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PREFACE

Eugene 0'Nelll made no effort to hide the names of
those writers and literary works which were important to
him, and most of his blographers cite the fact that from
the commencement of his playwrighting career O'Neill was
influenced by the Swedish writer August Strindberg. O0'Neill
himself was, in fact, one of the firat to call attention to
the kinship between his work and that of his "Master." 1In
his Nobel Prize acceptance speech, he indicated that he was
delighted to have an opportunity to discuss the debt Ameri-
can drama owed to the modern drama of Europe, and, in
particular, to acknowledge Strindberg's inspiring genius:

This thought of original inspiration brings
me to what 1s, for me, the greatest happiness
this occasion affords me, and that is the
opportunity 1t gives me to acknowledge, with
gratitude and pride, to you and to the people
of Sweden, the debt my work owes to that great
genius of all modern dramatists, your August
Strindberg. It was reading his plays when I
first started to write back in the winter of
1913=-1l; that, above all else, first gave me
the. vision of what modern drama could be, and
first inspired me with the urge to write for
the theatre myself., If there is anything of
lasting worth in my work, it is due to that
original impulse from him, which has continued
as my inspiration down all the years since .
then~=to the ambition I received then to follow
“in the footsteps of his genius as worthily as
my talent might permit, and with the same integrity



i1

of purposc.

Of course, it will be no news to you in
3weden that my work owes much to the influence
of Strindberg. That influence runs clearly
through more than a few of my plays and 1s
plain for sveryone to see, Neither will it
be news for anyone who has ever known me, for
I have slways astraessed it myself.
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Ro, 1 am only too proud of my debt to

Strindbherg, only too happy to have this oppore

tunity of proclaiming it to his people., For

me, bhe remains, as Hietzsche remains in bhis

sphere, the Master, still to this day more wmodeprn

than any of us, still cur leader.!

Growing out of an interesat in O'Neill and in his
pivotal position in the history of American dbama,‘thia
study, then, intends to investigate the manner in which the
1ife and work of August Strindberg influenced the 1ife and

work of Bugone 0O'Nelll,

lﬁugene 0*Neill, "Nobel Prize Address,” in American
Playwrights on Drama, eod. by iorst I'renz (New York: Hill
and wang, 1965)s PP. 41«42, First published in The Hew
York Times of December 11, 1936.




CHAPTER I
STRINDBERG AND O'HEILL: THE 3HOCK OF RECOGRITION

Eugene 0'36111 turned to the plays of August
Strindberg during his confinement at Gaylord Farm, a tubere
culosis sanitarium which he had entered on Christmas Eve
in 1912, At that time he was already under the influence
of one literary work, Friledrich Nletzsche's Thus Spaks

Zarathustra., It had become his Catechism, and in later

years he spoke of it as the one book which ", , ., has

nl But

influenced me more than any book I've sver read,
during his hours of enforced inactivity at Gaylord, he
began to read pleys, rapldly, one after the other, for 1t
was st Gaylord that 0'Weill decided to write: "At last he
knew himself and had an identity to create that answered
to his despest needs; he was golng to be a playurighta“a
In accordance with this decision, "he determined to so

saturate himself 1# the drama that it would become second

lguoted in Arthur and Barbara Gtelb, O'Neill (New
York: Dial Publishing Company, 1964), p. 121,

‘210uls Sheaffer, OfNeill: Son and Playwright

(Boston: Little, Brown and Company, 1968), D. .
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nature for him to think in dialoguas, in terms of entrances
and exites . ., . ."3 He rend Synge, Yeats, Lady Gregory,
Hauptmenon, and Ibsen, but he was wmost impressed by the
plays of Strindverg, for in them he found ", . . tangible
evidenéé that 'a powerful‘amobional ecatasy, approaching
& kind of frenzy,'! could be communicated by a xvu:':i.t;m'»"’4
From then on, Nistzache and Strindberg were tba most
important gods in his literary pantheon.

It was not only the plays themselves which drew
O'Neill to Strindberg, for 0'Neill began to feel a strange
kinship with the other playwright. Ie began to identify
with Strindberg's life-pattern untll "Strindberg was more
than s literary kindred spirit to 0'Heilll; like O'Neill's
other literary hero, Hietzsche, he became in some ways a
pattérﬁ for 0'Neill's 1ife."® 0'Nelll's second wife, Agnes
Boulton, wrote in her memolr, Part of a Long Story:

iene was vory impressed by Strindberg's

anguished personal 1ife «  + I don't knove=

but I imagine he had the sams feeling of

identification with the great tortured

Swede up to the time of his own death,b

This chapter will present brief biographical sketches

of both playwrights, not for the purpose of outlining the

31b14d,
hgelv, p. 233.
- S1ibid., p. 234.

6Agnas Boulton, Part of a Long Story (Garden City,
He Yot Doubleday and Company, inCe, 1958), Pe 76.



factual information aveilable concerning these two writers,
but rather, with the intentlon of emphasizing the many
parallels between the lives of the two men. As these
parallels unfold, it will be easy to see how 0'Helll could
“have so identified with Strindberg end why Strindberg's
plays exerted such a powerful influence upon 0'Neill's own
writing. |

A brief account of Strindberg's life-story 1s
essential to any discusaion of his plays because of the
highly autoblographical nature of his literary work. IHis
collected works, astonishingly enough, include almoat
sixty ﬁlays as well a8 more than thirty works of fiction,
autoblography, politics,’and history, and in each of these
works he portrayed some direct aspect of hia own personal
experience., The Swedlsh authority Martin Lamm comments as
follows: |

When one has limned Strindberg's personality

one has already given a descriptive account

of his authorship. In world literature there

are assuredly very few writers in whom 1life

and literature so wholly intertwine . . .

The explanation of the powerful influence

that he has exercised both among us and

in foreign countries rests in no small .

degree in his astonishing immediateness,

Strindbergts 1life 18 usually characterized by such

adjectives as "haunted,” "tortured," or "bedevilled." He

7Quotad in Carl Enoch ¥W. L. Dahlstrom!s Strindberg's
Dramatic Expressionism, second ed, (New York: Benjamin
Blom’ IDCQ, 9 » ppO 89"900
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was born prematurely and unwanted in Stockholm, Sweden, in
January, 1849. #is childhood was spent in an overcrowded
home, and he suffered from poverty and hunger; but he
suffered moentally and sp;ritually even more acutely as =&
rosult of his unhappy and ambivelent relations with his
parents., Strindberg alternated between passionately loving
and violently hating both his domineering father and his
weaker-willed mother, who had once been his father's
servant. These childhood experlences formed a pattern for
the rest of his life. HRobert Brustein comments,

» « » The struggle 1n Strindberg!s mind

between the male and the female, the

father and the mother, the aristocrat and

the servant, spirit and matter, aggressivee

- nesas and passivity, is the cqnfliet whigh

- detormines the direction of hls career.
Strlndberg's mother died when he was thirteen; his father
remarried soon, but his stepmother ". . . failed completely
to understand the boy, who yearned above all else for
moth.er-love."9 Kis childhood experiences fostered in him
a continuous state 6r revolt égainst authority which
included a rebellion against the pletistic religlious faith
of his youth, and 1t was in this chaotic state of mind that

he passed his schooldays end his years at Uppsala University.

BRobort Brustein, The Theatre of Revolt: An Approach
.gg.ﬁodern Drama (Boston: ~Little, Brown and Company, §9G£§,

pe 3

alrik Guatafson, "The Scandinavian Countries,” in A
History of Modern Drama, ed. by Barrett H., Clark and George
Friedley (New York: D. Appleton-Century Company, Inc., 1947),
p. 21,
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Strindberg's search for a faith to replece the lost one of
his youth becsme a plvotal 1ife-long concern.

Subsequently he went through a number of phases
embracing nearly all attitudes which modern
Intellectuals have taken up: Juvenile radical-
ism; politicsal disenchantment; hero worship and
a fantastic contempt for the herd; preoccupation
with sclence; insanity (if thet is an attitude);
2 litorary Catholiclsm a la Huysmansj and
finally one of those Higher Syntheses uniting
sclence and occultism under the banner of
Swedenborg. BStrindberg lived out all the

phases of modern militancy and modern defeate
{ism, political and antipolitical, religiocus

and antireliglous,

_ The yesrs of his late youth and early manhood were
devoted to many varied adventures which included periods as
a school tsacher, medical assistant, and journselist, as well
as two short, unsuccessful trisls at acting. He assoclated
with a bohemian group of extremist radical intellectusl
leanings, and slcohol and promisculty were an integral part
of that group's life-style.

He was twenty whon he began writing plays, His

early "romantic" dramas include The Freethinker (1670),

The Qutlaw (1871), and Master 0laf (1872}, and are filled

with evidence of the influence of Schiller's The Robbers

and Ibsen's Brand.
In 1877 Strindberg married Sirl von kssen; although

they were happy for a time, no account of the playwright's

. 10gpic Bantley, The Plajywricht as Thinker (New York:
larcourt, Brace and Company, 1946), Ps 141



life can overlook the important fact that "their 1life was

a succession of mutual recriminations and violent quarrela."ll
Much of 3trindberg's work, both in prose fiction and in
dramatlic form, explored the difficulties and frustrations of
wedded 1life, A restless moving from one geographical locale
to another in search of peace began in 1876,

During the thirteen years of hls firat marrlage, tho
transition to Strindberg's "realistic” period occurred. The
slngle most important influsence on 3trindberg throughout
this time was Hietzache:

His attraction to Hletzsche is unusually

strong-=so strong, in fact, that he descrlibes

the philosopherts influence on him in the

imagery of marriage: "My spirit has recelved

in ita uterus a tremendous outpouring of seed

from I'rederlck Nietzache, so thet I feel as
full as a pregnant bitch. He was my husband.

nl2

A second important influence upon the playwright during this
realistic poriod was the French author Zola, and in these
years Strindberg wrote hia powerful naturallstic plays,

The Father (1887), Miss Julle (1888), and Creditors, which

will be examined later in this study.
In 1861 Strindberg and Sirl were divorced at last,
and from 1892 until 1898 he wrote no further plays. le

married (1893) and then separated from (1894) a young

11p11an Lewis, The Contemporary Theatre (New York:
Crown Publishers, Inc., 1962), p. 43.

125puatein, p. 102.



authoress, Frida Uhl, His mental end physicel health
deteriorated, and the year 1594 marked the beginning of a
severe crisiseperiod., 7The story of those tormented years
is recorded in Strindberg's prose work Inferno, which has
been described as "a vivid and merciless self-portrait of
8 great intellect in the grip of insanity."13 It was the
writing of this book, as well as his studles in Swedenborg,
which probably saved him from a complete mental breakdown,
When he began writing plays again, he entered upon
the third phase of his dramatic career., Strindberg now
created a wholly new dramstic form which was to crucislly
shape the theatre of the twentleth century, the "expression-
iam" of Rosd to Demascus (1898 £f.), A Dreom Play (1901),

and The Ghost Sonata (1907). These plays show that he had

replaced his former naturalism end athelsm with "a new

concern for the supernatural forces behind material thinga,“lh
Strindberg was still searching for some semblance

of earthly happiness and he entered into a third marriszge

with Harriet Bosse in 1501. This marriage, too, was a

failure, and yet, sa late as sometime after 1907, he pro-

posed marriage to a fourth woman. The glrl, who was only

nineteen, gradually wlthdrew from the relationship, and he

13poter Watts, "Introduction,” in Three Plays by
August Strindberg, trans, by Peter Watts (iarmondasworth,
¥iddlesex: Penguin 3Books, Inc., 19%8), p. 15.

