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Abstract 

Out of Eugene O'Xeill's t h i r t y  years  of  wri t ing ,  and h i s  more 

than t h i r t y  plays, recurrent  themes and images developed, and grew in  

s t r e n g t h  and profundity over t h e  years. His e a r l i e s t  dramas were of 

t h e  sea, representa t ions  of h i s  own experiences of adventure and hardship 

a s  a young man. Subsesuent Q ~ Y S  evoked t h e  tragedy of u n f u l f i l l e d  

i d e d s  and t o r t u m u s  re la t ionsh ips  i n  a harsh world, Eut by t h e  niid- 

po in t  of h i s  career ,  wi th  Desire Under t h e  Elms and ICournine Zecones 

Eiect ra ,  t h e  e s s e n t i a l s  of O' b!ei1le s v i s i o n  had kecome c l a r i f  i ed  : they - 
were t h e  family t r a ~ i c a l l y  dest ined,  and t h e  su f fe r ing  of  t h e  he lp less  

# 

c h i l d  trapped i n  t h e  c o n f l i c t s  and antagonisrns t h a t  g r i p  t h e  f m i l y .  - 
The chi ldren i n  these  dramas a r e  rilways grown-up, p r e ~ a r e d  f o r  independ- - 
ence, y e t  unable tao escape t h e  prolonged and menacing inf luence  of  parents ,  . 

- and f a m i l y h s t b y .  

I n  t h e  l a s t  four  major p lays  O ' K e i l l  wrote, t h i s  v i s i o n  becomes 

more autobiographical ly s i g n i f i c a n t  than it was i n  e a r l i e r  plays. h ' i th 

increas ing personaï  convnitment t o  t h e s e  themes, O'Neill developed t h e i r  

impl ica t ions  and explored t h e  f a n t a s i e s  t h a t  had determined h i s  world- 

view, I n  Lone; Day's Journes i n t o  B i ~ h t  t h e  i l l - f a t e d  family is OtXeill's 

own, and t h e  he lp less  c h i l d  h i s  himself. And 0'l;eill  begins to explore 

h i s  sense of  h i s  own genius i n  t h i s  play, drawing t h e  p i c t u r e  of t h e  

tomented,  consuaptive Edmund, h e s i t a n t  on t h e  verge of an a r t i s t i c  

career .  Con Melody and Simon Harford i n  A Touch of t h e  Poet and Kore 

S t a t e l s  Nansions extend t h e  p o r t r a i t  of  genius, and t h e  explorat ion of 



archaic  f d l y  inf luences  on a d u l t  l i f e  and a d u l t  re la t ionships .  I n  

Kore S t a t e l g  N a n s i 0 ~ 5  uncontrol lable  regress ive  impulses, dr iv ing Simon 

Harford back t o  t h e  scene of h i s  chrldhood, th rea ten  hZq with i n s a n i t y  

and near ly  des t roy h i s  marriage and t h e  "touch of  t h e  poet," the  

p o t e n t i a l  genius wi th in  him. A Yoon f o r  t h e  X i s b e ~ o t t e n  was O'h'eill's 

l a s t  major play,  and it, l i k e  i t s  immediate predecessors, i s  re t ro -  

spec t ive  i n  d i r e c t i o n  and an inves t iga t ion  of t h e  power of childhood 

experiences over a d u l t  l i f e .  Eut t h e  myth of t h e  t r a g i c a ï l y  des t ined 

family, s t ï l l  opera t ive  i n  More S t a t e l g  Xansions, i s  abandoned i n  

M i s b e ~ o t t e n  and J i m  -ne i s  alone t h e  determinant of  h i s  miserable 

fate, and haunted not  by ances t ra l  ghosts  but by t h e  obsessive enact- 

ment of h i s  own fan tas ies .  I n  Misbeaotten another poet ,  J o s i e  Hogan, 

emerges, but she i s  of decidedly d i f f e r e n t  aspect  from her  a r t i s t i c  

antecedents. 

O'Neill made t h e  decis ion t o  become a dramat is t  a t  twenty-five, 

while he was a p a t i e n t  a t  Gaylord tubercu los i s  sanitorium. He was 

colrmitted to h i s  decision,  and f o r  the  nex t  t h i r t y  yea rs  h i s  wr i t ing  

suffered only b i e f  and temporary in te r rup t ions .  O'Neill demanded, f o r  

h i s  work, a r i g i d l y  s t ruc tu red  mi l ieu  and he saw any in te r rup t ions  of  

h i s  rou t ine  a s  a t h r e a t  t o  h i s  a r t .  His marriage to Agnes Eoulton, 

which l a s t e d  nea r ly  t e n  years,  i n i t i a l l y  s a t i s f i e d  h i s  needs f o r  peace 

and p ro tec t ion  from undesi rable  in te r rup t ions ,  bu t  parenthood and in-  

creas ing domestic r e s p o n s i b i l i t i e ç  f i n a l l y  destroyed t h e  marriage and 

made wri t ing almost impossible f o r  him. C a r l o t t a  Xonterey, O'Neill's 

t h i r d  wife  and an independent, competent woman, took on t h e  r o l e  of  

p r o t e c t o r  and help-mate to t h e  g r e a t  d ramat i s t  and continued i n  t h i s  

