind.
The author's philosophy which ias in the background 1is the milinsux
of his play--the workings of Fate, Providence, the "behind force"
seem to have no place in his definition.

On the contrary, the workings of Fate, Providence, the
"behind forcé" are an important part of dramatic expressionism.
Without these‘there is no expressionism as we consider it here.
The portrayal of tﬁasa inner states 13 only half the story. What
caused these inner states; what problems presented themselves
what forces, Fates, providences worked on the lnner being of this
person--all these are the other half of expressionism. Thus,
though Gassner's definition stresses the outer portrayal of inner
states, 1t would seem to omit the symbolic portrayal of forces

outslide man, which portrayal is a true part of expressionism as
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we see 1t.
This is precisely what Lewisoln in his book, The Amer-

ican Theater, is driving at when he discusses expressionism. He

claims that,
expressioniam has two chief aims: to fling the inner
life of the dramatlc figures immedlately upon the
stage; to synthesize instead of describing, their world
and thelr universe into symbolic visions that shall
sum up whole histories, m.oralities4 cosmogonies in &
brief minute and a fleeting scene, :

This coincides perfectly with the full meaning of exe
pressionism as we see lt., The inner life must be portrayed but
not belebored. The use of symbols is essential but must never so
overshadow the action as to call attention to itself and thus
detract from the story as a whole., It must be done quickly and
clearly so that the sudience 1s aware of the full struggle and
yet does not become bored by any one aymbolic devlice that the
playaright may wish to employ., Unless and until this is done, t
the play will be merely a passage of hazy events with meaningless
scenes and confusing devices., The means used, the portrayal by
symbolic devices, would be far out of proportion to the end pro-
posed, the understanding of the play.

Mr. Lewlsohn has come very close to what we hold as

legitimate dramatic expressionism. We agree that the problem

4 Iudwlg Lewlsohn, The American Theater, ed. by M. J.
Moses and J. M. Brown, New York, 1954, 196.
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must be cléﬁrly analysed before the author ever sets pen to paper
for the actual writing of the play. We also agree that the de-
vice employed can never take the place of the real problem, for
once this happens we have an audlence entranced by the device and
not by the problem that the author would wish them to try and
solve for themselves.,

We see expressionism as the outward portrayal by sym-
bolic devices (fantastlic characters, scenes, nolses, use of
lighting, etc.) of the inner struggle of a men. This inner
struggle is also brought about by the playwright through the
workings of Fate, providence, & "behind force" which the charac-
ter can neither deny nor escape. This latter embraces the inner
meaning of the forces of the unlverse that are constantly acting
on man's soul. These forces, too, cause in him the emotional
upheavels, the soul-searing torments that so affect his view of
reality and the meaning of objective truth, that he is no longer
his usual self, but a new man entangled in his own problem and
inner strife.

Sometimes the playwright of modern expressionism pic~
tures what seem to be the relentless urgiﬁés of Fate on the scul
of this man and the inner realization of the irev.*ability of his
succumbing to the will of the "behind force" that governs him.

He makes his decision; is then pursued by the %orking of this
Pate and finelly realizes that the struggle against Fate is hope-

less. He awakes to the fact that he was doomed before he ever
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started, and thus enters upon that inner struggle that the author
tries to portray on the stage. To show how this could work, we
will clite an example from Gassner,

A woman 1s thrown into prison for her participation

in a revolution, While there, she mulls over the

struggles in which she has just been engaged., The

playwright viaualizes her thoughts in stylized, fan-

tastic scenes., If the great world is essentially

unreal to a character, the author makes the lmpresse-

ion by extravagant and fugltive scenes., If a char-

acter himself is unreal or only half-alive, the

author may give him a mechanical appearance and

supply him with a number instead of a name,S
Now all this is just what expressionism In its particular appli=-
cation to drama means. It is merely the attempt on the author's
part to let the audience see what 1s going on in the mind of the
afflicted character and the significance of that confliet. With-
out a full view of the character, both internally and externally,
the audience might be at a loss to see why he chose this course
of action to another one. Once his Inner emotions are made ap-
parent and his resctions to these made clear, then it 1s much
more easy for the playgoer to follow thls character to his logice
&l conclusion. '

Having thus established what expreasioniam is in gen-
eral, how it is put to use on the stage and why 1t 1is used at
all, we will now pass on to a brief summary of the history of
expressionism through the ages.,

Eugene O'Nelll was certainly not the first playwright

Gassner, Masters of tha Drama, 487.
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to employ ; general type of expressionism. The Grecks used 1t;
Shakespeare put it to work in almost all of his plays; Ibsen
employed it in many of his later works. The name itself was not
used until the twentleth century as can be sesen from reviewing
our firast definlition. There were devices in the enclent, medlev~-
al, and even falrly modern theaters that could be callad expres-
sionisms But we hasten to make 1t very clear that this would
cover nzthing that was expressive of inner conrlict. The Gre-
clan use of the masks and the chorus, Shakespearels asidea and
ghosts, Ibsen's foils (one character speaking the inner thoughtus
of another) all these can fall into a general class which could
be called expressionism. All these cen and do fall under the
ldes of portraylng the inner feelings, the inner thoughts, and
the inner conflict of the character, Too, they seek to show the
workings of the external ordér of providence, Fate, the "behind
force®™ on the 1life of a given character. But none of these had
the facillty of showing how outward reality sppeared to the emo-
tionally overwrought person. Eilther thelr ability was not wide
enough to imagine this or, what is more probasble, the stage of
thelr day just would not lend itself to such & complets portrayal
of clrcumatances. For, as Barrett Clarke says In A Study of the

Modern Drama, "what every expressionist is seeking is, in the

final analysis, what every serious artist hes slways sought-- &
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more effective means of expreasing 1ife."6

We do not mean to imply at all that the anclent greats
did not want to express life more fully, but merely that because
of teclmical difficulties they were not able to use all the means
as completely as the present day author. They sought to express
life, and did an admirable job as the present popularity of thelr
plays bears witness. They were Jjust not as thorough as the pre=
sent day dramatist and this fact and this fact alone shows us the
clear cut distinction between that expressionism and the expres-
sionism of the modern theater.

To portray these lnner forces and struggles and thelr
outcome, the Greeks used only two expressionistic devices: the
chorus and the mask. The Greclan mask of tragedy or comedy por-
trayed or summerized the overall lnner struggle by over-simpli-
Tied suggestion. DNelther of these brought the clash of emotions
ﬁithin the play, the varlations of feelings in the character in-
volved to the forefront of attention. As an expressionistic de-
vice, neither one gave the audience a chance to share the inner
problem or feel the inner emotion as muich as present day expres-
sionism does. Neither was able to show the struggle as inti-
mately., The chorus would thunder ocut at the audience that this
wag the problem; this 1s the emotion that the character was sup=
posed to be feellng at the present time; and this is the way that

6 Barrett Clarke, A Study of the Modern Drama, New
York, 1927, 408. ' - — .
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Fate will égrk things out in the present state of affeirs. The
device did not leave the audience free to work out the solution
for itself., The viewsr was not allowed to enter into the char~
acter, the scene, or the events. Instead he had but to listen
and agree, or go home feeling that something vital was being kept
back from him and that the play was incomplete. So much then for
this ancient use of expressionism.

Shakespeare, too, used expressionism. A. D. Mickle
speaks of the device that Shakespeare employed to bring out the
inner struggle of some of his main characters, such as Hamlet,
and Othello, He says,

Shakespeare's methocd of presenting such characters was

to make them speak themselves to other characters, and

then for one other character to sum them upPe...At tinmes,

Shakespeare's outward-living men soliloquisse, but such

silioquising is never self-revealing.?
Therse is not too great a difference between this form and that
employed by the Greeks. Shakespeare seldom 1f ever used masks,
and his charactera did not leave the stage when they were sup=-
posed to be undergoing this internal struggle, Sometimes they
merely stood to one side while a second or third person mused
aloud about thelr problem. Frequently enough his characters sum
themselves, up, but only when the stage is cleared of all other

actors ls the character allowed to speak his inner thoughts and

7 A. D. Mickle, Studies on Six FPlays of Eugene O'Neill
New York, 1929, 71-72, ’
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problems wﬂ;ch is certainly an unreal situation. Also, the
scenery 1s never symbolically distorted, there are no unusual
effects on or off stage by which the audience could be made aware
of the view of outer reality as the afflicted character sees it,

Shakespearean problems were often very deep and soul=-
searching. Hamlet's, Othello's, Macbeth's soliloqules showed
clearly enough that there was an inner struggle and that these
people were having a bad time of 1t solving thls Iinner strife.
Fate seems to be working on them as is shown from the lines they
speak, but therse ls missing that vital something, that clear pore
trayal of the hopelessness that objective reallity takes on at a
time such as this. Without showing this distortlon to the audi-
ence, the author frequently cannot show why the problem assunies
such great proportions, nor why 1t is seemingly so very difficult
of solution. Thus they have seen only half the character and
will not readily understand why he is having so much trouble with
a problem the solution to which 1s at least somewhat obvious.

We come now to a playwright closer to our present day;
Henrich Ibsen. This man employed & form of expressionism called
the "foil." For all practical purposes this was much the same as
a Shakespearean sililoquy. At tires Ibsen made his devlice &
little too large for the character involved. Again Mickle has a
good passage that might help to explain thls matter. !He says,

But Shakespeare's method of employing the slliloquy,

giving up the whole stage often to single charsascters,
so that they could speak out their secret feelings and
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thoughts...was obviously too artifielal, too unreal.

30 Ibsen boldly rejected 1t and substlituted for it

the foil., Of course Shakespeare used the foll butb

Ibsen went further...(Shakespeare's folls) were less

that the charscter they served., Horatio to Hamlet

was only like Bardolph to Palstaff...llke falthful

dogs one can address one's inmost thoughts too,

knowing that they will be listened to sympatheti=-

cally but never understood. But Ibsen's folls were

often deeper then the characters they were folls to.