1“Brustein. De l22.
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spent the last years of hils life largely in secluslon, coming
out of retirement only to collaborate with August Falck in
the foundation of the experimentel theatre which they caslled
The Intimate Theatre. He died in May of 1912; his last
months were spent in continuous pain as he suffered from
cancer of the stomach,

Summing up Strindbergts life, Allan Lewis writes,

His was a wild, sesthing, tortured and overs
gsensitive spirit that, crashing against the
rigld conventions of hils age, shattored into
fragments of disillusionment and suilcidal
intent . . . and & terrifying despair that
gsought firat in the mystlcal revelations of
Swedenborg, and later in the subeconscious
depths of his dream world, to find some
personal solace and consolation,l

John Gaééner, however, singles out the reason why 3trinde
berg's chaotic life and his.attempts to wring meaening out
of his existence are ao lmportant:

It would be difficult to find snother modern
playwright whose work is so decidedly a pro-
Jection of his inner reality . . . Strindberg
had the power to externslize his inner complie
catlions and discharge his unheslthy drives in
ways impossible to the insane~-that 1a, in the
formal atructure of. art, in universally appli-

~ cable penetrations, and in self-criticism. He
was, in short, the classic example, slong with
Dostoevakl, of Freud's statement that an
artist is g neurotic who cures himselfl through
nis work.l

Like Strindberg, O'Heill is among the most sutobio-

graphic&l of writers. Louis 3heaffer writes, "In the

15L9W18’ LPe ua‘uBQ

16John Gassner, The Theatre in Our Times (liew York:
Crown Publishers, Inc., 1954}, p. 178,




history of the theatre perhaps only Strindberg . . . told as
much about himself as this lapsed Catholic, who 30 often
stepped into the confessional to write his plays.“17 Later
in his book, Sheaffer comments cogently, "Perhaps the nost
important thing he took from Strindberg was the courage to
explore 1In his writings the darkest corners of his own
character, "8
Firat and foremost in a consideration of the manner
in which Eugene O'FNelll's life paralleled Strindberg's
stands the fact that 0'Heill, too, was born an "unwanted"
child, or to use O'Heill's own adjective, a "misbegotten”
child. ‘AII of O'Heill's biographers place heavy emphasis

upon the circumstances that surrounded his birth in October,

1888, and since the production of A Long Day's Jdourney into

giggg,.the family=facts have become well=known: Bugene
0'Neill had been conceived, at his father's urging, as some-
how to take the place of his deasd brother, Edmund. Both of
Eugene's parents, James and Ella, as well as his older
brother Jamie, felt responsibllity for the deeth of the
infant Edmund, snd to make matters worse, Ella‘ﬁad\become a
dope addict as a result of morphine she had taken following
Eugene's difficult birth, In thls complex family situation

1Tsheaffor, pe 79.
lalbido. Poe 25'4.
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we Iind the "source of the anguish that throbs through so
much of /O'Neill'as/ writings."19

O'Heill experienced the same intense ambivalent
feellngs toward hié family members that Strindberg had felt
toward his father and mother, and the love-hate relstionship

which was at the core of the D'NHeillts family 1ife forms the

substance of A Long Day's Journey intc Night. The years of
0'Relll's adolesence and young manhood followed a course
similar to the one Strindberg had talten as they were devoted
to furious rebellion and a restless search for self-identity.
Speaking of this period in the playwright's life, Edwin
fngel comments:

To the end of his playwriting carecer O'fioill
continuously drew inspiration from the dozen
years beginning about 1900 (when he was twelve)
and extending through 1912, He remembered
vividly, not dimly, the beginning of his
religious apostasy at the turn of the century,
the bitterness toward his father and the evie
dence that intensified it, the discovery of
his mother's drug addiction, the depressing
gspectacle of his older brother's spiritual
and physical deterioration, his own chronic
drinking, his first miamarrisge, hias expers
iences at sea and as a vagrant, his attempted
sulcide, hias work in the theatres, his bout
with tuberculosis, his esghusiasm for the
philosophy of liletzsche,

As mentioned above, it was 0O'Neill's confinement in

191b1d., p. 4. It is fascinating to reed that,
after her death, O'Heill likened his mother to the Mummy
of Strindberg's Ghost Sonata (Gelb, p. 11).

. 20pdwin A. Engel, "Ideas in the Plays of Eugeune
0'Nelll," in Idess in the Drema, ed. John Gassner (Rew York:

Columbia University Press, 1964), pe 101,
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a tuberculosis sanitarium that called a halt to his chaotic
way of 1life and gave him time for reading and reflection.
"0'Neill came to regard his recovery from illness at Gaylord
and his simultaneous discovery that he was a dramatist as
& kind of rebirth."?l In dramastic form, O'Heill began his
life-long quest for new absolutes to replace the forsaken
God of his femily's Catholic orthodoxy and to substitute for
the love which he felt he had not adequately received from
his parents; a check-list of his plays numbers forty-five.ea
.0'Neill's search for love was to involve him, as it
had Strindberg, in three'marriagQSZB--two of which ended in
~ divorce; the third, while it was apparently more satisfying
than any Strindberg had known, contained some strange
eplsodes as OtNeill's 1life neared its end. 0OfNelll also
moved restlessly from "home" to "home" throughout his life-
tine.

Just as Strindberg had been instrumental in the
development of the Intimate Theatre, so Q'Nelll became
involved with the pioneering little theatre group, The
Provincetown Players. At an organlzational meeting of the

group, "C'Neill approved the name, Provincetown Players, but

suggested adding 'The Playwright's Theatre.' . . . No doubt

- 21gelb, p. 235.
221bid., p. 4k,

230tNeill's three wives were Kathleen Jenkins, Agnes
Boulton, and Carlotta Monterey.
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he saw himself as the future S5trindberg, end the Playwright's
Theatre as America's Intinmate Theatre.“?u

. ..0'Heill's yenrs of initial success in the theatro
stretch from 1916-1336. The major plays of this period
include The Emperor Jones (1920), The Hairy Ape (1921),

Desire Under the Eims {1924}, The Great God Brown (1925),

Strange Interlude (1926-27), and Mourning Becomes Electra

(1929-31); they are dramas which center "on the dllemma of
‘modern man in & world without Goci,“25 and plays in which
0'Noill--as the rebellioua, romantic hero--tried ", . . to

work out his personal difficulties through the medium of

his art.“26 O'Heill spoke of his writing as "a suilt of
armor,” and he also spoke of it as his “vacation from
livingg”ET

From 1936 until his death, O'Helll'!s critical fortunes
declined, but during thls period O'Nelll continued to writse,
and, ironically, produced his best worksa, "Maturing in
sllence, stimulated only by an obsessive urge to write and
& profound artistic honesty, he commenced to write plays

which were genuine masterpleces of the modern theatre,“aa

- 2hge1n, pp. 315-16.
asBruatein, Pe 32%.

- 261p14., p. 326

27ge1b, p. 2343 p. 235.
28ppustein, p. 323,
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including A Long Day's Journey into Night (1939~41) =and

The Iceman Cometh {1939). Some of these laat years of

0'Neill's 1ife might be compared with Strindberg's "Iaferno"
years, although 015011l probably never came as close %o é
complete mental breakdown as Sthindberg did. O'Nelll dled,
a8 had Strindberg, after a protracted and painful illness,
which had gradually doatécyed the motor cells of his

- cerebrum, in November, 1953,

In a review of Hawthorne's Mosses from an 014 Manse,

Herman Melville wrote, ". . . Genius, all over the world,
stands hand in hand, and one shock of recognition runs the
wholé circle:roun&."ag 0'Heill experienced this shock of
recognition while reading Strindberg's plays: he understood
Strindberg's quest for love and peace because he himself was
engaged in a similar quest, and he identified with Strindberg's
anguishéd and despairlng.view;of mants existence becmuse
0'¥eill, too, was in agony over whet he caslled the "tragedy
of man,” Strindberg was able to influence 0'Neill so
profoundly because of the strikingly similar nature of their
lives and thoughts. Both playwrights were tortured pilgrims,
grimly struggling along the road of 1life in an effort to
wrest some type of meaning and some sort of joy from

existence, which seemed to them, as it had to Conrad, to

29Horman Melville, "Hawthorne and His Mosses," in
Vol. I of The Shock of Hecognition edited by Edmund Wilson
(New York:  Grosset and bunlap, 1955), p. 199,
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have a "heart of darkness."” The bulk of this study now
turns to an examination of certain specific plays in &n
effort to show the exact manner in which Strindberg's plays
influenced 0'Neill's work, and, through him, the course of

American drama.



CHAPTER II
THE INPLUENCE OF STRINDBERG'S DRAFATIC METHOD
AND EXPRESSIONISTIC TECHNIQUES UPON O'*NMEILL

In 1931 Eugene OfNelll was involved in a plagarism
suit instituted by a woman using the pen-name George Lewys

who claimed that O'Nelll had stolen the ideas for his play

Strange Interlude from her novel The Temple of Pallas«~Athense.

The case was presided over by John M. Woolsey, the judge who
was later to make the decision which lifted the ban on James
Joyce's Ulysses. O'Nelll, who was in Europe at the time,
did not appear in court, but peges from his work diaries as
well as testimonlies of several witnesses for the defense
wore presented as evidence that O'Neill knew nothing of

Miss Lewys'® novel whgn he penned his play, and the case was
dismissed after several deaya' hearinga. One of the moat
important witnesses for the defense was the eminent critic
George Jean Kathan. In his testimony he commented of
0tNeill, "If he stems from anyone, he stems from Strindberg."t

Nathan also informed Judge Hoblsey that he did not like all
of 013911115 work. In particular he singled out Welded as

1gelb, p. 731.
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a8 weak play which seemed to him to be "a ridiculous
exaggeration of the Strindberg method."? This chapter
intends to discuss the manner in which O'Neill's work
stemmed from Strindberg's and in which 0'Neill, in fact,
imitated, exaggerated, and developed Strindberg!s dramatic
method and techniques. The chapter mﬁst begin, therefore,
with an examlnation of some of Strindberg's plays in an
effort to outline the dramatic method and intent of the
Swedish playwright's work. Three of Strindberg's "natural-
_1stic tragediea,"” The Father, Miss Julie; and Creditors,

as well as his "expressionistic" A Dream Play, have been

chosen as representative dramas sultable for this purpose.