( i d  
s 



r o l e  t o  t h e  end of h i s  l i f e .  When t h e  l a s t  f o u r  plays were wri t ten ,  

Car lo t t a  and O'Neill were l i v i n g  i n  a secluded mansion i n  Ca l i fo rn ia  

and Car lo t t a  exerted every e f f o r t  t o  promote t h e  condit ions necessary 

f o r  he r  husband's contentment and c r e a t i v i t y .  O I N e i l l  was by t h i s  

t h e  a v i r t u a l  inva l id ,  suscep t ib le  to a wide v a r i e t y  of  physical  

a f f l i c t i o n s ,  i n  p a r t i c u l a r  a degenerat ive d i sease  of t h e  motor c e l l s  

of t h e  b r a i n  which cr ippled h i s  hands, He had always ca r r i ed  on h i s  

wr i t ing  i n  longhand, and now found g r e a t  d i f f i c u ï t y  i n  con t ro l l ing  a 

pencil .  Yet t h e  l a s t  four  dramas, m n g  them O'Neil l ls  g rea tes t ,  were 

w r i t t e n  under this burdensome a f f l i c t i o n .  

O'Xeill's ca ree r  came to an abrupt  end i n  1943, with the  wr i t ing  

of  A Koon f o r  t h e  Fisbegotten. Be was to l i v e  another t e n  years,  suffer- 

ing  an inpregnable despa i r  and varying dagrees o f  poor health. H i s  

physical  a f f l i c t i o n s  a re  not  a wholly p l a u s i b l e  j u s t i f i c a t i o n  f o r  t h e  

termlnation of h i s  ca rae r ,  because, u n t i l  1950, he c a r r i e d  on an a c t i v e  

s o c i a l  l i f e  i n  New York and it was only  i n  t h e  l a s t  months of  h i s  l i f e  

t h a t  he vas  wholly incapacitated.  Misbegotten, i n  i t s  pierc ing honesty 

and profound mot ion ,  had exposed unconscious assumptions t h a t  had 

determined h i s  l i f e  and h i s  work. And t h e  p lay  had expressed a v i s i o n  

o f  art  t h a t  contradic ted  e a r l i e r  f a n t a s i e s  of genius. OINeill 's in- 

a b i l i t y  t o  confront  again t h e  reve la t ions  of M i s t e ~ o t t e n  l e f t  him 

c r e a t i v e l y  impotent and condemnod Piim t o  a despara te  wait  f o r  death. 
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F'rom 1939 to 19h3 Eugene O'Neill worked with the f i v e  

plays t h a t  climaxed h i s  long career a s  a dramatist. The chronology of 

these plays i s  not precisely  determinable, but thematic preoccupations 

t i e  four of them together i n t o  a d i sc ree t  group. The Iceman Cometh 

(1939) rever t s  to techniqes and a t t i t udes  more typical  of O'NeïLl's 

e a r l i e r  work than of this l a t e  period and, f o r  t h i s  reason, 1 have ex- 

cluded it from my study. O'Keïil worked on the four  o ther  plays i n ,  

roughly, t h i s  order: Loni D ~ Y ' s  Journey in to  Wioht, A Touch of the  Poet, 

!!ore S t a t e lg  Xansions, A Yoon f o r  t he  Ykisao t ten ,  1 have followed t h i s  

sequence i n  my discussion, more i n  t he  i n t e r e s t s  of describing a thematic 

continuity than f o r  t h e  sake of chronologicai accuracy, 

O'Keill c r i t i c i sm i s  not par t icu la r ly  extensive, and 

no doubt i t s  modest volume is pa r t l y  due to the  decl ine h i s  r e p t a t i o n  

suffered i n  the l a t e  nineteen-f i f t ies  and ez r ly  s ix t i e s .  There a r e  a 

number of conventional s tudies  of s ty le ,  s t ruc ture ,  image, and the 

wphilosophicalw content of the  plays has been examined by some c r i t i c s .  