They took the place of the introspective men's owm

mind., They were as understanding and relieving con=

fessional ears,B
As a consequence of this, the problem became too involved even
for the audience to handle or solve, Even hls characters who by
their very nature should have been extroverts would have their
tremendous inner struggles., He would then bslabor this problem
by various asides or speeches until the character no longer fite
ted the nature he was supposed to portray. Thers would be 8 com-
plete reversal in his person, and the true to nature element
would be eliminated, leaving only a person bewlldering both to
himself and to the audience,

Agaln, there was no symbollc distortion of scenery,
no suggestive settings or stage effects by which the audience
could see reality as 1t sppeared to the confused person. Since
the audience could not ldentify ltself with the character, it
would tend to lose interest in the problem and nerhaps in the
play 1itself.

Now, as we can easlly see, this earlier use of expres-

8 Ibid., 73~T4.
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sionism dif}ers widely from the use as applied in the present
day theaters. Baslcally they are the same. Both the modern and
the earlier playwright try to portray the inner workings of the
character; both try to portray the movements of some "behind
force," some Fate that is driving and pushing the character for-
ward, Both used some sort of device or other to ald in this
portrayal: choruses, masks, folls, asides, Yet there is one
difference notable between these earlier forms and the form of
expressionism employed by O'Nelll., None of the earlier forms
went so far as to have stylized or symbolically distorted set-
tings and characters of O'Nelll, PFrequently, the audience then
was left to flgure out for themselves just how reality looked to
a person in this emotional state., O0'Neill would not allow that,.
He wanted full audlence participation in his plays; he wanted the
spectator to know everything possible about any one of his actors
8o that they too might see the problem as the author viewed 1t
and be interested in its solutlon as if the problem belonged to
them personally. To O'Nelll, then, this was the prime purpose of
expressionism, It was for this very thling that suthors and play-
wrights down the centuries, from the Gresks to the present dsy,
had been striving: a full and complete audience participation
and understanding of the problem that was at one and the same

time personsl to the actor, and baslc to people of all times, It
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is for thils "more effective means of expressing 11fe"9 that avery
author and playwrisht through the ages has been reaching.

To show how the exprssslonism of today developed from
1ts anclent source, a brief look at the history of modern expres-
gionlism will not be out of place here,

More than forty years ago, several young Germens popu~-
larized a mechanical sort of stage technique known as expression-
ism. It 1s a German product, the word itself was first coined
in Germany about this time. It was a direct reversal of Realism
which was slowly beginning to fade out, just as Romenticlam had
done 1in the previous century. Dramatists were searching ever
deeper into the "behind 1life" of their characters to be able to
portray more fully the inner life of their protege. A4s Clarh
states,

Younger dramatlsts, that is to say, dissatisfled with
the formulas of Becque and Ibsen and thelr followers,
have sought different means of expression: it is not
enough to record whaet ssems to be the actual words
and acts of A; his thoughts, subconaclous soul, and
his acts are summarily presented by means of a symbo=-
lic act or speech-~alded by sceniry or lighting--and
& "ew" method has been evolved.l0

A Swedish writer,Strindberg,was probably the first
modern playwright to employ thils technlque to any advantage. IHis

own life, llttered with broken marrisges, trips to mental lnsti-

9 Btudy of the Modern Drams, New York, 1927, 408.

10 Ibid., 409,




22
tutions, 1ﬂ;er conflicta of all kinds, led him eventually to try
to portray all these hidden emotions that he had stored up within
himself. In doing this, he gave the theater its first real taste

of modern expressionism with such plays as The Dream Play and The

Spook Sonata, In both, he employed fantastlc settings to come

mmicate to the sudlence as much &8 the inner feelings and out=
ward distortions of hia characters as he was able. Perhaps to
him more than to any other person in the modern theater can jJjustly
be affixed the title of "father of modern expressionism,"il
About the same time that 3trindberg was having sc much
success with this novel experiment in Sweden, a young German by
the name of Frank Wedekind started penning his works for the
German stage., IIis Dance of Death and The Tenor showed "his love
of sensationalism and his impatience with organized ertistry."1e
Around him clustered a group of playwrights such as Hasenclever,
Kaiser, and Kronfeld, all with the same 1dea~-bringing to the
stage something new and sensatlonal. Jessner, Fehling, and Kort-
ner, noted directors and actors alded in this movement and col=-
lected a fine band of stagehands who could conastruct the scenes
rand set up the off-stage hélps which these new men needed and
desired. The theater flouricshed; the audiences were more than

pleassed with this new fad which enabled them to see ever more

11 Gessner, Masters of the Drama, 480.

12 Ibid., 482-487.
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clearly, the whole character.
But as often happens, this new movement was suppressed

long before it had time to get a real foothold,

These innovations, variously justified and variously

assailed, were the last experiments of the CGerman

theater., Upon selzing power, the Natlonalist Soclal=-

1st party quickly placed the entire theater under 1its

boot, and most prominent playwrights, actors, and pro-

ducers either went into exlile or were sllenced. The

theater that had been for decadss the most independent,

humanitarian, and boldly experimental in Western FBurope

for nearly half a century bowed to totalitarianism,.l3
Just as the suppression was overrunning Germany, O'Nelll was re-
covering from a serlious attaakUOf tuberculosis. During this
period of comparative inactivity, he had read very widely. His
reading brought him into contact with Strindberg and the German
playwrights and their manners. He had written a few of his plays
using the new expressionlism, but the idea had never been 30 crys-
tal~clear as it now became. The great advantage that thls medium
could be put to in the American theater struck him like a thun-
derbolt. Thus we have the beginning of the expressionistic move-
ment in the American theater: the particular use O0'Nelill made of
this deviece. Thus what O'Neill employed cuuld be called "new"
only in the sense that a more modernistlc superstructure had been
added to & very old foundation. This new superstructure, then,
is what modern playwrights and critics are refering to when they

speak of modern expressionism,

13 Ibid., 493.
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ﬁ;ving determined the neture of modern expressionism
and distlingulshed it from forms used by the Greeks, by Shake-
speare and Ibsen, we come to a consideration of its use in the
modern theater, |

It is clear almost without saying that the suthor or
playwright must have & problem which he wants solved in the play.
The problem should be & soul-searching and clesrly evident one
to the audience. There follows from thls that eny use of a sym=
bol must always be subordinated to the problem at hend, and that
the device cannot be used solely for the sake of the novelty or
newness of the creation. As the "punishment must fit the crime,"
80 too, must the symbol fit the problem with which 1t is connect-
ed., We will take a few examples to 1llustrate this point.

To express an inner emotlon of great fear or dread, the
playwright, may, perhaps, call for the use of a continuous deeply
resonant drum beat. All the tlme that the character is impri-
soned by this emotional state, the drum would continue to sound
in the background., Its tempo¢ and volume would incresse or de-
crease as the fear grew correspondingly greater or less. Thus,
at a time of an emotlional climax, the drum might thunder forth
to an almost deafening pltch. The ticking of a clock might, undeg
great emotlonal stress, assume the proportions of a giant's foot-

steps on en old wooden floor. The slowly increasing pltch and

tempo of background music in a thrilling murder story certainly
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helps to cé}ture and hold the attention of the audience.

All these devices are parts of the outward portrayal
of thls inner messsge. They are used to show the esudlience how
small, insignificant things suddenly take on huge dimenslons in
the mind of the actor and finally serve in no mesn way to over-
whelm him,

It may be that the author will employ merely the use
of a mask which the character puts on and takes off at will as
the circumstances of the play demand. Still agein, as was fre-
quently seen in the days of Shakesapeare, the actor may speak his
inner thought in an aside, thus giving the on-lookers a notlon
as to the true feeling that he is harboring in hls heart.

But so far we have only the subjective side of the
plcture. What happens to reaslity at thls time? How do things
seem to appear to a person in this state of confusion? Besldes
the problem of making the audlence aware that there 1s an inter=-
nal struggle, the author now has the added problem of portraying
reality as it appears to this afflicted person. In our day, he
{the author) is greatly aided by electricity and all the hundred
and oﬁe other mechanical devices that our age provides. By
clever lighting and shifting of scenes, he can pretty well imi~
tate this dlstorted vision of hls character and show the audience
just how things look to him. This is by far the most important
part of the entire process, for should the author fall here, he

might well ruin his play and fall into that bane of all authors,
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melodrama. )

The drum beat and the ticking clock could again serve
las good examples. That insistent "drum beat" that the actor has
heard may be nothing more than the gentle rustling of a leaf
againet a branch, The actor is disturbed and his heart beat 1is
far above normal, As the danger gets closer, thg beat of his
heart increases and so does the tempo and volume of the drum,
which is, in this instance, an aid to the audience. The audlence
is aware that the nolse is merely a natural result of the wind,
but the character is far from convinced of this. To him that
particular noise 1s as a clap of thunder and as his emotional
strain is worked up, so too ia thls nolse. The pounding increas-
es and increases egain and again, until it is as if some huge
god were hammering rslentlessly against an empty metal cylinder.
Doom and the climax are at hand, and the actor 1s beside himself
with fear.

Now the suthor has to show all this to the audience.
By this time many of them will have started for the exits, litter
ally having been driven out of the theater by the stage mechanics|
The author must make the audlence aware that the leaf and branch
have teken on & far greater signiflicance In the actor'!s eyes.
This he can do by gradually changing "props." The leaf becomes a
stick, then a hammer, and flinally a huge sledge=-hammer, wielded
by some grotesque looking character. The branch turns from wood,

to lead-piping, to a large tin can and at last to an empty oll-
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drum. During the changes in scenery and the corresponding
changes in the actions of the character involved, the audlence 1s
made keenly aware of all circumstances and is actually carried
over to the emotions of the actor,

Witneses this in the motlon pleture, High Noon., Will
Caine, the sheriff, has vainly sought aid for hls coming gun bat-
tle with Ben Mlller. Miller's traln arrives at noon, and as the
time gets closer, the audlence 1s forced to focus its attention
on the large pendulum clock on the wall of the sheriff's office.
Caine returns to the empty office five minutes before twelve and
begins writing. The e¢lock ticks quletly oﬁ, and the camera turns
1ts eye from Caine to the pendulum to Calne. As the time grows
shorter, the tlcks of the clock become gradually louder. In the
background the ominous beat is taken up and accompanied by musie,
equally as fore-boding. The streets of the town are desolate,
and there is a dead silence in the local tavern: all aids to
increase the mounting tension of the situatlon. The station-
agent looks at his watch and the numbers seem to jump out at him
as the small time plece booms out the seconds. At last, seconds
before noon, the theme has assumed & terrific tone; the clock
thunders out the seconds, the beat of the muslc booms out the
moments. Suddenly all is shattered by the blast of the whistle
as the train nears the statlon., The spell is broken, and if one
is aware of 1t, an audible sigh escapes the spell-bound audience.