 "In The Father Strindberg deliberately attempted to

write a modern Greek tragedy on & sort of Agamemmon-and=
Clytemnestra theme."3 The play centers around the mounting
conflict between a man, the Captain, and his wife, Laura,
each of whom 1s trylng to win domination over the other and

- to gain control of their child, The battle of wills which
ensues is "remorseless and uncompromislng.“h Finaelly Laura
plants the suggestion in the Captain's mind that he might

not actually be the real father of their child, and he bégina

21bid,

~ 3ppita M. E. Mortensen and Brian W. Downs, Strindberg:
An Introduction to His Life and Work (Cambridge: Unlversity

Press, » Pe 100,

lrewis, p. 4S. A consclentious attempt has been made
to keep plot summary at a minimum and to concentrate upon
the characteristic Strindbergian elements of these plays.
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to go mad,

By ruthlessly cutting away all extraneocus,
unessentlal matter and focusing sharply on

the paychologlical analysis of the elemental
struggle between Laura and the Captain , . «
Strindberg achieves the extraordinary

power and concentration which have coms to

be recegniged as characteristic of his drama.s

The play ocan be adaquateiy presented only by actors who are
able to project great emotional intensity, and, as with many
~of Strindberg'!s dramas, wellescted, it can become an "almost

unbearable sxperience, both for the sudience and for those

taking,part."b

. Strindberg himself wrote of this play, which was his
first "naturalistic tragedy":

. The Father is the realization of modern drama,
and as such 1s something very curiocus. Very
~ .curious because the struggle takes place between .
‘souls, It iz a bettle of brains, not a dagger
fight or a polsoning with raspberry julce . . .
The French are still seeking the formula, but I
have found it.7 g

The playwright further explained what he meant by "natural-

ism":

NHaturalism is not & drametic method like that
of' Becque, a simple photography which includes
everything, even the speck of dust on the lense
of the camera., That is roalism; a method lately
exalted to art, 8 tiny art which cannot. see the

o ,sﬁorge Gedson Madsen, Strindberg's Naturaliatic
Theatre: Lts Relation to French Naturalism (Seattle: Uni-

Versity of Washington Press, 1962), Ps L3.

.‘6ﬁichaol Meyer, trans. and introduction, The Plays of

Stpindberg, Vol. I (New York: Random House, Inc.,, 1966), P« 9.

TQuoted in Eric Bentley's introduction to Elizabeth

Sprigge's translations in S8ix Plays of Strindberg (Garden City,

N.Y.: Doubleday and Company, Inc., 1955), Ps V.
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wood for the trees. That is the false neturallism,
which believes that art consists simply of sketche
ing a piece of nature in a natural menner; but it
1s not the true naturalism, which seceks out those
polnta in 1ife where the great conflicts occur,
which re}oécea in seeing what cannot be seen

every dsay. .

Strindberg's dramatic aim uaa'“to find the crisis, the
moment of struggle, and to revesl normal experience in its
1ight."?

Emile Zola, the leading writer of naturalistic fiction
at that time, was highly impressed with The Father, but in

an oft-quoted letter to Strindberg, he also expressed some
doubts about the play's "naturalism":

~ Vous savez peut-etre que je ne suls pas pour
ltabstraction, J'aime que les personnaeges
eient un etat civil complete . . + Et votre
capitaine qui n'a pas mem de nom, vos autres
personnages qui sont presque des stres de
raison, ne me donnent pas de la vig la
acnsation complete que je demande.i0

Carl Dahlstrom points out in his book Strindberg's Dramatic

éxpressionism that Zola's discontent with The Father comes

 from the fact that the play already contains elements of
the "expressionism" of Strindberg's later work:
. 3trindberg's drama The Father is not naturalis-

tic in the sense that the author 1s maeking a
sclentific experiment in drama, nor realistic

Bquoted in Raymond Williams, Nodern Tragedy (Stanford:
3tanford University Preas, 1966}, p. 109,

‘9Raymond Williams, Drama from Ibsen to Eliot (London:
Chatto and Windus, 1961), p. 109. ,

10quoted in Dablstrom, p. 93.



19

in the sense that he is reporting what he has
observed . . . The play cannot be considered
merely as a dramatic portrayal of a woman's
success in driving her husband insane by
suggestion; it 1s not just the report of the
psychologliat. This play presents an elemental

- struggle of opposites, male and female in their
ur-status, that has burnsd itself into the soul
of the drametist and taken new shape thers with
new significance, The drama is not therefore

- "life seen through & temperament,” but 1life
flowing through a soul . . . The setting of

.-the drama is not in the milieu of every day o
life, but in the plane of sleepwalker raal%am

. that characterizes expressionistic dranme,l

Robert Brustein's criticsl opinions reinforce Dahlatrom's
thesis: |

o ¢« » It 1s incredible that The Father could
over have been taken for a KRaturalistic document,
It i3 more like a feverish and viclent nightmare--
« o » The setting of A Doll's iiouse . . « 18 care~
fully documented . . . but the walls of the Cap=-
taints house seem flimsy and penetrable . « . The
_setting of The Father is leas a bourgeols house=-
- hold than an African Jungle . . + It is not to
Zola's Naturalism that we must turn for precedents,
- but to works like , . . Shakeapaafg'a Othellom=w
and to Aeschylean tragedy « « . »

_ In spite of hls misgivings about The Father's
"abstragtions.“ Zola urged Strindberg to write a second play
for Antoine's Theatre Libre in Parls. That play was Miss
Julie. In this play Strindberg more carefully individuallzed
his characters. He wrote a Preface for the play in which he
pointed out that he had teken hls theme from a true story

and gave the hereditary agd.environmental backgrounds of the

1lpgnistrom, p. 101l.
.llzsrustein, pp. 104=107.
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main characters. Robert Brustein suggests, however, that

although Miss Julie is "undoubtedly the closest thing” to a

Naturalistic drama that Strindberg ever wrote, "Strindberg
is constitutionally 1ncapable of Naturalist impartiality,”l3
Madsen points out that even the supposedly realistic dialogue
of the characters seems "heightened,” and "exaggerated" and

nll

The theme of Misa Julie 18 the same as the theme of

"tends to produce an effect of hyperbole.

The Father--that of a struggle for power combined with sexual
battle. Tha‘COunt'a daughter, Miss Julle, and the Count's
valet, Jean, “are opposites on all levelé save 1in their
anlmal éasaion and the drive to dominate.“lg The subject

of the play is seduction, but it 1s difficult to tell

whether Jesn seduces Julie or vice-versa. The play is short

and intehso. Strindberg abolished curtaln drops and divided
the two parts of the play with the entry and departure of a
group of dancing peasants, The peasant's entry into the
Count's kitchen, the scene of the drame, forces Jean and
Julle into Jeén's room and the play's climax. fn this

play Strindberg perfected a "terse, mervous dialogue, less
délibérate and more f{ragmentary than Ibaents, the shorthand

of apeech“l6 which is indicative of the characters! tense

'513;g;g., PPe 113-1&;’
UiMadsen, pe 97+
.g,}sbawis, Pe uB; |

 16peyer, p. 10.
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state of mind., While Julle had been in control during the
first half of tho play,‘Jaén‘s triumph reveals hils cruel
and arrogant ansture, TEQ;Count, whose presence is always
felt although he ne#er agpaara.ou stage, racurns‘hamé, and
Mieas Julle realizes she has no ohoica but suicide. 3he begs
Jean to hypnotize her, and Jemn places a rezor in her hand,
As the curtain falla abé leaves for the barn,

Tbia brief summary cannot begin to reveal the thoughts
of the main characters which leed to their physical union
and to Miss Julie's doath. In his Preface Strindberg
eriticized traditional "theatricel characters” and declared:

-1 have drawn my people as split and vecillating,

a mixturo of the old and the new, . . . What

most interests people today 1s the psychological
process.l |

Both the Preface and the play itself enumerate the multi-
plicity of motives which drives the characters forward. One
eritic, Maurice Valency, goes so far as to claim, "Indeed,

the characterization in Hiss Julie is complex beyond any-
n18 As in The Father,

thing so far attempted in modern drama,

the play is focused upon & single crucial perlod in the lives
of the characters~-s period whioh lays bare the soulas of the
main charactera. Such a focus clearly reveals Strindberg's

basic attitude toward life which he now enunclated in the

1Taugust Strindberg, Preface to Miss Julie, in
Meyer, p. 103 and p. 107,
 1Bpaurice Valency, The Flower and the Castle: An
Introduction to Modern Drama (New York: The Macmillan
Company, 1963)s Pe 210
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Preface:'

Recently, people complained of my tragedy The
Father that 1t waes too traglice-as though tragedies
ought to be folly. One hears pretentious talk
about "the joy of 1life," and theatrical mansagers
feverishly commission farces, ss though joy cone-
sisted in behaving idiotically and portraying

the world as though it were peopled by lunatics
with an insstiable passion for dancing. I find
"the joy of life" in life's erusl and mighty 1
conflicta; I delight in knowledge and discovery. 7

The play which followed Miss Julie was based on

another of these struggles. The Creditors is another mastere

plece of psychologlcal analysis. Its subjoct is the relation=-
ship of a woman, Tekla, with her first and second husbands,
Gustav snd Adolf, respectively, and life 1is once again
pictured as a battle of wits and wills--a struggle for
dominetion and survival, Gustav desires to be avenged on
his former wife and on the man who had robbed him of her
and thus submitted him to public humilistion, In a tense
dialogue with Adolf, who does not recognize him, Gustav
ripa the veil from Adolf's eyes and reveals Tekla for the
promiscuous, vampire-like creature that she is, She had
iearned all she could from Gustav and then discarded him;
now after seven years of marriags to Adolf, she has sucked
all of his energy from him, and is ready to rid herself of
him also., Further, the play is a "demonstration of psychic
orima."ao and refleéta Strindberg's interest in the

19Guoted in Meyer, p; 101.
20yalencys pe 279
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obsessive power of suggestion., Early in the play Gustav
suggeats'to Adolf that the latter is becoming an eplleptic,
and at the climax of the‘drama, whon‘Adolf overhears Tekla
agrseing to & rendez-vous with Gustav, he appesrs, frothing
at the mouth, and dles of an eplleptic fit, This drama of
"spiritﬁal murder" in which the woman is plctured as a

. "eannibal® who had eaten her husband's soul, his ccnrage,
and his learning seemed to Strindberg to be one of the

21

best things he bod ever written.°* Its strength and virtue

lie, a8 they do in The Father and in Miss Julle, in "the
intenality of the revealed experience, the unforgettable
power of a Qavage insight into motive and situation,"2?
When Strindberg emerged from his Inferno crisis,
however, he renounced many of his former Naturalistic con-
cérns as "contemporary materiallstic striving toward ,
falthfulness to reality."zs Around the turn of the century
Strindberg began to find the conventiona of Naturalistic
dréma too restrictive, and he turned to the creation of his
symbolic or dream plays. These exprasaiouistié experiments,

such as To Damascus, A Dresam Play, and The Ghost Sonata,

were "to drama what Ulysses was to be to the novel and
The Waste Land to poetry,“ah and tha_”Author'a Hote™ to

 213tpindberg, quoted in Meyer, p. 164; p. 185; p. 165.
22yi11iems, Drama from Ibsen to Eliot, p. 110.

23quoted by Martin Lamm, "Strindberg and the Theatre,"
he Tulane Drama Beview,?vol. Vi (November, 1961), p. 132.

et

2}"Nﬂy91’, Pe 10,
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A Dream Play, which outlined his intent and methods, has
became a famous document in the history of the drama:

In this dream play, as in his former dresm play
To Damascus, the Author has sought to reproduce
the disconnsctod but appareuntly logical form of
a dream. Anything can happen; everything 1s
possible and probable. Time and space do not
exist; on & s ight groundwork of reality,
imaginetion spins and weaves new patterns made
up of memories, experiences, unfettered fancles,
absurdities and improvisations.