Psychoanalytic s tudies  of O'Reill a r e  not  numerous, probably because 

the  application of s t r i c t  psychoanalytic theory to O'Keill's a r t  in- 

evi tably encounters an obstacle, The d i f f i cu l ty ,  a s  with the  'study of 

many postFreudian writers,  i s  t h a t  t he  a r t i s t ' s  t t insightstt  i so la ted  by 

t h i s  method a re  not r e a ï l y  i n s igh t s  a t  a l l ,  Rather, th,ey represent no ~ 
more than the use of cu l tu ra l  symbols and, a s  such, are not necesswi ly  l 

more s ign i f ican t  than the influence on O' Sei11 of Irish Catholicism, 

( v i i )  



Nietszche o r  the  glamour of Iroadway. Perhaps t h i s  i s  one of t he  reasons 

O'Neill murmurred denials  when c r i t i c s  applied F'reudian in te rpre ta t ion  

e x p l i c i t l y  and ail- enconpassingly to Mourninc Eecomes Flec t ra .  He 

knew, himself, t h a t  t h i s  kind of in te rpre ta t ion  l e f t  important material  

i n  the  play untouched. Similarly, the  Oedipal configuration which i s  

so eas i ly  discernible  i n  many O'Xei.11 plays, and which has been ident i f ied  

by a nurnber of c r i t i c s ,  i s  as much an a r t i s t i c  convention, o r  evocative 

dramatic symbol as  a profound personal i n s igh t  o r  fundamentai percpetion. 

There a re  two bok-length s tudies  of O1h'eill t h a t  em- 

ploy exp l i c i t l y  psychological c r i t i c a l  techniques. They a re  Irwin Jay 

Koplik's Junw's Psycholo~y i n  t he  Pïa-ys of OIMeill and br is  Falk's 

Eucene O'>Jeill and the  Traeic Tension. b r i s  Falk's sensi t ive ,  wdl- 

wri t ten  discussion of the  plays uses Jung's theories  t o  h p o s e  a-system 

of meaning on O'Meillts work, c i t ing ,  as  p a r t i a l  j u s t i f i ca t ion  f o r  her 

method, O'l?eill's own staternent of h l s  i n t e r e s t  i n  Jung's vork.'. Faikls  

study i s  informative then she applies Karen IIorneyts theories  of 

neurosis, but Jung s e t s  t he  tone of t he  discussion and remains i n  control. 

The r e s u l t  i s  an emphasis on universai izat ion of the  p l igh ts  of O'Keill's 

tortured,  i l l - f a t ed  heroes. The struggles of these heroes a r e  rendered 

s ign i f ican t  insofar  as  they par t ic ipa te  i n  the  co l lec t ive  unconscious 

and respond t o  archetypal pat terns  and figures.  Falk f i rmly dismisses 

A Touch of the  Poet and P. 1,loon f o r  the  Itisbegotten as poor f a i l u r e s  of 

t h e  g rea t  dramatist. Curiously, her rigorous c r i t i c i sm of these two l a t e  

3. FaLk quotes an OtKeiïï l e t t e r  to Barre t t  Clark: . . . of a i l  t he  
books tmit ten Sy Freud, Jung, etc., 1 have read only four, and Jung i s  
t h e  onïy one i n  t he  whole l o t  who i n t e r e s t s  me. Some of h i s  suggestions 
1 f ind  extraordinaly i l luminating i n  the  l i g h t  of my own experience with 
hidden human motives.tt (Eb~ene O'ETeill and the  Trapic Tension, p. 66) 

( v i i i  ) 



plays i s  f a r  more eveluative than i s  her  i n t e rp re t a t i on  of very ear ly  

plays which a r e  hrdened with much more obvious and severe faul ts .  

There is only one lengthy work, of which I am aware, 

t h a t  deals extensively and exclusively with t he  l a s t  plays, and t h i s  i s  

Rolf Scheibler' s monograph, The Late Plays of Eucene OvKeill, Scheibler 

included The Iceman Cometh, which 1 have excluded, and deals  with 

Sta t e ly  Yansions only i n  a lengthy footnote, jus t i fying the omission 

on the  grounds t h a t  the  extant  version of Mansions i s  incomplete and 

abridged. Late AYia~s i s  a careful  and de ta i led  study of image and 

s t ructure ,  d i rected towards exegesis of O'Xeill's philosophicaï perspective, 

Scheibler places what may be undue emphasis on the  fl lusion-versus-reali ty 

theme, a preoccupation which is more s ign i f i can t  i n  ear ly  plays than i n  

OtNeï i l ls  l a t e r  work. And the  monograph o f f e r s  few correla t ions  between 

t h e  p l a p r i g h t ' s  a r t  and his experience. It is my in ten t ion  t o  emphasize 

t he  r e l a t i on  between O'Keilll s l i f e  and h i s  a r t .  