They have been so caught up by Caine's emotional struggle and so
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engrossed in his problem that they too have become, as it were,
a part of Caine's soul., The director has let the auvdience see
just how things appeared to Caine, and the unearthly quiet that
he rust have felt as he realized that with each beat of this
clock his probable death became more certain,

Therefore, by means of stylized settings and distorted
scenery, the suthor portrays the way objectlve reality appears to|
e man afflicted with this inner struggle. That the inner world
of this character is one huge muddle of seemingly insoluble prob-
lems, is immedliately obvious to the audience from his actions.
But why such small things as the movement of a leaf or the tick-
ing of a clock could so antagonize him, would be far beyond theln
grasp, were they not allowed to see just how the device was séen
by the actor. Then slowly but surely they grasp the complete
sltuation and teke part in the inner conflict.

Yet with aell this the playwright must exercise a cer-
tain amount of restraint. .Tha symbollic device that he uses must
be closely allied to the inner struggle. The distortion must be
in close proportion to the type of character that the actor is
supposed to be portraying. If he intends good drama, the author
can never use a devlice for the sake of the device alone. He can
never go so far afield that his character's reality, humanity,
and individuality would be destroyed or lessened to a notable
degree. Therefore, the symbol must fit both the character in-
volved and the situation in which the person finds himself,
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fie symbol must also arouse and hold the attention of
the sudience., Once this has been done, then it must focus atten-
tion on the problem at hand and keep that problem before the au=-
dience. Should the symbol or device ever over-shadow the thing
1t is meant to portray, then the audlence would be even more con=-
fused than 1f it had not been subjscted to the device in the
first place.

We now come to the purpcse of all this stylized acting
and setting. Why should the playwright tske on so difficult a
task when the ordinary portrayal of a play might serve just as
well?

The purpose of dramatic expressionism can readily be
sald to be the same a&s the purpose of serlous drama 1ltself; name=-
ly, in tragedy to purge pity and fear, and in comedy to exalt
wonder and admiration at moral triumph. It might be well at this
point to make a brlef digression to explain this purging of pity
and fear, Plty and fear In themselves and &s we experlence them
in real l1life are quite different from the artistic, refined emo-
tions of the stage. In real life,

Pity is a sort of pain at an evident evil of a des-
tructive or painful kind in the case of somebody who
may not deserve it, the evil being one which we might
expect to happen to our friends or to ourselves and
this at a time when it seems to be very near at hand

essAristotle defines fear as s species of pain or dis-
turbance arising from an impression of impending sevil
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which is destructive or painful in lts nature,14
Therefore, accepting Butcher's opinion, In everyday life there
is no admixture of pleasure with the pain. It is directed im-
mediately towards ourselves and is unrefined. In tragedy, how=-
ever, these emotlons are purged of their lower elements and di-
rected towards unlversal truths represented 1ln an idealized hero.
The plty and fear aroused by the representation of an even great-
er pity and fear in the ideallzed character causes thz audlence
to lose themselves and forget their own problems while they are
taken up with the tremendous sufferings of the herc. The au~
dlence is made to fesl a certain "sympathetic ecstasy or lifting
out of itself."1® It is precisely at this point that the baser
elements are driven out and there comes Into the soul of one wit-
neésing this strugéle a certaln amount of traglc pleasure. The
spectator 1s a detached person, & kind of juige, who sits in on
this trial and views the thing in an objective light, His own
problems seem insignificant when he sees the struggle of the
character and he becomes lost or at least taken up for the time
belng in the solution and struggls of thls person on the stags.
Again, Butcher, in hls translation of Aristotle's Poetics, says
that

14 Aristotle, Theory of Poetry and Fine Art, transl,
eand ed. by S.H. Buteher, London, 1932, 23.

15 R. J. Schneider, The Use of Traglc Irony in Four
Playsof Eugene O'Neill, M.A.Thesls, West Baden College, 1949, 16.
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pity éhd fear are purged of the Impure elements that
cling to them in life, In the glow of tragic excite=-
ment, these feslings are 80 transformed that the net
result is & noble emotional satisfactlon.

It 1s therefore the purpose of dramatic expressionism
to aid in the dramatic purging of these elemental emotions. By
means of stylistic settings and devices, the author seeks to por-
tray more completely the entife problem and to express to hls au-
dience not only the internal strife, but elso the accompanying
external distortions as they appear to the character. Carrled
beyond himself, the theater-goer enters whole-heartedly into the
action that is unfording before him and feels a certain '"noble
emotional satisfaction” in this participation in the struggle of
another belng. If and when this 1s accomplished by dramatic
expressionism in any'play, then and only then, can this device
be sald to ably fulfill its real purpose in the theater. Once
the viewer has put himself In the place of the actor and has seen
that these problems effect humanity in ganefal, he has become
part and parcel of the play. Yet he still views 1t in the sense
of a judge, for the emotions of fear and pity that he feels wilth-
in himself, and that emotion that would probably crush him in
ordinary life, leave him now purged of this sslf-centered emotion
via the detachment of art. He 1s not crushed by the emotion,
but instead 1s lifted up by 1ts universal significance and re-

sultant emotional purgation.

16 Butcher, Arjstotle opn Poetry and Flne Ark, 267,
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In propsr restraint, proportion, and clarity, we are
gilven the three norms by which we can determine whether or not
dramatic expressionlsm fulfills its purpose in the play. Ir it
1s used in this way, 1t becomes no small aid ln bettering the
entire story. If any one of these elements is lacking in the ex-
presaionistic devices used, it is quite posslible that then the
entire play will turn out to be nothing more than melodrama.
kver. the sudience will go away with the idea that there was some=-
“thing deep thet had to be portrayed but that this was never quite
clearly shown. The entire lssue will remain clouded ﬁy the
greatness of the symbol, and the symbol for its own sake would
be the thing that the people would remember.




CHAPTYER 1III
THE USE OF EXPRESGIONISM IN
THE EMPEROR JONES

b
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Having thus found out just what expressionismﬁﬁs,fhﬂn~

1o—tsiped-tn-the theater, end what the purvose is in wslng it,
we will now apply it to;;g;cific plays of Eugene O'Neill. Wq>

will attempt to show that his drama was improved or madb'wofse
by the employment of this device, Jjudging tha la§;er on the baslsg|
of proportionality, restraint, and clarity.f The first play we

will treat will be. enewof-hie~mostfamous theetrieal woriks, The

Emperor Jones.

Written in 1920 and published in 1922, The Emperor
f Qﬁ “@‘4 §Wﬁ%

Jones 1s probably the best known of O'Neill'éﬁkérks.l
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A giant Negroﬂ Brutus Jones, former pullman porter and

cang

ex-convict, makes himself in two short years the despotic "em=
peror" of a West Indian island. His success 1s due largely to
the myth he has bullt around himself. The Negroes of the island
are & highly superstitious lot and readlly believe the fables

NTDM
1 Eugene 0'Neill, Nine Plays, New Ygurk, 1352,,;9-20
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Jones has told them. Not the lesast of these taﬁes is the one by
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which Jones has persuaded the natives that he can be kllled only
by a silver bullet, For two years he explolts the populace, en=
riching himself at thelr sxpense. He teolls a cockney trader that
he has been planning his escape for sometime and that when the
inevitable rebelllion does come, he will escape to France, there
to spend thae fortune he has amassed.

As the play opens, the rebellion has alrea’y begun.
The natives have stolen Jones! horses and have retired to the
hills to plot thelr revenge. At the edge of the forest which
surrounds hls palace, Jones has cached some food for his antlci-
pated flight, At the beginning of his flight, Jones 1s unable
to locate the hidden supply and darts off wildly into the abyss.
In the distance he is awéra for the first time of an incesszant
beat of a tom-tom, paced to the normal pulse and gradually in-
éreasing in tempo. The great Jones senses for the first time
that all is not going to go as he had plenned and becomes graatlﬁ
wnerved. He seeks the trail that will lead him to the other
side of the Jjungle and to the French gun~-boat that awalts him,
but he 1s lost. His courage 1s sapped by his mental encounters
with people and scenes from his past 1ife. These brief symbolie
pictures show hils return to his own and his races history: the
murdering of his companlon Jeff; his escapes from a Georgla chain=-
gang; the slave auctlion block; the hold of the slave ship; and
finally, the witch doctor and crocodile~god of the Congo., In
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each scene ﬁe fires a bullet to rid himself of the fearful ap=-
paritlion. Ir this final dreeam encountsr, with the crocodlle~god,
he flres the last bullet, the sllvar one, which he has kept as &
Jucky charm and a means of sulcide., During his wild psychologli-
cael return to hls savage state, he makes a complete cirele iIn the| -
Jjungle and retums to the place where he had entered. The save
ages who have been chenting evil spells and moulding silver bule
lets throughout the night, now walt to riddle him tec Jsath in a
hale of sllver bullets. The play ends wlth the trader comment-
ing, "Silver bullets! Gawd blimey but yer died in the 'elghth o!
style anyhow,"2

In The Emperor Jpnes the naturé of expressionism can be|

the symbolic portrayal of atevistic fear and atavistic race
strains, Jones is doomed from the very first moment we see him,
end he is fully aware cf his plight. All through his life he haal
had this desire to rule and become a leader, a real "emperor."
But all through his life, he has been forced to the realization
that he will never reach his goal. Thie fear and dread of the
past nistory of hia race has been the driving force behind all
his actions. Pate has decreed for the Negro and for this "nige
ger" (a word which Jones often uses in reference to himself) in

particular, an ilneviteble doom. Every so often he 18 allowed to

see the "light" of the "white men's world." But he is never ale

2 Ibid., 35.
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lowed more ghan a fleeting glimpse of this 'super-world, and every
time he attempts to go beyond the mythical line of his race, he
is rudely thrown farther back into the depths of his race history;
No action that he c¢an perform, no ldees that he can concoct in
his "mighty" brain will ever get him out of the abyss that Fate
has set up for his race. As Mayorga says in her book, The Amerl-

can Theater,

It (Emperor Jones) goes further and deeper into the
fundementals of Wegro characteristics and shows how
the development of the Negro from the days of his
Bushmen ancestors, and through hls slave experlences,
has resulted in a type of mind which finds it impos-
sible to eac%pe from its inheritance, even when gilven
its freedom.