The characters are split, double and
multiply; they evaporate, crystallize, scatter,
and converge. But a single consciousness holds
sway over them all, that of the dreamer. For
him there are no secrets, no incongruities, no

. seruplea and no law. He neither condemns nor

_aequits, but only relates, and since on the
whole, there ia more pain than pleasure in the
dream, & tons of melancholy, and of compassion
for all living ghings, runs through the sway-
ing narrative.?? =

Aécordihg to Dahlstrom, thesa'expreaaioniatic technigues
wers a natural outgrowth of the divisions produced by

the breakdown of traditional religious valueé and the

rapid rise of acientiric materlialism during the nineteenth
csntnry.26 Naturelistic methods wers no longer adequately
able to exprass the e#eruincreusing aplits in the personality
- of nmodern man. The expariencas,af A Dreem Play are based

on nctuél incidents in Strindberg's life, but they "are
ordersd by consclousness instead of beling presentad

imitatively according to the arrangement gained through

zsétrindbarg. quated 1n Sprigge, p. 193.

26300 Dahlatrom's introductory esaay, "Origina of
Strindberg!s Expressionism,” pp., vilexvii,
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physical observation,"2/
 The purpcse of A Dream Play seems to be the unvelling
of the mystery of human suffering--an investipgation of the
‘problem of evil. The mailn character is the Daughter of the
Hindu=god Indra who comes to earth to investigate the
plight of mankind, and she wanders all over the face of
the sarth in so doing, This limited study cannot begin
to discuss each of the myriad kaleidoscopic vignettes
through which Strindberg mirrors our "strange world of
contradictions,” since the play is so lengthy and diverse.
{Robert Brustein, for example, must devote elght pages of
his chapter on Strindberg to the narrative of A Dream Play.)
Suffice it to say that the Daughter finds the world to
be "a mad world” where "life together is a torment. One's
pleasure is the other's pain."28 She meets & proliferation
of charactersa in a varlety of settings. Dahlstrom comments:
_ -.The characters in A Dream Play have lost all
individuality. They are eithor shadows or
else are typified by sex, profession, family,
or social status: for example, the Father,
. Mother, Officer, Portress, Bill-poster,
Glazier, Teacher and. others, None of the

characters, however, 1s wholly stable, All
glide in and out of the dream drama llke

 figures in a vision.

- - L ] L 4 L » [ . L4 » .. ® L 4 * » - ] * - » - - E

There is absolutély no unity of time, no

 27pahlstrom, P. 180.

ZBStrindbex‘g, A Drﬂam Pls 8Y, in Spl’igge' 336 PP 216'
220, 226.
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unity of place, and none for actiocu. Once

and for all these unities are thrown aside

as measurements of physical observation;

they are not functional in the life of the

unconscious, in dream existence.Z9
Life 18 revealed as "a disardered and chaotic struggle
between opposites,”30 and the Daughter of Indra's repeated
comment, "Mankind s to be pitled,” reflects Strindberg's
compasalon for man in this dilemma,

Strindberg!s four "Chamber Plays"--Storm, After the

Fire, The Pelican, and The Ghost Sonata~-were written in

1907 in anticipation of the opening of the Intimate Theatre.
Thease works elaborated upon both the experimental techniques
and the philosophy of A Dream Play and will be examined |
later in this study. Let us now examine the manner in
which Strindberg's dramatic method and techniques influenced
Eugens 0'Neill. - |

| It appears initially that Strindberg's strongest
1nf luence upon O'Neill's plays comes from the misogynous nature
of Strindberg's writing. Many of O'Neill's plays portray
women who are strikingly similar in nature to Strindberg's
Laurs and Tekla. For example, one of the first 0'Neill
plays to be presented by the Provincetown Players in 1916

was Before Dreakfasat., This one~act monologue, which

duplicated Strindbergt!s style 1n his one-act monologue

29pahlstrom, pe. 180# p. 181.
30gpustein, p. 127.



7

The 3tronper, is delivered by a shrewish wife whose

emblttered nagging leeds to her husband’s offe-stage
suicidé. 1t is worth noting that the husband commits
suicide by slitting his throat with a razor--the exact
manner of committing sulcide that Strindberg hhd used in
Miss Julie!

. 0'Nelll employed this Strindberglan theme of the

war between the seoxes in play after play. A partial listing
of his works which utilized this theme includes "Bread and
Butter"” (1913), Beyond the Horizon (1918), The First Man.

(1921), Welded (1922), Desire Under the Elms (1924;), The

Great God Brown (1925), Strange Interlude (1927), Dynamo

{1928), Mourning Becomss Rlectra (1933), Days Without End -

(1933), and More Stately Mansions (published posthumously).

"Marriege in the carly O'Neill plays is lfable to be a
disaater.”3l 0'Neill's f£irst full~length play Beyond the
Horizon "introduced the American theatre to 1ife, the sad
realities of everydaj 1ife, and began changing the theatre
into one more genuine, more vital, more sensitive to the
human condition,"Bz' It was the story of two brothers who
were both in love with the same girl. The three main
characteras make their decisions--and they make the wrong

ones. The brother who loves the sea marries the girl and

3ljohn Henry Raleigh, The Plays of Eugene O'Neill
(carbondals, Ill,: Southern T1Iinois UnIversity Press, 1965),

p.,lBl.; .
32gpearfer, p. 416,
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remains on the farm; the brother who loved farming sets
out to sea, and the married couple at home finds that
their marrisge has been a mistake. ™As a disciple of
Strindbérg, O'Helll was intent on depicting love as a trap
and marrisge as a prison, especiaslly for the male."33 The

main character of another early play, The First Men, scorne

fully declares that most marriages are built upon "rabbite
hutch emotions™ and "bread-and-butter passions.“3h

The problems of marriage and the battle for
donmination between the sexes hold the center of the stage
in Velded. George Jean Hathen described this play as an
"attempt to duplicate the techaic of such avdrama as The
Fathar."3s It presents one oritical night in the marriage
of Michael snd Elsanor Cape and was based on O'Nelll's
marriage to Agnes Boulton. The Gelbs describe Welded
as follows:

It was an extreme case of the vicious circle:

First, his Strindbergeinfluenced need for a

dramatic marriage relationship; then the

torment over this self-induced situation; then

the necessity to chronicle, in Sggindbergian
terms, the havoc he had wrought,

331b1d., p. 420,

3hEugene O'Nelll, The First Man, in The Plays of Eugene
0'Neill, Vol. II (New York: Random Housa, 19417, p. 613,

35090rge Jean Nathan, "Eugene O'Neill,? in The World
of George Jean lathan, ed. by Charles Angoff (New York:
re i&nopf, IE;BZL Pe 1;02.

36(}31‘:), pe. 517,
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Michael 18 a sensitive, intelligent playwright while
Eleanor has a more pragmatic personality. The drama begins
with a loving reunion following 8 seperation which had been
caused by Michael's need to be alone to write, HMichael
sooh becomes jealous of visitors Eieanor has had while he
was absént and is partlcﬁlavly suapicious about an old
friend of hers who happens to drop by. A heated quarrel
begins and the dialogue reveala the fsct that ;his ia one
in a cydle of many such quarrels., Recriminations and
accusations build up between them until Michael attempts to
choke his wife., They both flee thelr apartment and each
tries to break the other's hold by golng to the arms of
another~=Xleanor to her old friend and Michael to a prosti-
tute. ‘These attempts to dissolve thelr relationship fall;
they both return to their home and "the resolution comes
when they both accept marfiage as 8 love-hate relationsbip."37
Cape passionetely declares:

And we'!ll torture and tear, and clutch for

each other'!s soulsi{-~fight-=fail and hate

again--(he raises hia volce in aggressive 8
triumph) butl--faill with pride--with joy!3

An understanding of the fact that the marriage relatione
ship in Welded is pilctured as a love-hate relationship whose
love cannot be terminated even when hate is at its highest

lavels between the two partners and recognition of 0'Helll's

37Raleigh, p. 134.

3Bpugene 0'Neill, Welded, The Plays of Eugene O'Neill,
Vol. 11, p. LI.BB. )
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intent in ¥elded, which seems to be not simply to portray
the painful complexities of the marriage rolationship but
also to dopict these complexities as passlionately and as
intensely as possible, leads to & clearer picture of how
Strindberg influenced O0'Relll., Strindberg influenced
O'Nelll not primarily because he was "a dramatist of
misogyny" but rather because Strindberg had written dramas
which conveyed his own attitudes toward male-female relation-
ships so powerfully. It was the Strindberg method or technic
that 0'Nelll sought to emulate,

As one of the three managers for the reorgsanized
Provincetown Players, 0'Nelll suggested that they open
thelr 192, season with Sﬁrindberg's Ghost Sonata. The

ploneering scenic designer Robert Edmund Jones did not
approve of the choicee-=he called it "s horrible play about
horrible peOple"39~-but 0'Neill prevalled and the play was
presented. O'Neill wrote an article for the Playbill titled
"strindberg and Our Theatre."™ In this article he claimed
that "Strindverg still remains emong the most modern of
moderns” because he was "thé greatest interpreter in the
theatre of the characteristic splritual confllets which

constitute the dramae~the blood~-of our lives today."uo

39G31b, Pe 536'

LOgugene 0'Me11l, "Strindberg and Our Theatro," in
O'Neill and Hls Plays: Four Decades of Criticlsm, ed. by
OScarBCargill et al. (Yew York: Universlty Preas, 1961),
Pe 108,
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He spoke of Strindberg as a crestor of a form of "supere
naturalisn”" which "intensified” dramatic methods and laid
bare the unreocalized regions of the soul. O0!'Neill coined

a term to describe Strindberg's plays; he called them s
"behind~life" plays, and it was Strindberg's ability to

g£0 beyond the "banality of surfaces” which really appesled
s0 strongly to 0'Neill.*! It was Strindberg the dramatist
of intense and devastating dynamic psychological processes
that 0'Nelll revered.

Beneath the cast of characters listed on the Playbill
O0'Neill hed printed Strindbergt's sentence concerning the
"joy of life" and its relation to 1ife's conflicts (see
P. 22, sbove). As early as 1917 O'Helll had indicated that
this view that life was significant because of ita struggles
was uis also:

The tragedy cof Man is perhaps the only signie

flcant thing sbout him, Wwhat I am after is

to get an audience leaving the theatre with

an exultant feeling from seeing somebody on

the stage facing life, fighting against the

eternal odds, not conquering, but perhaps

inevitably being conquered. The individual

1ife 18 made significant just by a struggle.hz
In his plaeys, then, O0'Neill, like Strindberg, was trying
to dramatize these spiritual struggles and to portray the
motive forces behind the conflicts. Further, just as

Strindberg's milieu had driven him to experimentation with

blivid., pp. 108-09.

6 thugene O'Neill, quoted in Williams, Hodern Tragody,
Pe 116.
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new techniques in order to express spiritual truths in a
world where the belief in a traditionsl God was dying, so
O'Nelill imitated these experiments, trying to find techniques
which could adequately dramatize the situation of modern man.
0'elll wrote in a letter to George Jean Hathan:

The playwright today must dig at the roots of

the sickness of today as he feels it-~the death

of the old God and the faillure of science and

materialism to give any satisfying new one for

‘the surviving primitive religious instinet to

find a meaning for life in, and to comfort its

feara of death with,43
Strindberg hed conducted ploneer explorations into the derk
corners of the human soul in 1its "modern” condition; he had
excelled "in depicting people driven by love, hatred,
Jjealousy or a8 combination of all three to that nightmare
border country where hysteria abuts on madness,"uk people
who found no outside supernstursl forces which could redecnm
their lives, and people who often discovered that thelr only
peace came in death, It was into this violent and tortﬁrad
country that O'Felll followed Strindberg.

Seen in this light,_the Strindberg=0'Neill theme of
the battle between the sexes takes on new dimensions.
0'Neill's many plays depciting marrisge as a hell on esrth

were not intended, in particular, to castigate women.