aiographical data has an important r o l e  i n  my own study 

of O'I\'eill's a r t ,  and f o r  such information 1 have r e l i ed  ch i e f ly  on four  

sources: Agnes Eoultonls Pa r t  of a Lonp Stow, b r i s  Alexander's The Ten- 

~ e r i n ~  of 3.pene OtYeill,  Louis Sheaffer's O'Xeill: Son and i r laywri~ht ,  

and Arthur and darbara Gelb's O'rjeiI1. Agnes boulton was O l ~ e i l l ' s  

second wife, and her  book i s  useful h t h  i n  understanding her  own person- 

a l i t y  and i t s  influence on her husband, and i n  f i l l i n g  i n  a period of 

the  p l a p ~ i g h t ' s  l i f e  vhen he was frequently i so la ted  from the  f r iends 

whose recol lect ions  have reconstructed other  areas of h i s  history,  But 

her  memoirs conclude with the b i r t h  of Shane O'Neill i n  1919, bris  

Alexander's book focuses, as  the t i t l e  implies, on O'h'eill's ea r ly  years 
s 

(ix> 



and ends with the death of O'Neill's fa ther  i n  1920. Louis Sheaffer's 

Son and F'layw~ight i s  an impressive work of scholarship, securely founded 

on exhaustive research and meticulous documentation, IJhere there has 

been a conf l ic t  of fac t ,  1 have r e l i e d  on Sheaffer more often than I 

have on other  sources, but Son and -3aywright is only the f i r s t  of two 

projected volumes, the  second of trhich has ye t  t o  appear. Unfortunately, 

the Gelbs' book i s  the  only one among these four  which deals with the 

l a s t  t h i r t y  years of O'Keill's l i f e ,  and 1 have had to r e l y  on t h e i r  

massive accumulation of anecdotes, d e t a i l s  and the memories of O'Neill 

intimates and acquaintances for in fomat ion  about t h i s  period. O'I\Teill 

i s  fascinating reading, D u t  the GelPs' scholarship i s  not a s  thorough as  

it might be and they often f a i l  t o  distinguish between f a c t  and legend. 

I n  the absence of r e l i ab le  information regarding the playwright's l a t e r  

years, 1 have a t tmpted  to  discover, i n  the l a t e  plays, persis tent  

a t t i t udes  and patterns of response which can help to sketch i n  the gaps 

l e f  t by the aeagre biographickL information available. 

Xy niethod i n  the investigation of these plays i s  shaped 

by the intent ion of discovering recurrent, coherent patterns,  both i n  

dranatic s i tuat ions and i n  the personaï i t ies  who people the plays. I n  

t h i s  ao t ive  1 am not unique uriong O'.i?eill c r i t i c s ,  but 1 have pursued, 

as well, two fur ther  goals, One aim was to t race the evolution of these 

patterns through the four plays ' (a task complicated, perhaps, by the  ten- 

t a t i v e  nature of the chronology 1 have used), The second and concomitant 

aim was to measure the varying degree of O'Neill's unconscious part ic i -  

pation i n  the actions and a t t i tudes  of h i s  characters. To these ends 

1 have sought sources i n  OtXeill's experience f o r  the mythical sequences 
s 

and recurrent figures discernible i n  the plays, but 1 have attempted to 

(XI 



give these sources, once ident i f ied,  significance beyond the  casual 

matin& of parental habits and aduit  neurosis, o r  childhood trauma and 

l a t e r  creat ive act ivi ty .  l iographical i n f  onnation, i n  concert with an 

investigation of these four plays, has, 1 believe, helped to i l luminate 

the  nature of O'Neill's c rea t iv i ty ,  i t s  influence on h i s  l i f e ,  and the 

character of i t s  response to h i s  experîence. 

I have proceeded on the  premise t h a t  the  boundary be- 

tween the artist's conscious and unconscious i s  more f l ex ib le  and f lu id  

than some fieudians might adnit, and t h a t  t he  successful a r t i s t  works 

i n  the  area of tha t  perilous front ier ,  employing resources from both 

s ides  of t h e  border. I have been much abetted i n  my study of Oth'eill 

by contemporary theories of ego-psychology, par t icu lar ly  the work of 

Paul Federn's i n t e l l ec tua l  descendant, Eric Zerne, The mode1 of ego- 

s t a t e s  on wkrich Federn's theory of neurosis i s  based i s  adaptable t o  a 

functional concept of the a r t i s t ' s  personality.i On the  conscious s ide  

of the  f ront ie r  i n  the a r t i s t t s  mind a re  h i s  rat ional ,  perceptive 