Thus 0'Neill is feced wlth the problem of presenting
this atavistiec race problem by means of expressionlsm. Ile had
chosen this means as the one most suitable for the portrayal of
the character of Jones.

As for the functiop of expressionism in thls play,
there is probably no one ;;&; of O'Neili;that uses this device
8o liberally. From the middle of the opening scene to nearly the
end of the play, each action is represented in some styliged
scene or setting. The audlence is grseted by the soft, but in-

slstent beat of a distant drum. As the beat increases in tempo

and volume throughout the scenes, so do the actlons of Jones be-~

3 Margaret Mayorga, The Amerlcan Theater, New York,
1930, 323-324.
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come more Elaahy and execiting.

During Jones'! long night in the forest, he 1s haunted
continually by the spiritual apparitions of his past life. The
Littls Formless Fears that have crept out of the deeper blacknead
of the forest glare and glitter at Jones. Thelr use is clear
from the stage direction at the beglinning of the scene. Here
O'Neill has them,

+ssmove nosielessly, but with deliberate, painful ef-

fort, striving to ralise themselves on end, falling

and sinking prone agein...a gale of low mocklng laugh=-

ter like a rustling of leaves...%
This "deliberate, painfui effort" and the "failing and sinking
prone again" can readily be interpreted to portray symbollically
the vain struggle that Jones' race has made and 1is making with
Fate, Try as they may they cannot rlse to any stature, and they
never will be able to do so as long as Fate has decreed otherwise
for them. The "gale of low, mocking laughter" could mean that
thls same Fate watches the struggle of Jones and hls race and
rejoices in the pitiful effort and inevitable downfall that fol-
lows. Jones himself sees in thls the futllity of his struggle
and that of his race, but relentlessly pushes on into the night.

When he meets the first vislon, Jeff a companion whom
he has killed as the result of a gquarrel during a "ecrap" game,
is rolling the dice in rhythm with the slow beat of the drum
which by this time has become a little bit louder although no

4 0'Nelll, Nine Plavs, 19-20,
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faster in EQmpo. Jeff stares into space and doesn't even bother
to look at the "emperor" as he speaks to him. He just keeps rol-
ling the dice ever so methodically in cadence until Jones finally
wipes out the vislon by expending the first of his six bullets.
As he rushes off Into the foreat, his garﬁants are torn

from his body by the brambles until he is left with little more
then a loin cloth to cover himself. Thls too 1s meant to show
that no matter how far one of hls race may seem to be rlsing
after the last sentence has been announced by this Fate, he will
be right back where he began, right back in his native element
no matter how hard he may try to overcome this sentence. Each
new scene in the forest is accompanied with another expression-
istic device. By this time Jones is quite aware that he is lost
and has become frightened, The sound of the drum beat in the
distance now grows a blt louder as his impending doom gets a bit
closer,

Jones (after a pause, listening to the insistent beat

of the drum in the distance) I must 'a' put some dise

tance between myself an' dem~-runnin' like dat--run-

nin!' like dat-~and §1t~—dat damm drum sounds Jes'! de

same, nearer, even.
By this time Jones has stripped himaself to the waist and 1s quite
frantic. He 1s in no way ready for the next apparition which
shows him the Georgia chaln-gang of which he was a member. Again

the stage directlons are a blg help here when they mention that

5 Ibid., 23
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the movemeﬁ; of the convicté is "slow, rigid, and mechanical in
perfect beat with distant drum."® Jones stands bewildered and
sees himself crash the shovel on the head of the guard who has
just whipped him for not working. Again he fires in rage at the
fantastic show, crashes off into the eerie blackness of the fore
est-~-minus one more precious bullet.

Sinking slowly down to reat in a clearing, the tattered
body of the once proud "emperor" bends itself in a humble confes=-
sion of his wrongs to the psople of the island. In the midst of
this scene, thes seems to see the esuctlion block and the auction=-|
eer. The "dandies" point with thelr fingers end make witty re=-
marks. One touches Jones on the shoulder and motiona him teo
stand on the block, IHe looks up, stares wildly on all sides for
a means of escape, Seeing none, he jumps to the top of one of
the stumpa and stands there trembling and cowering in fear. The

e 1
auetioneer begins Hig long spiel and finalizﬁJones is told to

e

step down and go off with his new owner. So carried away by all
this seeming reality, Jones fires two r%gid shots and the walls
of the forest once agaln close in. anzg is heard trampling made
ly through the underbrush and erying hysterically. "Only black-
ness remains and sllence broken by Jigg; as he rushes off, crying

with fear--and by the quickened, ever louder beat of the tom-tom.""

6 1Ibid., 24

7 Ibid., 28
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ééene six of the play 1s very short and takes plsace,
at least expressionistically, in the hold of the slave ship.
Agein Jones has fallen from exhaustion. He realizes that he has
only one bullet left and that the silver one for his own death.

Gradually, as the stage becomes a bit lighter, two rows of

shackled slaves are to be seen behind %, They row in a

rythmical beat, a low wall seems to issue from thelr throats,
and Jones himsalf is seen slowly swaying back and forth as 1if
following the slow, rolling, pitching motion of the ship. He
begins to sing and wall with the chorus as the lights fade out
and all that is heard is once agaln the crashing and mutterings
of & now nearly demented Jones as he runs through the forest.
Again the beat of the tom-tom 1s mentioned &s becoming louder,
quicker, more inslstent and triumphant as the inevitable doom
éatches up with Jones. .
The last scene of the play shows Jaﬁ;s going through
all the contortions of a damned soul. He 1s resting on the bank
of some great river before a huge stone altar. Gradually he re-
cognizes the place of the Congo Witeh doctor, a place of sacri-
fice, Trums are beating and there is evidently a great ceremony
-about to take place. The mood takes possession of Jones and he
begins to babble and moan all over again. Finally, since the
forces of evil demand a sacrifice {so "says"™ the witch doctor)

there is a sharp command and Jones realizes that he 1s to be the

object of this on-comlng orgy. As the doctor steps back from the
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bank of th; river, the head of a huge green crocodlile appears.
Jones screams ln terror and expends his last bullet, the sllver
one he had intended for his own sulelide, to dispell this latest
apparition, He sinks to the ground, whimpering, while the tom-
tom f111s the silence with "a revengeful power."8

Finally we are taken back to the edgo of the forest
where the natives have gathered to wait far*?:;%§1gghimmerge.
fuided by his six shots they have been prepared for the grand
appearance of their "emperor." A tracker points to the spot
where Jones hed entered, By this time the tom-tom beat has fil-
led the theater and the audience knows for certaln that the cli-
mex 1ls at hand. A sound issues from the forest and the soldiers
are imrmedlistely on the alert., Suddenly there comes the report
of many shots not too far in the depth of the woods, and, just
as abrubtly, the beat of the tom~-tom ceases. The limp body of
Jones 18 cearried in tﬁiumph and dropped at the feet of the trader
The play 1s over,

Eub what puasrpose did O'Nelll have in almost driving
the audience from the theater by the constant and insistent use
of the drum? For eight scenes, 1t had been beating more or less
loudly until it filled the whole structure with its noise. The
drum was the symbol of the mental conflict taking place in Jones,

and of the deeper meaning of life in genersl. As he became more

8 Ibid., 33.
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and more ff&ghtanaﬁ, the tempo and volume of the drum beat in-
creased. As the climax was reached, the drum beat was so loud
that a few of the critics were driven from the theater. It was
the drum that was the outwérd symbol of the Inner struggle of
Jones. This, together with the stylized scenes and settings in
the forest, gave the audience & complete picture of how things
appeared to Jones at this time., Without it they would merely
see a man goling through a lot of strange contortions with no ap-
parent meaning. With these alds, they were able to see the en-
tire pleture and to enter into the very experience that Jones
himself was feeling.

As for portraylng the entire theme that O'Nelll had in
mind, it does this admirasbly and clearly. Eveﬁ the destruction
of Jones cannot be broughtkabout except by the use of the famous
silver.bullet. The7people have had to spend the whole night end
many dollars (for the bullets were melted down from coins) to
accomplish thelr end. It was certainly a fitting end for so glo-
rious a leader, to die in a hail of solid silver.

Critics are divided on the question of whether or not
O'Nelll had far surpassed the bounds of proportion required in
art. Do the expresslonistic devices used, the drums, the vis-
ions, the silver bullets develop and portray the Negro's atavis~
tic fear and race superstition? Or do they overshadow the true

fear, call so much attention to themselves that the fear is for=-

gotten? BSome say that the constant beat of the drum became so
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annoyingly‘;rotractad that the audlence sighéd with relief whan
it was at last stopped. Others claim that 1t was Iindeed s new
technique and one which 0'Neilll was parfectly Justified in using

to bring about his desired effect, *ﬁﬁ stde-with this group and
\
agree with Mr, T. H. Dickinson who says,

The E geror Jones 1s both good drama and good
theater.,..Seldom have the instrumentalities of the
theater been employed so effectively for terror, and
to deepen the knowledge of the hidden tralts of pri-
mitive man. The use of the reverberating drum to
imply the deeper rhythme of 1life from which the Em= -
peror was seeking to escape Ly his trickery of civi-
lization, a fhythm that was to swallow him as the

tide laps the send, is one the truly great creative
achlevements of the moderm theater. Iet no cne Adlg=-
miss it as 8 mere stunt, Creative too 1s the reap=-
pearance in the mind of the fleeing man of the phantoms
of the past hlstory of his race, phantoms which are so
much more real than reality that his foolish bullets
are wasted on them,

Mr. Dickinson 1s a criti. of worth in the modern thea=
ter. Ware the usas of the various expressionistic devices em~
ployed merely for the effect that t ey tlZemselves would bring,
then surely so deep=probing a eritic as this man would condemm
the play outright and have nothing further to say about 1t.