4i3Eugene O'Neill, quoted by Joseph Wood Krutch in
the XKrutch edition of Nine Pla 8 by Zugene 0'Neill (New York:
Random House, 1932), p. xvi

hhﬁeyer, p. 8.
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Instead, he was trying to uncover the "behind-life" reasons
for human suffering., O'Neill was seeking answers to questions

concerning man's raison dlstre and insights into the compelling

forces driving "modern" man. "Strindberg showed him how to

di{g below the surface of human relationships to the tensions
beneath, and above all, how to discard realistic means alto~
gether in order to project the mysterious forces that detere
mine human 11fe."h5 Thus all of O'Neill's plsys carried on

"a ceaseleas dialectic sbout human arfairs,“hé

and, of course,
the force that in large measure "makes the world go round e
the love or passions between the sexese--must form s large
part of that dialectic.

All of 0tNelll's plays mentioned above in connection
with his supposed misogyny can better be viewed as dramas
dealing with the theme of the suffering and destruction caused
by strong irrational passions which produce conflicts of wills,
This is why Of'Neill's characters are so often "maolstroms of
povwerful emotions."h7 O'Neill had found Intense, complex,
and larger-than-life characters in Strindberg's dramatic

nlt8

method which "magnified the psychos of the personalities

he created. Like Strindberg's dramas, O'Neill's own plays

4Sporis Alexsnder, The Tempering of Eupgens O'Neill
(New York: Harcourt, Brace and World, IncC., 1962), Pe 184.

héﬁalei gh s Pos 1550
h7Ib1do. Pe u}90
hanthan, pe 402,
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were not to be bullt around plots but around character develop=
ment. "His characters are, by turns and sometimes simultane
eously, monolithic, contradictory, split, fluld, self-contained,
and interacting. They are not rationally conceivaed but felt

« s e ."hg Some good examples of men and women in O'Neill's
plays who are represeﬁtative of O0'Neill's abllity to create
dynanic "modern" characters are Ephraim and Eben Csbot in

Desire Under the Elms=~-a father and his son, both in love

with the same young womanee~; Hina Leeds in Strange Interludg--

a wonman whose psychological needs lead her into multiple male
relationships in her search for heappiness~-; and the members

of the Mannon family in Mourning Becomes Electra=«~(tHeillts

dramatization of the Orestean theme of Greek tragedy which
includes violent murder and suicide, This discussion of
human complexity asnd psychological processes in Strindberg
snd O'Neill will be carried further later in our study when
we examine some of the "late" plays of both writers, but now
we turn to a briefl examination of the experimental dramatic
techniques O'Nelll utilized in his attempts to express human
dépth and complexlty., Again he followed Strindberg's lead,

and A Dream Play can be seen as the source of most of 0'Nelill's

expressionistic ideas,

The production of The Emperor Jonss in November, 1920,

49Raleigh, p. 149.



"virtually introduced expressionism into the American
theatra;"so The play was written in eight shifting scenes,

reminiscent of the shifting scenes of A Dream Plsy, and in

it O'Neill experimented qith "sustained monologue and the
physicel presence, on stage, of ghosts that exist only in
the fevered imagination of the protagonist."51 As noted
above, Strindberg had previously experimented with both the

monologue form (The Stronger) and the obsessive power of

suggestion (The Father, Miss Julle, Creditors). The story

of Jones!' apparition-tormented flight through the jungle
which is accompanied and accented by the now-famous drum
beats is often called the "play that made 0'Neill fanous,“sa
and certainly its departure from traditional staging convene
tions was an integral part of its succeéa.

In 1922 The Halry Ape opened at the Provincetown

Theatre. Alexander Woollcott, in a firste-night review,
described the work as a "bitter, brutal, wildly fantastic
play of nightmare hue and nightmare distortion.“53 ‘OtNeill's
opening stage directions for the play include the following

5030hn Gassner, Eugene 0'Neill (Minneapolis: Univer-
sity of Minnesota, 1965), p. 16.

51gelb, p. 438.

52Frederic I. Garpenter, Eugene 0'Neill (New York:
Twayne Publishers, Inc., 1964}, p. 89.

53Alexander w°ollcott, "The Hairy Ape," in Cargill
et 1 o3 Po 160,
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comment, "The treatment of this scene, or of anyiother
scene in this play, should by no means be naturalistic,”S4
Other stage directions indicate that churchgoers in the

p}ay are to resemble "a procession of gaudy marionettes,

yet with something of the relentless horror of Frankensteinsa
in thelr detached, mechanical unawareness,” and 0'Neill
directs that this anti-naturallsm reaches it climax when
Yank, the play's protagonist, engages in a fist-fight with
one of these churchgoing gentlemen. "He lets drive a
terrific swing, his fist landing full on the fat gentlemant's
face, But the gentleman stands unmoved as if nothing had
happaned."55 It is obvious that the play takes place in

a nightmare/dream land. As Yank, a cosl-stoker on a trans-
atlantic liner, searches for & place where he "belongs,"
the play shifts {rom scene to scene, beginning in the hold
of the linor and ending in the gorillats cage at the zoo
whers Yank 1s crushed to death by the hairy ape. The play
is a study of "the paychological implications of the
machine age.“56 0'Neill intended Yank as a symhdl of man
"who has lost his old harmony with nature, the harmony

which he used to have as en snimal end has not yet acquired

Slgugene 0'Neill, The Hairy Ape in Nine Plays of
Eugene OfNeill, p. 39.

SSIbid., Pe 693 Pe T2

5630phus Keith Winther, Eugene 0'Nelll (New York:
Russell and Russell, 1961), p. 195,
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w57

in a spiritual way, and he was diasppointed when the

public "saw only the baffled stoker, not the 3y&bal-"58

In Beyond the Horizon O'Neill experimented with
symbolic scenery, but again he was misunderstood, In &
letter to Barrett Clark, O'Neill complained:

Why is 1it, I wonder, that not one other critic
hes given me credlt for a deliberate departure
in form in search of a greater flexibility?
They have all accused me of bungling through
ignorsnce==-whereas, if I had wanted to, I
could have 1laid the whole play in the farm
Interior, and made it tight as 8 drum a lsa
Pinero, Then, too, I should imagine the
symbolism I intended to convey by the
alternating scenes would be aggarent even
from a glance at the program,

Later 0'Nelll explained further to an interviewer:

One scene is out of doors, showing the
horizon, suggesting the man's desire and
dream., The other 1s indoors, the horizon
gone, suggesting what has come bestween him
and his dream, In that way I tried to get 4o
rhythm, the alternation of longing and loss,

0'Helll experimented with mesks as & major dramatic

offect for the first time in The Great God Brown. "All

the leading characters--Brown, Cybel . . ., Dion and
Dion's wife, lMargaret-~use masks to cover their faces when

they do not want their soula'! secrets revealed, and doff them

nbl

before those they trust, O'Neilll defended the modern

(.STQuoted in Gassner, p. 19.

581p14,
5%uoted in Geldb, p. L1l.

601bi 4,

61 1p1d., p. L479.
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dramatisttas use of masks in a "Memoranda on Masks™:

Por I hold more and more surely to the cone
viction that the use of masks will be discover=~
ed sventually to be the freest solution of the
modern dramatistta problem ss to howe--with the
greatest possible dramatic clarity and economy
of means=-~he can express those profound hidden
conflicts of the mind which the probings of
psychology continue to disclose to us. le

must find some method to present this inner
drama Iin his work, or confess himself incapable
of portreying one of the most characteristic
preoccupations and uniquely significant,
spiritusl impulses of his time. . . . For
what, at bottom, 1s the new psychological
Insight into human cause and effect but a
study in masks, en exercise in unmasking?62

O'Nelll's "Dogma for the new masked drama" reads, “One's
cuter iife passes in a solitude haunted by the masks of

others; one's inner l1life passes in s solitude hounded by
the masks of oneself,"®3

In The Great God Brown O'Neill also oreated a

aymbolic figure who appeared again and sgeain in his workee
that of Cybel, the philosophical prostitute who represents
the earth-mother-goddess. In,gxgggg, 8 play which O'Neill
said was to be the first of a trilogy "whose overall title
might be God 1s Dead! Long Live==ihat?,"°" the great

symbol of the drama was the fantastic and grotesque dynamo

itself which 1is pictured aa the Mother-God of the modern

t: §ed - IN

62Rugene O'Neill, "Memoranda on Masks," in Cargill
et al., p. 116, |

631b1d., p. 117.
 &hgeldb, p. 679.
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Further experimentation with the depiction of the
modern split-personslity took place in Strange Interlude and

Days Without End., In the former he used "the Elizabethan
daﬁica of the taside! on a scale never before attempted on
the stage,"65 and in the latter the protagonist is actually
divided into two characters, "John," who believes in God
and is faithful to his wife, and "Loving," the cynical,
adulterous skeptic,

This brief survey of O'Neill's experiments with
expressionistic techniques i3 by no means exheustive, but
it should be sufficlent to lndlcate the manner in which
Strindbérg’s sxpressionism suggested endless possibilitles
to O'Neill., Both playwrights felt that the dilemmas of
medern man could not be satisfactorily portrayed in depth
and with sufficlent intehaity unless new innovative tech-
niques dould be foundestechniques which could more adequately

reflect the complexity of the modern condition,

65Gassner, p. 28,



CHAPTER IIX
THE INFLUENCE OF STRIKDBERG'S PHILOSOPHY OF LIFE
UPON OVHEILL

Eugene 0O'Nelll oncé said that of all the plays he had

ever read, the one he would most like to have written was

Strindberg's Dance gg,Death.l According to John Raleigh,
0'Nolill's extreme admiration for this play grew out of the
fact that when 0'Nelll looked into Strindberg, "he was, in

n2 This chapter intendas to

effect, looking into a mirror.
invastigaté the influence of Strindberg's philosophy of

1ife upon O'Nelll's work. In what ways did G'Neill's ideas
concerning the nature of man and the nature of reality

mirror Strindberg!s? Some of the dramatista' ideas concerns
ing man and his role in the universe have been introduced

in the preceding chapter since it was lmpoéaibla to discuss
methods and techniques without mentioning the ldeas being
dramatized. This chapter beglns, however, with an examination

of Strindberg's jdeas as expressed in two of his laat plays,

lsheaffer, p. 395.

2John Henry Raleigh, "Eugene 0*Neill," Ramparts, II
(Spring, 1964), p. 86.



41

The vance of Death and The Ghost Sonata, and then proceeds

to two of O'Nelllts last plays, A Long Day's Journey into

Night and The Iceman Cometh, in an attempt to compare the

two dramatists! conclusions about the nature of 1life, love,
illusion, death, and reality.