faculties--his a b i l i t y  t o  think logica l ly ,  t o  see and understand 

sequences of cause 2nd effect ,  and t o  express himself e f f i c i en t ly  and 

effectively.  On the other s ide of the boundary i s  a vast  reservoir  of 

powerful images and mythical exnerience--seductive, threatening, and com- 

pel l ingly emotive. Perhaps t h i s  reservoir of sensation and stimulus can 

be ident i f ied as the r ea l  source of a r t ,  but without the intervention of 

i Berne' s Transac t ional  Analgsis i n  Psychotheraps ( ~ r o v e ,  1961) of fers  
a persuasive explanation of the ego-state model. I n  adapting berne's 
theories to  my own purposes, 1 have reduced the three-part model (Parent, 
o r  extero-psyche, Adult, o r  neo-psyche, and Child, o r  archaeo-psyche) t o  
the  simpler and more commonplace divis ion between conscious and uncon- 
scious processes. 



a strong and v i r i l e  conscious mind ( ~ e r n e  d d  ref  e r  t o  such an agent 

as  the Lduït egoostate) i t s  utterances are  no more s ignif icant  than the 

incoherent ramblings of a psychotic. men  the artist has access sirnul- 

taneously to both conscious and unconscious material he produces 

successful ar t .  The health and strength of the  conscie=1s mind i s  impor- 

tant :  it affor2s the a r t i s t  the confidence required t o  relax repressive 

mechanisms and confront otherwise t h r e ~ t e n i n g  unconscious material. It 

U o w s  him t o  t e s t  the va l id i ty  of images both threatening and a t t r ac t ive  

and t o  express t h e i r  power i n  an appropriate, effect ive context. Hope- 

f u l l y  cr i t ic ism tha t  respects the conscious operations involved i n  

creat ive ac t iv i ty  and i s  at tent ive t o  the process of t ranslat ion of un- 

conscious material in to  a r t  w i l l  avoid the  reductive aspects of coupling 

childhood experience kath adult  creat ive modes. 

The first chapter of t h i s  study of O'Neill i s ,  as  f a r  

as possible, a concise record of what 1 see t o  be sa l i en t  aspects of h i s  

history, and episodes t h a t  are  revelatory of the  playwright's personality. 

A t  t h i s  stage 1 have avoided interpretat ion of these events and at t i tudes,  

and 1 have ident if ied onîy broad and generalized connections between 

druna and experience. 

The four subsequent chapters are  each an analysis of 

one of the  fo,ur plays under scrutiny. Part icular  emphasis i s  placed on 

recurring fantasy patterns, and the development and evolution of cer ta in  

typical scenes and personalities. The s ixth and f ina l  chapter focuses 

on the t ranslat ion of experience in to  art, exploiting both the information 

recorded i n  the f i r s t  chapter and the  r e su i t s  of investigation carried 

on i n  the intervening chapters. 

( ~ i >  



A Lifetime* s Journey 

Agnes Boulton, Eugene O*Neill*s second wîfe, has published 

her recollections of the i r  f i r s t  years together. Among ber memories i s  

O'Neillt s detailed description of an imaginwfi,estaten which held within 

its waïls al1 the requisites fo r  unalienaale security and ideal comfort. 

I n  spi te  of i t s  drunken tone, the  description was pomrieul enough' t o  

warrant i ts  place i n  Agnes* memoirs, and she records it, ackndedging 

tha t  t h e  and her own feelings may have t o  some degree distorted t t t  . 

. . . the  image remains and 1 have wondered about it, particularly as 
some years l a t e r  he said the same thing when he was very sober and in 
an imaginative and self-revealing mood, perhaps a mood of self-confession. . , . There 5s a place, an estate, as it were, of great extent (and 
t h i s  must be entirely i n  z m i n d ,  f o r  1 am sure if he described it a t  
a l l ,  he described it as being of great beauty but 1 see it, this estate, 
as being dark, with somber trees). It contained within it everything 
necessary f o r  his happiness and his  comfort, and it was enclosed .ai l  
around with a great fence, through which no one could enter; and the 
g a h s  were barred and guarded. Eut the thing which even now 1 donet 
quite understand was that  within t h i s  province and outside of it too, 
as though he possessed o r  dominated the world, he was the wielder of 
immense and iinlimited power: over things; over people and the* ways 
of l i f e ,  not only of h is  own l i f e ,  but of a l l  those with whom he came 
in contact in any way. And dl th i s  was a thing of this world; a domain 
on th i s  earth, where it was he did not Say, but not in any foreign 
o r  distant  country, and not an empire of the  spi r i t .  , . . It depended 
on material things--cars and service and luxury and personal power-- 
some of t h i s  he described. 1 don't remaber any specific mention of 
human beings t o  whom he was related in  this place--a woman o r  women, 
lovera o r  friends--dthough there were people there, dl of whom must 
have been in  an unusual relationship t o  him, f o r  over them (and th i s  
was very clear) t h i s  power of h i s  was c0m~lete.1 