On the other hand, there are those who would say that
O'Nelll went much too far in hia use of this new device. They
condemn the play as beling too fllled with fantastic stage effects,
and lightings. The drum beat to them had little more meaning

9 Thomas H. Dickinson, Playwrightx of the New American
Theater, New York, 1925, 106.
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-

than the meaning thet would be carried by a young lad who spends
most of his day beating on the side of his crib. O'Neill missed
the|inner significance of the real problem entirely, they would
say.

Bonamy Dobree 18 one of the leeding exponents in the
ant1-0'Neill cemp. Regarding O'Neill's work in general, she has
this to a=y,

Mr, O'Nelll, one feelas, reiles too much upon tricks,
too 1ittle upon the quality of words to do the work
he wants done. e seems himself to have been carried
away by the excitement of the new...There &are...ac=
cessory nolses Iin The Emperor Jones; and 1t 1ls very
doubtful if the means have conducted Lo the end., One
can admlre and applaud his experimental boldness, but
one must inslst that the things In which he has ax-
perimented are merely subsidigry end a sign of weake=
ness rather than originality.lO

W cancede bhte -mc™ ro lzs D uree; theat O'Nelll wns dealling

with something that was er—2i . .3 tUo be consldered as an ex~

periment in the modern theater. In so far as he was using some=-

thing that was new, he shouléihave been a little more discreet
whuld Seew
in ite use. The drum beat dee#:ﬁand to get on the nerves of some
bi3ane

of the audlence, and perhaps, there was too much weiwrd lighting
and scenery. The play would have been equally as intelligible

and as interestling without so continued a use of tue device.
- E(" ¥ e
Our--eonclusion., which is-by far thgnmore general opin-
o The Ewprras Jowts
ion of the critics 1s that the expressionismais lacking in re-

10 Bonomy Dobree, "The Plays of Eugene O'Neill,"
Southern Review, II, 1936~37 438,
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straint, rathér than proportion. All the way through the play (‘

1t 1s sulted to the abtavistic fear. Sometimes, as Miss Dobres

mentions, it does get a little out of hand., O'Neill had brought
out and set the problem before us as clear as a winter‘sunrise) g

but then tended to overcast the situation by the unrestrained use|

of his device. A 1llttle less ﬁrumrbeating and fewer fantastic

scenaes would not have lessened the dramatic worth of The E mperor

Jones nor impaired the eclearness of Jones' struggle.
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CHAPTER IV
THE USE OF EXPRESSIONISM IN
THE HAIRY APE

A second experiment in expresslonism resulted in 1922
in the short, but overpowering play, The Hairy Ape. Elght acenes
once agaln form the only division, and the story 1s told from the
point of view of Yank, the maln character. Like The Emperor

(}men}ouS

Jdones thls play has/ﬁ social impllcations As a mstter of fact,

the parallsl between The Hairy Ape and The Emperor Jones 1s often|

commented on by critics. O'Neill himself has called The Hairy
Ape "a direct descendant of Jones."t

The story of the play is a violent description of the
enfeebled luxury of the rich and the brute~like existence of the
poor. In the cramped "fo'ecsle" of an ocean liner, Yank, a brutal
stupid, end profane stoker isﬁ?;cognizad chempion of the off-
scouring of soclety represented there in the shipts hold. The
men are all slsves to the machlnes that soclety has created and
on which it Qiﬁgﬂ.’”{‘ew};”? depends:

The first scene shows Yank as the king of the stoke=

1 DBurns Mantle, American Playwrights of Today, New
York, 1942, 72.

46
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hold and gl;rying in his abnormal strength which makes him sole
ruler in this rough domasin. However, Mildred Douglas, daughter
of the ship's owner, mekes a slumming visit to the furnace room
and is shocked at Yank's unashamed brutality. She falints away
after a disgusted scormful exclamation. Yank is no less aghast
at finding in her & whole world which he never knew beforq,and
¥p resllizes that he can have no place in. j&. He becomes sullen
‘and morose at the insult offered him by the representative of a
"higher" socliety and upon reaching New York, swaggers up Fifth
Avenue trying in valn to insult and battle the aristocratic
atrollers who are completely oblivious of him. Arrested, he 1is
sent to jall where his fellows direct him to the I.W.W, to seek
gu? At e w braung

his revenge. He is/rejected even by this (&#¥y labor organiza-
tion and in disgust and desperation turns to the zoo to have a

- feels geapmip CCY
lock et the ape, the one creature with whom he/fem—find kinship:
When he lﬂég%iia animal £rees\to help him wreak destruction on
societjﬁ the beast crushes him to death.

The nature of dramatic expressionlism in The Hairy Ape

is the portrayal, through the means of stylistic scenes and set-
tings, of the valn attempt of a person to try to find a place in
a soclety in which he obviously does not belong. In a more uniw-
versal sense, 1t 1s a pilcture of all men trying to find their
place in an intellectual, spiritual universe, only to find that
as yet they do not belong to this either. It is the "symbolie
plcture of the atruggle upwards of physical strength toward

o
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spiritual growth.”z Mr. Gassner sums up the nature of expres-
sionism in this play very—well when he says,

The subject here 1s the anclent one that always was
and always will be the one subjeet for drama, and
that 18 man and hls struggle with his own fate. The
struggle used to be with the gods, but 1s now wlth
himself, his own past, his attempt to belong."S

There ls no doubt that in The Halry Ape O'Neill was digging ,ﬁwhc

and (5 - . AP
the roots of an evil that was/present’ : & soclal in-
Soc
equallty that existed between the classes of mankind, Yank and
the members of his furnace feeding crew, readily symbolized the
1/('2 Nawe -nafsv )
class of the downntrodden, wikle Mildred, on the other hand, wms-

tgggxnad for the high and mighty personages that dwelt in the
(leﬁ//le‘ (=

high-and-mighty structures of Fifth Avenue.

The use of dramatic expressionism in The Halry Ape was
brought about by the actions of the characters and the settings
in which these actions took place. First and foremost of all
these was the scene Iln the stoksehold of the ccean liner. Each
man is intent on one thing only; feeding the huge, black, fire-
belching god that 1s the furnace. They are bent over double from

iwdeed ey have
the consistent shoveling andﬁhave~mucﬁ§the appearance of apes,

All are strong, hairy-chested lndividuals whose back and fore-

arm muscles have become abnormally large from the sameness and

2 Arthur Quinn, A History of the American Drams from
the Civil War to the Present Day, New York, 1927, £02,

3 John Gassner, A Treasury of the Theater, New York,
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1940, 776.
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"

constancy of their labor. Even the very framework of the cat=

walke and steel supports appear to be the outlines of a huge cage

——

behind and in which these men are working.

No one speaks, and the audlence 1s allowed to get the
allusion of captivity eand complete subjugation to the surround-
ings. When a voice doea break forth from the gloom, 1t is the
voice of one hardened and cracked by the coal dust, the rough,
tough, grumbling voice of the professional sallor who knows only
the sea and the hardships that go with this type of life. Long,
one of the stokers, sums up the feelings of all of them when he
says, "Yank 'ere is right. 'E says this 'ere stinkin' ship is
our 'ome., And 'e says as 'ome is ‘'ell...And who's ter blame, I
arsks yer?...Da damned Capitalist clerssi" The whole scene is
one of utter depression and dismay. The talk 1s sbout the rough
times they have had and how they are always getting pushed aroundﬁ
until there seems to be absolutely no place nor any one in so=
ciety who would be willing to accept them into their company.

Meanwhile the shoveling continues and those who are
not actually engaged in either the conversation offeeding the
bollers, lean on their tools and stare blankly ahead of them,
their one free arm dangling from their side much in the form of
some ape. The scene closes as the men once agaln turn to the

furnaces after listening to Paddy and Yank argue rather robustly

4 O'Neill, Nine Plays, 43-44.
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over the mé;its of sall as opposed to steam. 1In a fit of rage
Yank screams after the drowsy Irishman, "Yuh don't belong I"S and
that very briefly sums up the theme of the entire play. HNot one
man in that hold has ever been quite sure just where his place
in soclety was; X% Wlost of them havejever knowmwﬁ g’;; steel, h*t
end he=mt and coal-dust of the engine room. The bent, ape-like
bodies shuffle in a bent, ape-like manner toward the door of the
furnace,

Scene two takea us to the lush promenade deck of the
liner where everything ls exactly the oppoaitevébiggzhigkghave
just-seemrs The sun shines brightly, rich ladies and their hus-
bands walk lelsurely in the brisk, salt air, while the ship's
stewards hustle back and forth with hot tea;mi trays laden with
rich food. The two ladies on which our attention ¥s focuses are
languidly sitting in two deck chairs, wrapped in furs and seeming
to enjoy the life around them. One of the two 1s Mlldred, the
other her aunt; fat, pompous, and filled with a sense of power
brought about by her station in life. Everything about the scene
and the people 1s artiricial} the walk of the rich, the serving
of the stewards, the talk that goes on between the two main per-
sons, They are in a world far removed from tggﬁ;;r%d of Yank and
his crew 1n the hold below.