Strindberg wrote The Dance of Death in 1900, The
Scandinavian scholar Alrik Gustafson writes of this play,
"The Dance of Death is the most hopelessly pessimistic
picture of human 1ife that Strindberg ever penned."3 In

this work he took up again characters similar to those he

hed crested in The Father, and the play is andther descripe
tion of the love«hate relationship between man and woman.
liowever, after his inferno-crisis he was able to dramatize
"the hostility which accompanies all romentic love . .
with much greater balance, detachment, and cogmxcy.“'4 The

Dance of Death 1s not meant as a naturalistic depiction of

the battle betweon the sexes; rather, the play 3s a blend
of myaticism and realism and "constitutes a huge plece of
symbolisme~, , . the subject of its symbolical interpreta-
tion seems to be nothing less than the sum of human intere

relationshlps."s

3Gustafson, Pe 39.
usl’uatein' Pe 112.
‘SEdwin Bjorkman, "Introduction" to Plays by August

Strindberg, trans. Edwin Bjorkman, Vol. I (New York: Charles
Seribner's Sons, 1913), ppe. 16-17.
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The long play 1s composed of two parts. It is the
story of a Captain and his wife, Alice, who are soon to
celebrate their twonty-fifth wedding snniversary. They
live an isclated 1life on & small island nicknamed "Little
Hell." Thelr 1ife together seema to be an aimless, endless

round of pettiness, quarreling, hsatred, and lcatbing., "The

sex struggle is even sharper than that of The PFather, and
the battle in the first part of the play Is pltched exceed-
ingly high because it ls more even betwsen husband and
wife."6 A third character is introduced into this hellish
situation, Kurt, the man who had originally introduced the
pair. His arrival serves as a catalyst which accentustes
and heightens the state of conflict between the Captain and
Alice until the two becoms bestial primitives. Their hateful
words and acts are beyond bellef, LEven they, in their calmer
moments, cennot belleve they could have acted so inhumanly.
For example, once the Captain almost drowned his wife; Kurt
questions him about the deed:
KGRT: . . + Why did you push her into the water?
CAPTAIN: I don't‘know. It merely seemed quite natural
to me, a8 she was standing on the pier, that she
ought to be in the water,

KURT: Have you never regretted 1t?

.CAPTAIN: Hever!

épahlstrom, pe 107.



KURT: That's strangel
CAPTAIN: Of course, it is! 8o strange that I

cannot reelize that I am the man who has

been guilty of such a mean act.!
The Captaln and Alice are Strindberg's exaggerated picture
of the "primitive element” in the human being-«"that which
bursts cut in us in spite of aesthetic, intsllectual and
emotional refinaments."a There 1s, somehow, a demonic ele-
ment in human nature, an element which is not always under
rational control, One of the play's main themes seems to
be that man's ungoverned passlons are one source of this
evile~that human nature is incredibly selfish, Gustafson
carries this point even further:

It is worthy of note that in this domestic

tragedy Strindberg finds both man and woman

equally gulilty, which would seem to suggest

that he has finally arrived at the conclusion

that woman in herself is nos the beginning of

ovil, Life itself is evil.

Strindberg intended that Part II, which has been
criticized as a pointless repetition of Part I, would signify
the endless repetition involved, and the "terrifying thing“lo
sbout Part II actually is that the conflict is endless,

Finally, however, the Captaln dies, and the couple is libsrated

7August Strindberg, The vance of Death, in Bjoriman,
pe 210. All further quotations from the play will be taken
from this edition and cited by page number only.

8panlstrom, p. 110,
9Gustafson, p. 40,
101b1d., p. 39.
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from Lts struggle. Peace and quiet come over the household:

ALICE: + « « But do you notice that there 1is
peace in the house now? The wonderful peace
of death, Wonderful as the solemn anxziety
that surrounds the coming of a child into
the world. (p. 268)

Then suddenly and ironically Alice recalls her husband as

he hed been in his youth and then remembers her love for

him., HMartin Lamm comments:

The final scene /wherein the husband 1s deed/
not only rounds out the drama artistically,

but also gives it an Infinits perspective.

The unceasing, meaningleas grim struggle in
which the two bettle aga}gat each other becomes
a symbol of 1life 1tself,

This interpretation of The Dance of Death indicates that

Strindberg's lifetime of personal experiences had confirmed
and strangthened him in the view of life he had {irast enun-
~ciated in the Preface to Miss Julie., But he had created

Miss Julie as a dramatic case study of & particular type of

man and a special kind of uomah, whereas the mature Strindberg
created the Captaln and Alice as rapresentébiVea of the

condition of the entire human race. In Miss Julie conflict

was inevitable between certain classes or between the sexes,

but 1h The Dance of Death, 1llfe is conflict., No mstter who

you are or what your station in 1ife, there is no end to

this conflict as long as one lives,

One of the best critlcal essays on Strindbergts

1lquoted in Dahlstrom, p. 111,
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philosophy of life 1s Joseph ¥Wood Krutch's essay "Strindberg
end the Irreconcilable Conflict."” 1In this essay Krutch glves
ample and convincing evidence from Strindberg'a plays to
substantiate the thesis that for Strindberg " . . . the
problem of the sexes is . . . simply a typical example of

w12 yrutehts analysis of Strindberg's

all human problems.,
view of the noture of man is so central to sn understanding
of the relationship between Strindberg and O'Neill, that its
main points must be rehearsed here. According to‘Krutoh,
Strindberg views "irreconcllable conflict” as the central
fact, not only in the relationéhip between men‘and women,

but also, by analogy as "the central fact in the whole
problem of the good 11fe."13 This basic ides leads to the
following concomitant views: If the central eternal reality
is not a community of intereats but a conflict of interests,
then dissonance rather than harmony is the condition to which
the universe naturally tends; therefore, the perasonal life

of a human belng can never be a harmony; to be & man at all
13 to be neurotlc, salf—destructivé, and unhappy; maﬁ is

torn between irreconcilable impulses and it 1s the universe
itself which puts him on the horns of the dilamma; the

only salvation for mankind 1s a kind of accepted damnatione-

that 1life is good becauss 1t 1s painful.lh

12j0seph Wood Krutch, "Modernism" in Modern Drame
(New York: Russell and Russell, Inc., 1962), p. 25,

131v1d., p. 31.
41v1d., ppe 31, 32, 42, 34, and 39.
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Strindberg's lifelong interost 1n pasychological
processes had brought him to view man as a victim of his
passions‘and the soul of man as a battleground where
reason and passion battled for contfol. This was also a

theme of 3t. Paul's15 and of Milton's Paradise Lost, but in

each of these cases supernatural aid in the form of God's son
offered man some hope., In Strindberg's view there is little
hope for either ultimate victory or reconcilation in 1solated,
"modern" man's battle for self-control,

This despairing view of life was pictured most intense-
ly in ﬁhe Chamber plays which Strindberg wrote in 1907. The
Chamber plays are all preoccupied with death; Strindberg
referrod to them as his "last sonatas."16 In these four
plays Strindberg tried to create dramas "as suggestive,
compelling, and hypnotic as romantic music,"17 plays which
could equal in effect the last sonatas of Beethoven., Evert
Sprinchorn details the manner in which Strindberg attempted
to achieve such an effect:

What Strindberg created was a dramatic form
in which less attention is paid to preparing

15See, for example, Homans T7:15: "I do not understand
my own actions, For I do not do what I want, but I do the
very thing I hate," or Komans 7:19: "For I do not do the
good I want, but the evil I do not want is what I do." The
New Testament, Revised Standard Version (New York: Thomas
Nelson and Sons, 1946).

16uvert Sprinchorn, "Introduction" in The Chamber Plays
by August Strindberg, trans. by Evert Sprinchorn et al, (New
York: E, P. Dutton and Company, Inc., 1962), p. xv.

171b1d,, pe ix.
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for the big scenes and bullding up suspense
and more attention is given to drawing
parallels between scenes and characters and
to sustaining & mood at almost the same level
of intensity throughout. Instsad of working
backward from the climatic scene . . .
Strindberg concelves a symbollc situagion and
then explores all its possibilities.l

In The Ghost 3Sonata, the third of the Chamber plays,

Strindberg dealt with his "firm conviction that we live in
a world of madness and delusion (1llusion) from which we must
fight our way free,"19 and the play i1s & "mercilesgss exposure
of 1ife's most shameful secrets."20

The drama is a compound of dream mood and brutal
naturalism, It opens in a realistically drawn Stockholm
atreet setting, but the actlions are obviously symbolic. Two
of the pley's central characters, Hummel, a sinister elderly
man, and the Young Student, are In conversation in front of
an attractive apartment building, but as the play develops
it becomes apparent that "this attractive facade conceals

w2l e house, which at first is

nameless human misery.
taken to be a house of 1life, 1s, in reality, a deathehouse,
This deathein-life theme 13 obvious at tea=-time wﬁen one

of the servants describes the gathering:

JOHANSSON: Are we going to have a musicale this
evening? Or what {is the occasion?

lagg;g., PPe X=Xxi,
19Guoted in Meyer, p. L20.
203prigge, p. 265,

2lramm, p. 133.



BEXGTS508: Just the ordinary ghost supper, as
we call 1t, They drink tea, without seying =
vord, or else tne Colonel talks ell by himself,

JOHARS8UN: Yhy do you cell 1t the ghost supper?
BENGTSSON: They all look like ghosts . « « This

has been golng on for tuwenty yoarse-always the

same people, always saying the same things. Or

else keeping silent to avold being embarrassed,2<
Death reigns becsuse inside this house all is sham and
decolt, and the Student gradually learns this hard lesson
as the action unfolds. He had entered the house, on
Hummel's invitatlon, believing it would be a paradise in
which he could live happily married to the Colonelt's
beautiful daughter. Hummel, the truth-teller, sets out to
reveal all the sordid secrsts which bind the members of the
household together, His ostensible reason for such revela-
tions 18 that he wants to create a cleaner atmosaphere in
which his protege, the Student, and the Beautiful Young Lady
can begin their married 1ife, But Hummel, too, is unmasked,
for it 1is he, and not the Colonel, who is actually the father
of the Beautiful Young Lady. Hummol has been secking revenge
on the Colonel and hes been thinking of himself, not the
Student, as he scted,

Thus each member of the household 1s pullty of some

secrot sin, The family's mother, who has shrivelled into

22August Strindberg, The Ghost Sonata, trans, by
Evert 3princhorn, p. 125, Further quotations from this
play will be teken from this translation and will be clted
by pege number only.
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& dried-up Mummy over the years, raveala the manner in which
the household is united:
THE MUMMY: Our crimes and our secrets and our
guilt bind us together! We have split up end
gone our separate ways an infinlte number of

times, But we're always drawn back together
again . . . . (p. 131)

In the third and final scene or movement, the Young
Lady and the Student talk of love, Perhaps this 1s the
force that can overcome the evil and guilt of the world.
The Student is determined, however, that this love must
be anchored in reality. He will speak only the truth to
the one whom he loves:

STUDENT: Do you know how I am thinking about you
now? . ,

YOUNG LADY: You must not tell me or It1ll diel
STUDENT: But I must or I'1l die! (p. 149)

In spite of these warnings from his beloved, the Student
reveals his knowledge of what has happened in
thess past hoursj all is decayed and diseased,
but keeping silent would only rot the truth
s « « The Young Lady, the most beautiful of
flovers, iz also poisoned and haa poisoned
him. The fragrance of the room 13 deadly.,

There is a curse on all creation.é3
The Young Lady dies, for “"Beauty created out of falsehood

will vanish if honesty prevails."zk The Student's last

23Lewis, ppe. 55-56,
2h1bid., p. 55.
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speech glves Strindberg'!s final vision of death:

Your liberator 1s coming! Velcome, pale and
gentle one » « « And you, you beautiful,
innocent, lost soul, who suffer for no fault
of your own, sleep, sleep a dreamless sleep,
And when you wake agaln ., . . mey you be
greoted by a sun that doesn't scorch, in a
home without dust, by friends without raults,
and by a love without flaw. (p. 151)

As Allan Lewls comments:
Strindberg's world is not a pleasant one, but
his despair at the triumph of evil does not
result in his rejection of man, but in a deep
compassion for man, 8 need to recognize pain
and sorrows as the road to salvation,Z25
And, in the finsl snalysis, only death can end the horrors

of life.