The report of th i s  fantasy of insular security and unthreatened authortty 

and omnipotence is  significant on two counts. First, images of the 

1 m e s  h d t o n ,  Part of a Lona Stem (New Yorkt Ibubleday, 1958; 
rpt. Ann Arbor: Univ. Microfilms, 19681, P. 153. 



manorial home, estranged from the  world and enclosed by r e d  o r  imagin- 

ary boundaries a r e  scat tered throughout O ' N e i l l ' s  plays, The Melodys 

of A Touch of t he  Poet a r e  ex i les  f r a m  t he  fuedal world of Castle 

Melody. When Sara and S h o n  Herford, i n  More S t a t e l s  Mansions, f i nd  

ne i ther  happlness nor secur i ty  i n  t h e i r  urban mansion with i t s  walled 

gardens, Sara spends hours planning and des ignhg  an opulent meidence 

t h a t  will perfect ly  f u l f i l l  t h e i r  needs and dreams, I n  Mourniw Eecomes 

ELectra, t h e  Mannon es ta te ,  s e a t  05power and so d i s t i n a t l s  separate - , -. 
from t h e  d a n e  l i v e s  of t he  New Ehnland v iUagers ,  b e t r a ~ s  i t a  - 
denizens and offers  them not  t h e  peace and secur i ty  of t h e  d r e m  es tab  

but, ra ther ,  torturous con f l i c t  and tormenting g u i l t ,  And t h e  Monte 

Cristo Cottage of Long Day9s Journw i n t o  Ninht, enclosed by t h e  th ick  

New London fog, incarcerates  t he  four Tyrones with t h e i r  hopeïess 

longing f o r  jus t  such a world es  O ' N e i l l  described t o  Agnes, Secondly, 

t he  search f o r  t he  f an t a s t i ca l  e s t a t e  formed t h e  pat tern of O ' N e i l l ' s  

l i f e .  The shape of h i s  experience was first moulded i n  h i s  e a r l i e s t  

years when he t rave l led  across t h e  continent with h i s  parents, suffer-  

ing t h e  insecur i ty  and deprivations of t h e  ch i ld  of an i t i n e r a n t  

t hea t r i cd .  f d y .  He enjoyed only br ie f  r e s p i t e  from t h i s  root less  

existence when t h e  family summered a t  New London i n  the  Monte Cris to  

Cottage, A t  t h e  age of seven he was d e d  f r o m  t h e  meagre security 

offered by the Company of h i s  parents, and his first yeaw a t  boarding 

school in tens i f ied  h i s  sense of l o s s  and helplessness, As a yaung man 

he took t o  t he  sea, finding, perhaps, an wanescent fee l ing  of belonging 

among his feïïow seamen and t h e  d e s t i t u t e  bums who haunted t h e  whorves 

of Buenos Aires. With Agnea he sought h i s  i d e a l  mflieu i n  ProvincetoWn, 



in New Jersey, a t  Peaked H i l l  Bar, on Eraok Farm, in  Nantucket, in  

Bermuda. Each residence seemed a t  f i r s t  to offer  him what he needed, 

and then somehow soured and became as grim a prison as the  Mannon 

mansion, o r  the Monte Cristo Cottage in Lonn Day's Journeg, But i n  

the twenty-five years he spent with his  thlrd wife, Carlotta Monterey, 

his search became the desperate jouniey of a haunted, defeated man. 

His elopement with Carlotta began a three-year exile from the United 

States. They trav acmsc -ope, ta the f a r  east, and back t o  

France. They an enormous and picturesque chateau, Le Plessis, 

i n  the Tourraine d i s t r i c t  of fiance fo r  two years, but even i n  i ts 

luxury and isolation O'Neill did not find his fantast ical  estate. 

Most of the  res t  of OwNeill*s l i f e  can be charted in terms of the 

various "idealn residences Carlotta planned f o r  him, and the i r  s u b  

sequent rejection of each--Casa Genotta i n  Georgia, Tao House i n  

California, Marblehead in Massachussetts, as well as other accomodations 

interspersed with these, on Long Island, i n  Seattle, in New York. 

The desperate journey, i ts goal never achieved, f inal ly  ended i n  a hotel 

room i n  Eoston where O'Neill dled on November 27, 1953. 