Taug, @y the use of these stylized scenes and settings

8 Ibid., 49.
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and actions, O0'Nelll has clearly shown the difference he Intends
in the two tlasses, Nothing in this 1life above deck is true; the]
sun is unnaturally brilliant, the sea &an unreal green. Even the
conversation of the characters is stilted and far above the
everyday language in common use. One cannot help but feel and
see the complete dlsparity between the two classes even this
early in the play, vh<r G ety e pirqurgnts YASE

The meeting of Mildred end Yank In scene three only
serves to heighten this theme; for she appears in the stokehold
in an immaculate dress, the symbol of the rich, while Yank and
his éé&%ggs;s are still the same, sooty symbols of the poor.

Scene five takes place three weeks later on the corner
of Fifth Avenue in the fashionable section of the c¢ity. The sky-
scrapers arise above them (Yank and Long, his companion) like the
walls of some gigantic steel cage. Everything about the place 1s
Immaculate: streets cleared of all debris; store windows neatly
and gayly set up with rich jJewels and expenslive furs on display;
even the sun seems to be shining in an abnormally bright light as
on the deck of the ocean liner in scene two.

Yenk and his pal are frankly smazed at all the splendor
of this "new world" thde—wepds of the Capltalist. They talk for
awhlle In thelr gutteral mutterings and stand on the corner, two
black smudges soiling the beauty of this world in which both are
striving to "pelong.” |

Soon a crowd begiﬁs to empty from the church and to
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walk by the‘;wo. No one seems to notlee them at all as they go
on thelr affected, stiff, over-bearing way. The stage direction
that accompanies the scens has them,

os e8aUNtering slowly and affectedly, thelr heads held

8tiffly up, looking neither to the right nor left,

talking in toneless, simpering volces...A procession

of gaudy marionettes...in their detached, mechanical

unawareness, '
Defiantly Yank bumps into one of them, but instead of knocking
the person over, 1s himself brushed aside by the impact while the
rich man walks on as if nothing had happened. He beginas to yell
and scream at them, but they walk right past, taking only as many
steps as are absolutely necessary to avold the pair. In a fit of
rage, Yank trlea to tear up part of the curbing. Falling in this
ndobke enterprise, he then swings upon a lamp-post and tries to
dislodge it for a club. Grunting and panting like s;:; infuri-
ated beast, he sples a man running to catch & bus. Seeing his
opportunity for a flght sprinting toward him, Yank puts himself
in the man's path end waits for him to bump into him. As he does
so Yank lashes out with e viclous swing catching the fat pedes-
trien full in the mouth. The gentleman stands unmoved as 1f no-
thing had happened and after missing the bus, turns to Yank and

says, "I beg your pardon... (then irritebly) You have made me miss

my bus."7? Upon delivering this eloquent plece of understatement,

7 Ibid., 72.
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he claps hig hands and cslls for the police. At once they appean
and haul the rueful and wondering Yenk to Jall.

Here O'Nelll has definltely used his device to show
that no matter how h%?d Yank tries to mske himself noticed by
the other class, he:;eVar succeedp In hls efforty,. The poor are
doomed to misery no matter what they do to get out of thelr posi-
tion; while the rich pay little or no attention to them until
forced to do so by some inconvenlence %o thamselveg, however
slight. The wealthy are interested only in their own and it
seoms that even the law is right there to comply with their every
wish.

Having been beaten up by the police, Yenk awakes Iin
scene 8ix to find himself in the "zoo" as he thinks, This brings
a roar of laughter from the other Inmates of the prison and Yank
is brought rudely to the reallzation that he 1s in the none too
gentle hands of the law. Again the scene is stylistically set
with the bars of the cell a very fitting place for "the hairy
aps." Even in this surrounding Yank is not allowed to get into
the inner circle of prisoners. Not even here will the cruel Fates
that are running Yank's 11fe let him rest =nd feel that he "be=-
longs." |

Scene seven opens a month later with Yank walkingvrath-

er timidly up to the door of the I.W.W. Upon being adnitted, he -

expresses hls confusion that there is no secret knock, handclasp

and all the reat that would seem to be an essentlal part of a
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goclety ded;cated to the over-throw of the wealthy.  When Yank
tells his purpose In 3oiﬁing the union, he 1s quickly but decis~-
ively ejected wlith the words of the secretary thundering in his
ears, "Oh, hell, what's the use of talking? You're a brainless
ape. Throw him out, boys."® Again Yank 1s made keenly aware of
the fact that he does not belong; agaln he 1is alone to brood and
grimt like the very enimel he has been compared +to.

Yarnk: I'm busted Ingersoll, dat’'s what. Steel was

me, and I owned de woild. Now I ain't steel, and de

wolld owns me. Aw hell! I can't see--it's all dark,

get me? It's all wrongl®
As if to agrée with him, the moon 1s hadden and the stage is left
empty. A cop comes along and tells Yenk to move along or land in
jail. Yank drags himself to a standing position and shuffles off
into the gloom.

The last scene takes place &t the zoo. Once again we
see the bars of a cage and behind them, the restless form of an
ape pacing back and forth, glaring at this strange peiaon who has
been babbling at him for so long. Carried away by his own ser-
monlzing, Yank loosens the door of the cage and the beast comes
out to meet him. ¥Yank extends his hand in friendly greeting.

Enraged by this dudacity, the animal erushes Yank In an embrace

of death, throws the limp body into the cage, and saunters off.

9 Ibid., 83.
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™e rest ofﬁthe monkeyas stop thelr nervous chattering and watch
the silent form. Upon regalning hls senses, Yank grabs hold of
the bars of the cage, looks around 1In a daze and forces a mocking
laugh.
Yank: In de cage, huh? (in strident tones of a cir=
cus barker) Ladies and gents, step forward and take
a slant at de one and only-~(his voice weskenling)--
one an' original--Halry Ape from de wilds of--(he
slipas in & heap on the floor and dles. The monkeya
set up a chattering, whimpering walil. And perhaps,
the Hairy Ape at last belongs).10
Again we have the bars of the cage, steel bars which
have seemed to enclose Yank throughout his life and to kéep him
fenced off from any form of soclety that he has sought to gain.
Wnile he 18 talking, the monkeys end animals pay cleaé attention
and even for awhile the gorillas 1ltself is faintly amused by
this odd "humen.® Bub we ave let to ses that even in this so=
clety Yank is definitely not accepted as a member, but only as an
oddlity that 1s at one and the same time pathetie and funny. The
scenes and actions of the players, man or beast, throughout the
play have all been pointed at this end, for nowherse nor at any=-
time is Yank ever given compléte admittance to any form of the
society to which he has sought to "peleng." His search has been
in vain.
All through the play, then, O'Nelll has been trylng to

portray by means of expresslonistic pantomime and fantestic sete

10 Ibid., 87~88.
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tings the d;aparateness of the struggle of Yank to find his place
in society. This he has done very well., Hls symbols are clear,
for no one could leave such a demonstration without feeling the
utter futility of such a struggle. All through the play, it has
been the author's purpose to solve this riddle of Yank (the sym-
bol of his type of man) to better his social position and find
e place where society will respect him and what he stands for.
By the stylized scenes in the ship's hold, on Fifth Avenue, in
the jell, and lastly at the monkey house of the zoo, 0'Neill has
shown how reallity must appear to one with this sense of Mnot be-
longing" anywhere in society. In this play O'Nelll's expression-
ism is clear, It is in exesct proportion to his theme--the desire
of Yank to belong and his bewilderment at not being able to be-
long to eny class of soclety. All the way through the play,
0'Nelll keeps his expressionism in restraint. Never does it get
out of hand as it did in The Emperor Jones. Even to the rather
vituperative critic Eric Bentley, the craftsmanship of O'Neill

has reached a new height in this work. He says, "aes a theatrical
craftsman O'Neill is tremendously talented...He 18 no thinker....

Now every great writer 1s & thinker...0'Neill has yet, however,
to show us that he has a mind."ll 'Weﬁare~&n~eemplata_agnaament

- 11 Eric Bentley, The Playwright as a Thinker, New
York, 1946, 320.




57
cladming that—0"Nelll wes no great thinker: —This Is important to
the ‘thess.

In the analysis of The Emperor Jones and The Hairy Ape,

it was shown that O'Nelll was a good technician, a clever, an
imeginative dramatist whenever he used axpress;onistic devices to
portray the moods and emotional conflicts of his characters.

When he came to use these same expressionistic devices to present
and interpret intellectual problems, he failed. He left his
drama of Yank an unsclved problem. Eric Bentley says that 0!Neil]
was not a thinker which would seem to imply that he was incapable
of solving Yank's problem, It—téiuégzgénten%ion that O'Neill
could not solve the problem because he lacked the talent and ima-
glnation to use his expressionism to convey ideas. This asser-
tion wili be proved in the following chapter where the expres~-
slonism In Days Without End is analysed. In this play O'Neill

tried to portray and interpret an idea, but he falled, proving,
we think, that he was capable only of handling expressionism on
the level of the emotlional conflict.




CHAPTER V
THE USE OF EXPRESSIONISM IN
DAYS WITHOUT END

The final play that we are going to atudy in this
thesls is probably the most surprising one that O'Nelll ever

wrote. Days Without End, wriltten ln 1933 and produced unsucces=-

sfully in 1934, 18 somewhat of a reversal of thils playwright's
usual theme., Almost obsessed with the l1dea that man is eaught
in a vain struggle against an overpowering Fate, O!'Neill now
turned the ﬁables, at least for this one play, to assert that
true peace could be found in surrendering to a loving God. Also
surprising wes O'Nelll's sudden and prolonged silence after the

production of Days Without End. For a perliod of twelve years he

seemed to be thinking about it., At least he let the publiec thiny
asbout it sinece he produced no new play until the year 1946. The
receptlon of Days Without End, although halled by some Catholic

eritics as the culmination of his offorta,l was generally re-

garded as medlocre drame.2 It ia also noteworthy as the last playj

1 R. D. Skinner, A Poet's Quest, New York, 1935, 234.

2 Gassner, Masters of the Drama, New York, 1940, 641

and 660.
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in which O’Néill used the device of expressionlsm.