"wWhere most people find in Strindberg's writingﬁ a
nightmarish distortion of man's time on earth, O0'Neill found
an account of relentless truth."2® First of all, 0'Neill
himself "both loved and hated almost everything,"®! and his
plays mirrored this Strindberglan dualistic view of 1life.

John Gassner comments:

Like his favorite modern playwright, Strindberg,
0'Neill made division 1tself the subject of his
plays. In them he tried to master the division
he found in human nature and in the human
condition, and becauss this was no easy enter=-
prise, he wag doomed to repeat the effort
constantly.a

251bid., p. 58.
26ghearfer, p. 253.
; 37Raleigh, "Eugene OtNelll," p. 80.

ZBJohn Gassner, Theatre at the Crossroads (New York:
Holt, Rinehart and Winston, 1960), Pe {2e
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John Raleigh describes the cosmological principle which
underlies all of O'Heillfs plays as follows:

e o« » Thers 18 in the plays a cosmologlcal
principle«-and I think O'Helll himself was not
Tully avare of the ubiquity of his outlook in
thls respect--underlying everything he wrote,
Trom firat to last: the principle of polarity;
the universe and human existence conceived of
as sn endless seocrles of polaritles, oppositions,
antitheses, antinomies; the world as a kind of
perpetual dislectic without aynthesis, or the
world as a perpetusl alternstion between

. opposites, which are both seperate and insepe
arable, . , s In sn untutored way, philosophe
ically speaking, O'Nelll . « . felt that polarity
was the essential design of the world . . . He
could never see humen experlence except in terms
of antinomies, elternations, and repetitions,29

Raleigh‘furthar points out that this governing philosophical
"principle of polarity" also often dictates a timeo-scheme
for 0'Heill's plays which is based on "the greatest cosmic
polarity of all, night and day," as well as "two basic
pairas of antithetical settings: sea and land, and city and
farm.“Bo And Harold Clurmen contends that it is O'Neill's
dualiastic view which creates the drama of his work:
~In this eoverlasting duallity with its equal
pressures in several directions lies the
~ brooding power, the emotional grip of O'Nelll's
work.
O'Neill's "principle of polarity" is clearly evidenced

in the divided personalities of the characters in his play

 29Raleigh, The Plays of Eugene O'Neill, pp. 3-L, p. 17.
30rbid., pp. 4=5. .

3lgaro1d Clurman, "Long Day's Journey into Night," in
Carglll E_t_ gl‘c’ Poe 216. .




A Long Day's Journey into Nipht, It is common knowledge

today that A Long Day's Journey into Hight 18 actually the

story of O'Heill's own family relationahips.32 But just as

the characters in The Dance of Death were created by Strind-

berg as representative of all mankind, so O'Neill pictured
through the microcosm 6f.his own family the macrocosm of the
world, "0'Neill has created a personal pley which bears on
the condition of all mankind; a bourgéois famlly drama with
universal implications."33 |

The play 13 set in the O'Nelll summer home in New
London, Connecticut, in 1912, but the characters "could well
,bé living on the moon for all the power that the America of
1912 exercises over them.“3h The setting is actuslly formed
of that ssme compound of realism end symbolism that was so

charascteristic of Strindberg's Chamber plays. “Long Day's

Journey into Right exists . . . in a split world, so full

of gross reality, on the one hand, so ghostly, foggy,
nebulous, on the othar.“35 The "real” life includes whiskey,
cursing, whores, laughter, poetry, card games, arguments,

confessions, disease, doctors, drugs, and electric light

. 321f it were not for ¥rs, Carlotta O'Neill's disregard
for her husband's expressed wishes, this play would still be
unknown, O'Neill had directod that the play remsin unpublishe
ed until twenty-five years after his death,

~ 33Brustein, p. 359§ : _

3l4Raleigh, "Eugene 0'Neill,"” p. 77.

. 35Raleigh, The Plays of Fugens O'Neill, p. 151,
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bulbs, but by Act IV "the play becomes a ghost story with
the drugged Mary . . . fulfilling her husband's grim pro=-
phecy of Act IIX that before the night was out she would
be like a 'mad ghost. 1n36

The same journey through life that took place in
A Dream Play, The Dance of Death, and The Ghost Sonata takes

place in this drama, too, as the haunted members of the
Tyrone family stumble through a long day and on into the
night, The foghorn, which had been going all night long on
the pré#ious night, and which is heard at regular intervals
as evening comes on again, is an ominous reminder of the
encroaching fogs which envelop the Tyrone home. The same
nightmarish quality that characterized Strindberg's expres-
sionism also exists in this plsy, as "the fog has blurred
all distinctions between night and day and land and sea,"
and the psychological processes of the play have blurred
"the distinctions between the past and the preaent and the
living and the dead,"37

"The positive excellence of the play consists not in
the plot but in the characterization,"38 The family is pice
tured as "living in a close symbiotic relationship, a single

organism with four branches, where a twitch in one creates

361p14.
3T1pia.

38ppederic I. Carpenter, Eugene O'Neill (New York:
Twayne Publishers, Inc., 1964), p. 159.
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& spasm in another.“39 The amblvalent Strindbergian lovee
hate relationship is evident in almost every line of the
drema, As Edmund remarks of his mother, "It's as if, in
apite of loving us, she hated usy"ho

The four members of the family react to each

other with bewildering ambivalence-«exposing

1llusions and sustaining then, stﬁiking 8 blow

and hating the hand that strikes.i4l
Since thias is a picture of 0'Neill's own family, it is easy

to see why The Dance of Death had influenced him so powerfully!

Each member of the femlly makes a psychological Jjourney
into the dark night of his soul=<"g& journey into the hell of
truth.“ha ‘

For the mother, 1t is a sad jJourney into the

fog of dope and dreams, For Jamle, 1t ia a

hopeless journey into the night of cynicism

and despalr., For the father, 1t is a tragic

Journey down the wrong and, away from an

sarlier triumph . . . 43
For the younger son, Edmund, it is a journey winding its
way in and out of the tortured night of the others, as well
as into his own reality in which "truth snd 1ife plague him
like a disease.”uu Nightmare loneliness engulfs them all,

The chains of self-disgust, gullt, and illusion are as

. 3931‘“8%011’1, P. 351.

. LOpugens 0'Neill, A Long Dsy's Journey into Night (New
Haven: Yale University Presas, 1 s Pe 139, Further quota-
tions from this play will be cited by page number only.

Wlppustein, p. 352.
" h2Raleigh, The Plays of Eugene 0'Neill, p. 19.
ki3carpenter, p. 163.
" LhBrustetn, p. 35L.
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binding in this household as they had been among the family

members in The Ghost Sonata, and the cries of anguish are

tragic echoes of the criesfof‘é,Dream Play. In Act 1V,

when Edmund and his father'diacuss the fact that the son
must enter a tuberculosis sanitarium, the father confesses
how he has betrayed himself for monetary gain; Edmund's
brother Jamle reveals that jealousy makes him his brother's
worst enemy; and Edmund's mother sinks further and further
into a drugged dream of her past youthful happinesst, The
curtain closes on a despairing and deathlike scene; surely

"Human beings are to be pitied."us A Long Day's Journey into

Night exposes "the forces that work both to unite and to tear
‘asunder all humangroups,f‘l*6 and says, "human illusions can-
not withstand the monstrous invasions of raality,"u7 The
only moments of peace in the entlre play are ones that come
Qhen Tdmund, who has the“makings of a poet in him, describes
'experiences he has had while walklng in the fog or salling

at sea: o
I became drunk with the beauty and singing rhythm
of it, and for a moment I lost myself--actually
lost my life, I was set free! I dissolved in
the sea, became white sails and flying spray,
became beauty and rhythm . . . Like a saint's

vision of beatitude. Llke the vell of things
as they seem drawn back by an unseen hand, For

 457ue refrain from A Dresm Play.

k6ﬁenry flewes, "A Long Ddy's Journey into Night," in
Carglll et al., p. 218. '

47Raleigh, The Plays of Eugene O'Neill, p. 15l.
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a second you see=~and seeing the secrot, are the
secrots TFor a second there 1s meaning! Then the
hand lets the veil fall snd you are alone, lost
in the fog again, and you stumble on toward no-

- where for no good reason) . . . It was a great
mistake, my being born a men. . . « As 1t is,
I will always be a stranger who never feels at
home, who does not really want and is not really
wanted, who can never belong, who must always be
a little in love with death! {ps 154)

?or O*Heill, as for Strindberg, personal interrelationships
are so- difficult and so destructive that death 1s the only
paaceful experlence man can ever really know. Therefore 1t
is not surprising that the play which has been described as
0'Nefll's "culmination and his demise"™8 s a play about the
impending srrival of the Iceman, Death,

The lceman Cometh is "the most intricetely and

symbolicelly coded of all O'Neill's plays,”i9 and in many
ways 1t 1s the playwright!s most bitter and despairing

drama, "concerned es it is with murder, suicide, loneliness,
guilt, fear of death, the problems of identity, the nscesslty
for 11lusions, the embigulties of pity, the nature of 'truth,!
and the paradox of commitment."?® 0'Heill himself sald of

i1t, "The Iceman 18 & denial of any other experience of faith

in my playa.“51

hBRohert C. Lee, "Lvangellism and Anarchy in The Iceman
Comath, Modern Drama, XII (&eptembar, 1969), p. 173,

 L9%e1b, p. 831.

' 50Raleigh, The Plays of Eugene. 0'Neill, p. 16l.

51Quoted by Croswell Bowen, "The Black Irishman "
in Cargill et al., De Bu,'
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At first glance this play, too, seems to have a most
realistic setting. All four acts take place in the backrocm
and a section of the bar at Harry Hope's saloon which is
located on the downtown West Side bf New York. Several
studies have documented the fact that the locale of the play
is taken from O0'Neill's own past: Harry Hope's 1s modelled
closely on similar bars which O'Nelll had frequented in his
youth, such as Jimmy the Priest's and the Helle~Hole. And
the year in which the play takes place, 1912, was, in fact,
the year when O0'Neill attempted sulclde in his room at
Jimmy the Priest's. But before one has read or seen much
of the drama, it becomes obvious that once again O'Neill
has combined realism and symbolism in creating the backdrop
fér his play. One of the main characters, Larry Slade,
describes the place:

What 1s 1t? 1It's the No Chance Saloon, 1It's

Bedrock Bar, The End of the Line Cafe, The

Bottom of the Sea Rathskeller! Don't you

notice the beautiful calm in the atmosphere?

That's because it's the last harbor. HNo one

here has to worry about where they're going
nexgé because there is no farther they can

g0,
Harry Hope's saloon 1s another house full of livingedead
men, and that the place should be nemed "Hope's" is clearly

ironic., The death-in-life nature of the play 1s obvious

52Eugene O'Nelll, The Iceman Cometh, in Twentieth
Century Drams, eds, Ruby Cohn and Bernard Dukore (New Yorks:
Random House, 1966), p. 422, All further quotations from
this play will be cited by page number only and will refer
to this editionm.
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throughout;53 one of the most deathlike scenes occurs in |
Act II when a birthday party is glven for Hope. The party
1s described by one of the bartenders as "a funeral"
(pe L48L4), and 1t 1s strongly reminiscent of Strindberg's
"ghost supper.”