The journey began in another hotel room. Eügene O'Neill 

was b r n  i n  Earrett House, New York, on October 16, 1888, to James O'Neill 

and E3la Quinlan O'Neill. James O'Neill was.at the t h e  a matinee id01 

of considerable fame i n  America, an Irish-barn boy who, through hard 

work, ta lent  and ambition, had achieved notable a r t i s t i c  success and 

even more financial success. Throughout his career i n  the theatre 

James won c r i t i c a l  praise, but fame accrued to  hkn through Us perfonn- 

ances i n  the t i t l e  ro le  of the popular melodrama, Count of Monte Cristo. 



He became i d e n t i f i d  with the role, and eventually his  audiences would 

accept him only as the dashing, romantic nobleman who heroicaUy con- 

quers a l l  tribulation. He continued to play in Monte Cristo through 

a quarter of a century, into his  mid-sixties, James was an energetic, 

res i l ient  figure of erect posture and sonorous voice, a gregarious, 

sociable man, generous and well-liked, Bis wife, Kila, was shy and 

delicately beautiful, the daughter of a prosperous Cleveland merchant, 

and comrenbbred i b  Recent biographies of O ' N e i l l  d ispell  

ear l ier  reports of the "legendary" happiness of James' and m a ' s  

marriage. Nevertheless, the i r  union seems t o  have been a relatively 

stable one. James was devoted, i n  his own way, t o  Kila's comfort and 

welfare; he found her a particalarly at tract ive ornament to his  l i f e  

and couïdn't bear to see her exert herself over household chores o r  

other mundane duties , 

EXLa had borne tuo sons before Ragene arrived, Jamie 

was born i n  1878, Eümund i n  1883. The care of tuo s m a l i  children on 

road tours eventually beoame too much f o r  her, and she se t t led  the boys 

i n  the O'Neills' New York apartment, Rolonged separations from James, 

however, were painful fo r  both her and her husband, and i n  1885 she 

succumbed to  his desire fo r  her Company, and her own longing fo r  him, 

leaving her sons i n  the care of her mother, Whfle she was absent, 

Jarnie contracted measles and comnunicated the àisease ta his  infant 

brother, i n  spi te  of warnings to stay away from the baby. Edmund died 

1 Arthur and Barbara Gelb's O'Neill ( ~ e w  Yorkr Harper, 1960) reco2.d~ 
accounts of James' popularity and generosity, accounts substantiated by 
Louis Sheaffer's "Actor and Peasant," Son and Plammi~ht  (Boston: Li t t le ,  
1968). Sheaffer's *Apprehensive Mothern i n  the same volume describes 
young E31a1s gentle, pious dismay a t  the colourful theatre l i f e  i n  which 
she was implicated as James' wife, 



before R l a  couid g s t  back to him. The lo s s  of her son distresseci her 

deeply, but her own feelings of gu i l t  were her chief tonnent. She clung 

t o  Jamie with intense maternai solicitude during her suffering. For 

many years she continuai t o  mouni the loss  of her baby through what 

she perceived as her own unforgivable neglect. 

Ella's depression and melancholy becme chronic, un- 

alleviated by a i l  James' well-meaning attempts to  l i f t  her spir i ts .  

In  1887 she u n d e 4 n t  breast surgery f o r  the ra iora l  of a cancer, 

and shortly thereafter her mother died. Her physical and emotiond 

suffering was acute; her doctors prescribed morphine. Such t r eahen t  

was not an irregular  medical practice a t  the t h e ,  and the signs of 

addiction were not so carefully scrutinized as they are now. EUa 

became dependent on narcotics and remained an adàict fo r  more than 

t h i r t y  years. I n  1888 Ehgene O'Neill was boni t o  a frightened, lonely 

woman tormented by gui l t  over the loss  of her second son and cursed by 

drug addiction. 

The infant Ehgene travelled constantly, l iving i n  hotel 

rooms, sometimes finding a bed i n  a dresser drawer. He was an easily 

disturbed, sensitive, unhealthy baby, obsessively watched over fo r  

signs of i l lness  by E3la. He has been described as an o.bedient, quiet 

1 Doris Alexander, i n  The Temperina of Eunene O'Neill (New York: 
Harcourt, 1962), p. 14, may be alone among O'Neill biographers i n  
having recorded Ella's breast surgery and her life-long deformity as a 
resul t  of the operation. And Alexander dates Ella's f i r s t  prescriptions 
of morphine before the .birth of Eugene. Sheaffer and the Gelbs, on the 
other hand, se- t o  have accepted O'Neill's own explanation of his  
mother's addiction i n  Lonn Dau's Journey, that  is, tha t  morphine was 
first prescribed following the birth of her third son. A l 1  three 
biographers remark on the intense feelings of guilt Ella experienced 
a f t e r  Edmund's death. 