The story of the play is simple and somewhat melodra-
matic in a religious way. John Loving, the divided perasonallty
around whom the play centers, has sought for truth and love in
vain in all the philosophies and religlons of the world after
having rejected the Catholic falth of his youth when God took
the lives of both his parents. In this search a kind of evil
spirit has taken possession of him which mocks at 1life in all its
levels and scorns man's struggle for faith and love as a meaning-
less, absurd effort for importance. This evil spirit in John is
represented on the stage by another character, dressed exactly
like him, of the same appearance and action, called Loving. This
character wears a mask, howsver, the mask of a John ®"who has dled
with a sneer of scornful mockery on his 1ips."3 Loving, who is
seeﬁ by none of the other characters, i1s heard by them through
the mouth of John; hls scornful bltter remarks seem to others to
come from the hero,

When the play begins, John has just been threatened
with the extinctlon of his one late-found love, that of his wife,
Elsa, In a moment of ylelding to his evil spirit, John has com-
mitted adultery and now fears that the revelation of this to Elsa
willl ruin her ideal of married love. To find this out he tells

her the plot of a novel in which the main character's experiences

3 O'Neill, Days Without End, New York, 1934, 16.
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approximate his own, and then asks her whether the wife in the
novel could forglve the infidelity.

Father Balrd, a Catholic priest who was formerly the
childhood friend and counselor of Jack, has come to town for a
brief vacation. His visit turns out to be a grace in disguise,
for Loving has always admired the priest, and it 1s through the
father that he finally makes hia‘peaca with Cod. As it happens,
Iucy, Jack's accomplice in the adultery, drops in on Elsa before
Jack and Father Baird arrive and tells the story of her unfaith-
fulness to her own husband in terms that do not reveal the name
of the man, but details the circumstances rather completely.
Thus when Jack unfolds the novel plot to Flaa and Father Baird,
the development of the adultery sequence is #ll too close to the
incident that Elsa has heard that afternoon, and she reallzes the
truth. The end of the novel, inspired by the hateful impulses of
Loving, describes h0w~the wife éannot forgive and so kilis her-
self by provoking an attack of pneumonia.

This goads Elsa, who has just recovered from the flu,

to go out into the pouring rain to work out the theme in her own

life, Meanwhile John tells the priest the fate of the novel's
hero after this has happened. In angulsh over the death of his
wife, the fictional character returns to the church of his youth
to pray to Christ on the Cross for forgiveness. When this falls,
he curses Christ and determines to go on even without this lost
faith and love,

——————EEEEEE
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T%e events of the play turn out just about the same
way, for awhile at least. Elsa sickens under an unreslsted at-
tack of pneumonie end death seems inevitable., John flees to the
church to pour out his prayer for forgiveness. The play ends
succeasfully, though, when Elsa finds she can forglve John and
John finds the love of Christ and the death of his evil self at
the foot of the cross. So much for the statement of the plot.

What then is the nature of the expressionism as 1t

appears in Days Without End? In this play 0'Neill presents the

symbollic portrayal of a man divided against himself; he presents
the picture of a soul possessed by & spirit of hate and scornful
selfe-mockery oppoéing the need and the longing he has for faith
end love of God. As Joseph Krutch says, "One half of his per=
sonality demands love and falth, the other half 1s cyniecally con-
vinced that nelther 1s possible.®® Just exactly what the symbo-
lic portrayal of this evil character, reprresented by another
masked actor on the stage, signifies ecan hardly be analysed more
fully than above. It certainly is not clear whether this is a
portrayal of actual possession by the devil in the strict theo-
1ogiéal sense, 1t may be Just a metaphorlcal representation of
of the evlil that is in every man. It may also be a peculiar
evlil that results from the rejection of God and religlon in the

4 Joseph Krutch, The American Drama Since 1918, New
York, 1939, 116.
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early caree;’of John. Thus it might be some sort of soul acdr,
a warping of his better instincts by the reaction he has to the
deaths of his mother and father. 1In any event we have a symbolic
picture of a character somehow psychologically dlvided, the fore
ces of hatred end denial of spiritual life in rebellion against
the forces of falth and love and the desire to belong to God.

For the function of the expressionlsm used in Days

Without End, we must study the working ocut of this symbolic de-

vice portraying a man divided against himself. All the express-
ionism is worked out through the appearance, words, and actions
of the masked double, Loving. No settings, sounds, or other
characters symbolize the interior story. O'Nelll has thus cut
his expressionistic devices to the minimum. Let us examine the
use of Loving, the symbolic prejection of the evil in Johm's
soul, a little more closely. First, his appearance; thén his
words; and finally his actions,

Loving 18 described by 0'Neill at the beginning of the
play:

Loving sits in the armchair at rear of table. He
is the same helght and flgure, 1s dressed In every de-
tell exactly the seme. His halr is the same--dark,
streaked with gray. In contrast to this similarity
between the two, there 1s an equally strange dissimi-
larity. For Loving's face 1s a mask whose features
reproduce exactly the features of John's face-~the
death mask of a John who had dled with a aneer of
scornful mockery on his lipa. And this mocking scorn
is repeated In the expression of the eyes which stare
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bleakly from behind the mask.>
In this menner we are introduced to the evll spirit of Johm!'s
life. From such a symbol we are to gather the interior picture
of John'a cold, calculating intellectual rejection of God, rell=-
gion, the significance of life itself. The mask 1s the sneer of
death at 1ife; 1t 1s the part of him that has told him 1life 1a a
meaningless struggle; why not be reasonable and put an end to 1t9Y

S50 much for his appearance., Now as to hls words, we
sse that this Mephistophelean "double" is conatantly engaged in
speaking through Joln the ideas that deny life, love, and falth.
The evil spirit's words are in constant rebellion with the 1deas
and aspirations and convictions that John knows to be true, but
cen't be integrated with the suggestions coming from this hate-

philosopher within him., The suggestions and ldeas of others are
also throwm up agalnst thls dogma of pessimism inside his soul

as well as presented to his sounder convictions which we may call
more properly "his own." The result is the "tortured intellect-
uality" which Gassner notes.® From this state of mental split
come the two conflicting and habltusl reéponaea throughout the
play. The one expresses in words that come from John himself the
conviction that man must seek the truth, have raith‘in God's love

live the good life. The other expresses in words that come from

5 O0'Neill, Days Without End, 16.

6 Gassner, A Treasury of the Theater, 787.
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the character, Loving, (but which are heard by the others as
coming from John) the conviction that scorns all love, falth,
eternal truihs, and that points pessimistlically to the extinction
of a meaningless and stupid existence. The development of the
plot shows how this evil in John graduslly galns ascendancy over
his soul, in spite of the efforts of the priest, until the cli-
max when John realizes he must go back to the faith of his youth,
back to the church where he once belleved. In splte of the
scornful protests of defisnce from Loving, John finally believes
he 1s forgiven by Christ and can love again., Thls reassurance
of Christ's love forces Loving to admit defeat. He says, "Thou
hast conquered, Lord. Thou art--the End.""7 '
Thus far his words as an expressionistic function.
Now with regard to his actions, we see that 0'Neill has used this
device with simple bluntness. The character, Loving, usually
stends or sits somewhat behind or to the slde of John, assuming
the general not the specific motions of the hero. He keeps an
alr of haughty scorn about all his movements. He exercises his
influence chiefly through John and his words, as they sound as
though coming from John. At times though his influence seems
more direct and spiritual when influencing others. Thus after

he hes made the sinister suggestion, through John, that Elsa

7 O'Netll, Days Without End, 156.
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"Remember 1t's cold and ralning out,”a O'Heill deacribes him as
remaining in the room & moment after John has left, still exert~
ing, as it were, the impact of the remark. His evil desire that
she go out in the rain in her present condition of 411l health

and so provoke an attack of pneumonis, to end her misery, is

tfah obvious. The stage directions for his sctions point this

Loving remains, his gase concentrated on the back
of Elsa's head with a oruel, implascable intensity.
She 1a stil) staring before her with the same strsge
fescinated dread. Then, as if in obedience to his
- will, she rises slowly to her feet and walks slowly
snd woodenly back past him snd diseppesrs in the hall,
turning right towerd the entrance door to the spert-
ment. For & second Loving remsins looking after her.?
His most significant sctions come, however, neer the end of the pl
play. He is desoribved during Elsa's relapse es happy over the
issue, "his eyes fixed with sinister gloating intentness on
[Elsa'a fece."l0 Pinally during John's last effort to return to
the parish church to pray, Loving attempts in his ections to
fblock his way. B8ince he is to represent a spiritusl force,
Loving csnnot be touched or physioelly influenced by Jobn., In
the stege directions O'Neill describes the scene:

JOEN: (Without touching him, makes s motion of pushing

8 Ihid.' 106
10 Ivid., 138.
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him aside.) I am going. (He goes through the door to

the study, moving like one in a trance, his eyes fixed

mrrrien Sl P, ity o e o

’

The same situstion occurs upon entrance to the church, John al-
ways foreing Loving back, snd the evil spirit atriving to check
him, until "Loving 1s forced back untll the back of his head is
agsinat the foot of the Cross."l® Here the most significent
symbolic sotion of the expressionistic charsoter takes place.
As John gredueslly sees in the face of the Crucified forziveness
snd love and firmly ssserts his bellef in that love, the figure
of Loving steggers, as 1if mmrtglly wounded, aslumps to his knees,
and rolls over dead. With the words "Thous has conquersd, Lord.
Thou art--the End. Forgive--the damned soul--of John Lovingi®ld
This mystical charscter, representing the evil half of the hero,
falls into the dead form of & coroas &s the foot of the Cross,
It is meant to be most aignificant that the first words of the
hero after this successful struggle is over are, "I am John Love
ing."14 Thus we see him now rid of the divided self, & whole
man in his new-found uniting force, God's love. As he says,