The theme of the play is also quite similar to the

theme of The Ghost Sonata, for The Iceman Cometh deals with

the felation of man's 1llusions to his 1life and his death,
and one of the central characters of the play is a truthe
teller, who, llke Strindberg's Student, apparently believes
he can save the ones whom he loves from the guilty miseries
of 14fe if he can bring them to face the truth about them-
selves,

The characters of the play were based on personal
friends out of O'Neill's past of whom he has remarked, "The
people in that saloon were the best friends I've ever known."Su
At the center of the action 1s Hickey, the truth-teller, who
13 a salesman of death disgulsed as a aalesman of 1ife, As
the play begins, Hickey's arrival is eagerly awalted by the
regular habltues of the establlishment, for on previous visits,
he has lavishly dispensed both free dfinks and good cheer.

The regular customers of the saloon form a group of the lost

and the damned which includes Larry Slade, the old Foolosopher,

534 recent monograph detalling the relationship of
death to the setting, the characters, and the action of the
play is Winifred Frazer's Love as Death in The Iceman Cometh
(Gainesville, Fla.: University of Florida Press, 1967).

ShQuoted by Bowen, in Cargill, p. 82,
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who claims he has retired from 1life; Don Parritt, a young
newcomer and former friend of Slade's; and thirteen other
down-and-out bedraggled specimens of humanity who represent
a cross-section of mankind,

Beceuse he is universslizing « . . 0'Nelll has

created instead of one antagonist a whole cata-

logue of them--the deadbeats, alcoholics, pimps,

whores, bartenders, and illusionists who inhabit

Harry Hope's premises . . . He has drawn them

Show mankind at the extremity of its fate.s5

Each member of the group has his secret sorrows and
seeks relief from his miserable exiatence through alcohol;
the salcoholic stupor which pervades the play is just another
evidence of death's ominous presence. FEarly in the drama it
1s established that this group escapes the harshness of
reality not only through drunkenness but also through dreams,
The chafacters are all members of the great Tomorrow move- |
ment; each man and woman has his "pipe-dream” about what he
can and will do tomorrow, and "the sum of these pibe-dreams
is meant to represent the total content of human illusion."56
Political, racial, domestlic, status, psychological; intellec=-
tual, and philosophical 1llusions are all represented. Larry
Slade's second speech enunciates the philosophy of the‘groupé
"To hell with the truth! . . . The lie of a pipe dream is
what gives life to the whole misbegotten mad lot of us, drunk

or sober." (p. 415). And yet, each character is privately

SSBrustein, pp. 340-41.

5¢Ibid., pe 3Ll.
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aware that he presently lives in a world of shared illusions,
and "supposes that when he gets ready he can move again into
the world of social respectability and accomplishment."57

The play is lengthy (approximately four and one~half
hours when produced), and the dialogue often secms repetitious
and clrcular, Seversl critics have berated the drama on this
account, but O'Nelll adamantly resisted any attempts to cut
the script; he said he intended for & certain point to be
repeated elghteen times.se Each act is intended, in fadt,
as "a single variation on the theme of.illuaion,"59 and the
development of the theme depends on the repetitious corre-
spondences which are established. This study csnnot beglin to
examine each character's illuslons, but, in general, what
happens when Hickey arrives at Hafry Hope's, bringing with
him & new "Gospel of Truth" which 1s to "save” his friends
by forcing them to admit thelr paat fallures and hidden
guilts?

Hickey explains that he has finally "had the guts" to
face himself and throw his own "“damned lyinz plpe dreams”
overboard; he insists that he is now "at peace"™ with himself.
He offers as proof the fact that he no longer needs any booze

to make him happy. Hickey actually preaches an evangelistic

’

5Tton F. Drivar, "On the Late Plays of Tugene. O'Neill,""
in ¢'Neill, ed., by John CGassncr (Englewood C1liffs, H. J.:
Prentice~tiall, Inc., 1961},)’ De 115-

585e1b, p. 86h4.

59Bruatein, pe 341,
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sermon to his friends in this "Palsce of Pipe Dreams”:

O0f course, I was only kidding Cora with that

stuf'f about saving you . » « No, I waan't

either. 3But I didn't mean booze. I meant

save you from pipe dreams. I know now, from

my experience, they're the things that really

poison and ruin a guy's life and keep him from

finding any peace , . . Just the old dope of

honesty 1s the beat policy-~honesty with youre

self, I mean, Just stop lying about yourself

and kidding yourself about tomorrows. (p. 450)
Then he begins to go from person to person and to verbally
attack each individual's private world. He openly discusses
the manner in which each man or woman has bean'pratending
to be something other than what he really is., Of course
exposing these pretensions 1s like laying nerve-ends bare.
The formerly compatible group becomes sullen and angry;
each member of the group begins to vent his self-hatred on
the others. For example, the Hegro Joe, who has been cone
sidered "white" until the advent of Hickey's "truth-campaign,"
becomes self-consclous about his color:

Listen to me, you white boys! Don't you get it

in your heads I's pretendin' to be what I aint't,

or dat I &in't proud to be whet I is, get me?

Or you and me's going'! to have trouble! (p. 462)
As Rocky the barkeep puts 1t,,"Everybody'a gettin' a prize
grouch on." (pe. 4457). Hickey suggests that even Larry, who
supposedly has retired to the "grandstands" of 1life and who
often comments that all he wants from life is death, is
bluffing, and that he actually has a terrible fear of death.

In Act III which takes place on the day after Hickey's
arrival (Tomorrow!), each man sets out to do what he has been

saying he would do: Hope, who has not set foot out of his
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salcon since his wife's death twenty years ago, is to visit
some of hils old friends; Jimmy Tomorrow is to apply for a
job; Cora, & prostitute, and Chuck, her pimp, set off to be
married. But, strangely enough, the type of peace and happle
ness Hickey had predicted for everyone is not apparent,
Instead the atmosphere is cold, for, as Larry observes,
Hickey has brought Death the Iceman with him (p. 496).
Stripped cf thelr 1llusions, the characters! manner suggests
"the last march of the condemned." (p. 499). Cora remarks
that Harry and Jimmy "look like dey was goling to de electric
chair.” (p. 498). And matters are only worsened when the
characters face reality outside Harry Hope's. Harry cannot
bring himself to even cross the street In front of his place;
Jimmy does not have the nerve to go to the newspaper to see
about a job; Cora and Chuck do not get married. One by one
the charascters return to the saloon; and now they not only
look és if they were dead; they act dead, too. Even the
booze has no kick in itl‘ |

Hickey 1s amazed at the feilure of his plan, so0 to
explaln why he was so sure he could save his friends, he now
relates how he had divested himself of his own pipe dreams
and found peace, In one of the stage's longest soliloquies
the play reaches its climax. Hickey confesses that he has
killed his wife, At first he declares that he killed her
because he loved her so that he could not bear to see her
| sorrow any longer over his inebility to live up to her

dreams of his love and faithfulness. The horrifying truth
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that he blurts out, however, is that he actually killed her
because of hils own guilt feelings which had turned to s
burning hatred. Then his confession stopped "with a horrified
start, as iIf shocked out of a nightmare, as if he couldn't
believe he heard what he had just said." (p. 524). Hickey
finally realizes that his dream of love was as great a pipe
dream a8 any his friends had had, and he lapses into a new
11lusion, declaring that he must have been insane,

This "insanity pipe dream" releases most of the other
characters from the death-grip of the "truth campalign.® Booze
once again has its old kick and the cameraderie of shared
1llusions returns. Only two characters have actually been
changed by the activitles of the past days: Parritt
realizes that he has betrayed his mother because he hated
her, and he commlts suicide; Slade, realizing that the
chief 1llusions of l1life center around the power of love and
the strength of truth, becomes a convert to absolute deapair.
A3 he hears Parritt's body fall from an upstairs window,
he speaks:

Be God, I'm the only real convert to death

Hickey made here. PFrom the bottom of my

coward's heart I mean that now! (p. 533)

The Iceman Cometh has often been c ompared to The Wild Duck

and The Lower Depths, but the above analysis shows the play's

undeniaeble parallels to the work of Strindberg. Both the
dramats consistent preoccupation with death and its ﬁanner

of laying stark reality bare link The Iceman Cometh to

The Dance of Death and the Chamber plays.




6l

Louis Sheaffer records the following conversation
between 0O'Nelll and g friend:

The day that he wrote his Nobel Prize speech,

in 1936, he told a friend, Sophus Keith Winther:

"1 wish immortality were a fact, for then some

day I would meet Strindberg." When Winther

demurred, "That would scarcely be enough to

justify immortality,” he was surprised to get

a qulck, vigorous reply. O'Neill, generally

low=voliced and so slow of speech . . « came

back instantly with, "It would be enough for

me:“éc .

Whether or not this meeting of immortals has occurred is,

of course, 8 matter for speculation, but this study has
attempted to outline the msnner in which a meeting of minds
had already taken place between Strindberg and O'Nelill.

The prevailing dark tones and the similarity of themes
between Strindberg!s late plays and 0f'Nelll's last work

glve strong evidence that Strindberg's philosophy of 1life
was influential in the formation of GtNeill's own 1deas about
1ife and death,

In A Dream Play the characters are searching for a key
to a locked door and it is urgent that the key be found because
behind that door one will find the answer to the riddle of
the universe. Both Strindberg and O'Neill were as urgently
searching for this key., In so doing they created modern
tragedies which have been described by Raymond Williams
as "private" tragedies-~tragedles which mirror the

disintegration of publlc and sociel values and which leave

6°Sheaffer, pe. 253.
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man, isolated and stripped of any external supports, involved
in a personal 1life and death astruggle:

The storm of living does not have to be raised,

by any personal action; it beglins when we are

born, and our exposure to it is absolute. Death,

by contrast, 1s a kind of 8cbievement, a compara-

tive settlement snd peacs, 1
The plays examined in this chapter have shown that these
private tragedles are full of bitter despalr; 1life is
actually denied, for it 1s plctured as futile and agonizing
since 1t consists largely of 1ies and 1llusions. Mankind
13 to be piltied, for he cen "live" only in a world of

dreams, He can never know what 1s behind the closed door;

or, even worse, &s A Dream Play states and The Iceman Cometh
implies, when the door 1is opened "Nothing" is revesaled.
Death 18 affirmed as the only poslitive way out of the world's

dllemmas and webs of gullt and illusion., Powerful dramatiza=-

tions of these private visions, such as The Ghost Sonata

snd The Iceman Cometh, obviously place both Strindberg and

O!'Neill 1in that greet dark tradition which includes
Dostoevsky, Conrad, Baudelaire, Hawthorne, Poe, Melville,

and others. For nost of us, these visions are too terrible
and too nightmarish to be truly representative of all reality,
"Sut it would be difficult to overemphasize the persistence

nb2

of this pattern in twentieth century literature or to deny

the existence of irrational evil as a force in life today.

§1W1lliams, Modern Tragedy, p. 106.

621p1d., p. 115.
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The journey into the dark night of the soul has been
of special concern to many significant modern novelists and
poets, including Conrad, Joyce, and Eliot. Among modern
dramatists, Strindberg was the first to make that dreadful
Journey, and his greatest plays stand as witnesses to the
terrors that must be faced along the way, as well as guide-
posts for those twentleth-century playwrights who were later
to make that same descent, This study has intended to show
Just how important those guldeposts were to Eugene 0'Neill,
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