"Life lsughs with God's love sgain."15

11 Ibid., 149.
12 Ibid., 153,
13 Ivid., 156,
14 Ibid., 187.

—16—ivtdr—35%
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But what purpose did O'Neill heve in using this de-

vice? To snswer this Question we auahVany»th&t he meent to
helghten the thome. A4nd the theme of this play seems to bDe that
the dividing force of intellectuel cyniciam end pessimism in the
soul of a man can be cast out successfully by e return to a be-
lief in and a love of en all-lovable CGod., AL lesst this 1s what
appeers to be the theme. It may, however, be merely a specifi-
cation of & mere genersal theme O'Nelll hes held all slong; name-
ly, that men needs "to belong®™ snd whatever cosmic system which
will give him something to hang on to is sdequate for life's
purposes. We draw this oconclusion from several socurces. The
first is the disclaimer that O'Neill himself made with regard to
ngg,ﬁibhout End. He inslasted that the play, "hss meening only
as drems snd is not to be taken as my own bellef."16 4 play-
wrishhkwho projeots & truth on stage in which he does not have
conviotion can hardly convince uas of its vslue or reality. John
Gasaner has probably some closer to the apirit of the play when
he ocalls it

another atudy of "split personality® here concluded

Tectuslity and religlous Taith. These and otber

works gave effective testimony to thelr author's

conviction that "it is only by mesns of some form

of tsupernsturalism'’ that we may express in the thea-

ter what we comprehend intultively of thet self-obe
session which i3 the particular discount we moderns

16 Kruteh, 118.
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heve to pay for the loan of life."17

80 we have seen the nature, funotion, snd purpose of
the expresslionistic devioce used in Days Without End. How let us
apply the coriterla of clarity, proportion, &nd restraint to this
devioce. ‘

First of ell, is the aymbolic device clear? Does 1t
bring the message or thems of the play, the true oconflict to the
fore so that its mesning will not he mistaken by us? Such oclar=
ity is absolutely necessary. As lLewisohn ssys, for the use of
this device:

If this form of art is to be effective end deautiful,
it must be very sensltive and very severe at once.
Beneath 1t must be fundamentsl dbreinwork, thinking as
resilient as steel snd as clesn cut as agste, The
symbolic masses must glow with a clesr irrsdiation
from within., Otherwise all is murky and muddled, You
can desoribe fragmancarily and produce fragments of
truth. Reslism does not commit you to & whole. In
expressionism the antecedent intellectual grasp of
your entire meterisl must be firm, definite, complete.
Everything must be thought out and thought through.l8
First of sll, therefore, we must conclude thst this

lexscting use of expressioniam, as pointed out by Lewisohn, is

[*hen treating the symbolic character, Loving. Loving is simply

not clearly etched, What he atsnds for is just not brought out
Iunmistnkaably. This cen be shown by the terms used by the crie

17 Gassner, A Treasury of the Thester, 187.
18 [ILudwig Lewisohn, The Jimerican Theater, 198,

simply lecking in Deys Without End. We hinted st thia previously
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tics to try to grasp exsctly what he does represent. Skinner
calls him "a symbol of the past, of an older self,"l? but cer-
tainly the true John Loving 1s older than this evil spirit since
it srose at the time of his parents desth. ZXrutch cllls him "the
other half"20 of his personelity, but if this be so, when Lov=
ing dies, John would logioally still be only half a men. OCass-
ner refers to Loving as "his [}ehn'é} Mephistophelean double."81
whioh can certsinly be interpreted in many different waye. It |
loould be theologlical possession by the devil., This 1s sometimes
hinted at in the text, ss when Doctor Stillwell refers to this
force in John as "Something" for whish ™[§] little cestling out
of devila would have been of benefit--might still be."82 Yet to
|say this play 1s an sccount of theologicsl possesalion would be
forcing clarity ocut of a device which 18 just simply not cle=zr,
[When Loving dies he says, "Forgive the demned soul--of John
Lovingi"23 whioh could perhaps mean that Jobn's soul was demned,
in a sense, by the possession and 1s now to be forgiven, but
uch an interpretation is bolied by the desoription of how he
[ayu the lines, O'Helll says Loving addresses the wordis to

19 S8kinner, A Poet's Quest, 238,

80 Krutch, 118. |

21 Osssner, Masters of the Drams, 680, N 1940
22 O'Neill, Doys Without End, 139.

23 Ibid., 156,
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Christ on the Cross not ss s devil defeated and remaining e
devil, but as though transformed by the defest into aomething
good, something noble. He speaks of the touch of pride left in
the dying Loving, spesking, "in his bumility."84¢ (Itellcs mine)
Thus we must conclude that this representation must somehow de
the hero in some real asense. In what sense remains a mystery.

The entire theme of the play bowwows this lsck of
clarity. If the antagonistic force in the plot is as confusing
88 we have desoribed, what will happen to the understending of
the whole sotion? A true antagonistic force is confused. That
John 1s tortured by some evil snd finally finds pesce by having
the evil go is certainly contsined in the play, but what pre-
cisely 1s thls evil? 4And how can we be sure 1t 1s cast out for-
ever? John Himself, before the climsx, seemed to be in doubt
ebout the whole affair, sven if he should surrender. Thus Love
ing suggests that at the lsst moment the hero, "sees clearly by
the light of reason the degradation of his pitisble surrender
to o0ld ghostly comforts--and he rejects them."28 John himself
says, "He reoalizes he can never believe in his lost faith
agein."86 In the development of the play as the working out of

this novel plot, there is no resson given why he gan believe

84 Ibid., 156.
25 1Ibid., 1i14.
26 1Inia., 116,
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other than uﬁ’ametiannl reagson, The problem ia developed as an
intellectusl one. It wes progressing loglcelly towards a con-
clusion whioh would have meant fsilure and even suicide. Then
at the last moment an emotional experience takes over, & mystic
sxaltstion in whioh he "sees" the snawer., At this the evil apire
it dles and the play is over amid the sudden all-so-significant
smotionsl ories, "Love lives forever! Desth is deadl...life
laughs with lovel!®™27 1In the light of the plot development,
these expressions simply do not ring true, much less explain
everything.

8o muoh for the clarity, or lack of it in Days With-
out ¥nd. The next atep is nrOportion, if one can oriticize a
device of which oOne hardly has a hold. B8trictly speeking, if
we are not sure we heve the signifioance of the expresaioniasm,
it becomes somewhat illogicel to criticize the devisce used to
bring out that significance for 1ts proportion. But granting
for the moment thet O'Neill does heve the Sruly exslted theme
of the successful casting ocut of cynicel pessimism by bvelief in
God, the device he uses to bring it about is certainly plebien.
The device cells attention to itself, as any symbol will, but,
without & clesar meaning to that symbol, it lesves us with s sort
of masked villain who moves in the dbackgreund behind the hero.
(One can elmost hear the hissing of the groundlings &s he enters

87 Ibid., 187.
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the scene.) The device lacks the dignity, stature, and subtle~
ty to be used in & theme of profound spiritual inaight.

Gaasner comments on ggzg.without End that O'Helll's
apperent solution to the problem of "belonging® was resched on
the stsge by whipping up "a froth of banalities."28 XEric Bent-
ley ssys this play 1s one of those in whioch "O'Neill seems pro-
found snd turns out on further inspection to be s1lly."29 But
perhaps Xontrose Moses has best summed up the weakness inherent
in any play in which 0'Neill tries %o develop an idea to its
logical concluasion., He says:

Dremeticelly he atarts with an ldes, intending to see

it through, but he often wanders begsuse he sees it
through and through. Having raised hilas situstions to

the point of smotional tension, his climaxes are folle-
owed by anti-climaxes; there is always a tendency £o-
ward disintegration of emotionsl effects he has gained.30

Passing then from his lack of proportion to the gques-
tion of restrsint, we find that Days Without End does use the
device comparatively little. At least it is restricted to the
one ares of symbolic charester portrayal, Nevertheless we must
eriticise him for the unrellieved repetition of the character's
hebitual mode of action. There is no development or variety,

no refinement, no subtlety in the presentstion of his msnner of

28 Osssner, Masters of the Drams, 680.
29 Bentley, The Playwright ss Thinker, 320.

30 Montrose J, Noses, "The New REugens O'Heill™ North
Amoricen Review, New York, December 1933, 847.
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sposking. HNo less then forty-one times during the course or‘tho
play, O'Heill desoribes loving's remerks as mocking, scoraful,
or speering. The symbolic character 1s glven the opportunity
to run the gamut of emotional veriety from A to B with a ven-
geancel! In the same vein and suddenly realizing at the be-
ginning of the fourth act that this hebltusl description may
have been & little monotonous in its endless repetition, O'Nelll
tries to meke his device develop & bit., He pointa out, "the
sinister, mocking character of his mask 1s accentuated now,
evilly intensified."d®l (Italice mine) Not content with over
doing an idea by mesns of repetition, he muat finslly accentu=~
ate and intensify what the dullest person in the sudience must
have reslized, say at the fifteenth of twenty-fifth expression!
Hr. 8kinner himself, who holds Days Without End to be the finest
expression and synthesis yet obtained from ('¥Neill, cannot but
admit that the play "suffers somewhet from over-intensity."38

Though some oritiocs may say that Days Without End was
good drameétically, we ahall let that go s not being conneoted
with this thesis, We maintain that as & technicisn using ex~
pressionism to portray an inner emotion, O'Neill hes failed to
uge the device cleerly, with restrelnt, or with proportion; and

on this bssis, and this alone, we say that Days Without End is

31 0'Heill, Daye Without End, 1351-132.
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& fine example of the poor use of expressionism.
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CONCLUSION

In conclusion we can sum up the thesis by again asser-
ting our originsal stetement which we fesl we have proved. Eu-
gene (O'Neill uses the device of expressionism imaginatively and
creatively in plays that ocenter around an emotional conflict.
He does lack restraint, even here, 1t is true, but on the whole

The Emperor Jones and The Hairy Ape prove thet in the realm of

emotionsl snalysis asnd portrayal, his symbolic devices have the
true quality of dramstic genius. |
In Days Without End his use of expéeasionism proves

him an inferlior dramatist lacking in expressing his theme, pro-
portion in keepling a balance between exalted ideas and thestri-
oceal devices, end restralnt in over-intensifying the obvious.

As long es he desls with an emotional problem and keeps on that
level, he 13 grest as & techniclen in the use of his device.

Once he strays from thia path, he and his work fail misersbly.

(f
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