l i t t l e  boy, withdrawn and compliant. A t  seven he was sent t o  a boarding 

school operated by the  S i s t e r s  of Charfty i n  Riverdale, New York. He 

longed t o  return t o  his mother, and was reluctant  t o  join in the  games 

and community of the  other boys a t  the  schoolei When he r a s  t r e lve  he 

became a day student a t  De La Sal le  Military I n s t i t u t e  i n  New York, and 

f o r  two p a r s  enjoyeù closer contact with bis family. Re did not excell  

as a student, er ,  and James, who foresaw f o r  his son a career as 

a lawyer, him i n  Eetts Academy i n  Connecticut. Betts was an 

ins t i tu t ion  which specid ized  i n  transfonaing the  sons of wealthy 

faadl ies  frorn ià i f ferent ,  d i f f icu l t  students i n t o  hard-working athïetes  

and scholars. E!ugene was no longer the  obedient l i t t l e  boy he once 

vas, and la rge ïy  res is ted  the ef for t s  of t h e  facul ty of Betts t o  f i t  

him i n t o  the  mould. But he was, a t  the same t h e ,  becoming in te l lec tua l ly  

curious and aware, reading voraciously outside the  prescribed 

curriculum, He graduated from Eietts and entered Princeton i n  1906. 

Again he did not distinguish himself as  a student, but he continued the  

private study he had begun a t  Betts. I n  the  spring of 1907, before he 

had completed h i s  freshman year, he indulged i n  a boyish prank (some- 

what aggrandized by legend, but apparently involving not more than a 

few broken glass insulators on telegraph poles) which won him a 

two-week suspension. Eugene did not accept h i s  re-instatement, and 

l e f t  F'rinceton. 

bris Alexander and the  Gelbs of fer  information regarding l i t t l e  
Eugenees poor health, and h i s  withdrawn, compliant behaviour i n  h i s  ear ly 
years. Louis Sheaffer has gathered a grea t  d e d  of spec î î ic  information 
t h a t  i s  evidence of higene's lonellness, and l a t e r  rebelliousness, a t  
school, and i s  presented in  "Ehgene i n  Exilen in Son and Plaswri~ht .  . 



Fhgene was not yet nineteen, but he was already initiateci 

into the ways of the world by his  brother Jamie, Jade ,  ten years 

Eugene's senior, was a confinned ci t izen of Etroadway, cynical, alcoholic, 

self-destzw5tive. He offered a pattern of the glamorous l i f e  t o  his 

younger brother and Eugene accepted it eagerly. Even whlle he was an 

adolescent a t  Eetts, Eugene spent h i s  weekens with Jamie i n  New York, 

drinMng and whoring, Emept fo r  sporadia employment i n  the theatre, 

procured for  him b his father, J a d e  had no direction t o  his l i f e ,  no t 
career other than tha t  of the charming, well-dressed escort of chorus 

gir ls .  F'resh from an unfruitful year a t  Princeton, E&gene had no 

more ambition than Jamie. James gave up his dream of seeing his younger 

son a successfül lawyer, and found him a c ler ica l  job with a mail-order 

Company i n  which he had a financial interest.  The job i t s e l f  was of 

l i t t l e  substance, but it provided Eugene with enough pocket money to 

keep up with Jamie on Broadway. Sn the  m e r  of 1909 O'Neill met 

Kathieen Jenkins, well-bred, at tract ive daughter of a prominent but 

impoverished family. I n  October of the same year O'Neill and Kathleen 

wsre married. The deta i ls  of the romance, the marriage, and the rather 

sordid events tha t  followed it are hazy. O'Neill's more charitatiie 

biographers at tr ibute the marriage t o  O'Neill's fulfilment of his 

nduty" and sense of bonour, although even they cannot offer  justification 

fo r  h is  irresponsible behaviour after  the marriage, Kathleen was 

apparently i n  love with O'Neill; his  own s ta te  of mind a t  the t h e  of 

the wedding has not been determineci. A son, Eugene Jr,, was born i n  

May 1910, l i t t l e  more than seven months l a te r ,  but the fac t  of 

Kathleen's pregnancy a t  the time of the wedding seems ta have been . 



studiously ignored by OeNeills and biographern allke.' James and 

ELla were no more delighted with the situation than was the i r  son, 

and James (either when the wedding was innuinent o r  h e d i a t e ï y  a f te r  

it-reports diff  er)  found a place fo r  his wayward son on a gold 

prospecting expedition to Honduras. Eugene willingly l e t  himself be 

spiriteci awsy from his new responsibilit ies as a husband, and on his 

twenty-first birthday he was on a ship headed f o r  Honchrras, The 

expedition was a L u r e ,  and few months l a t e r  O'Neill amived back 

i n  New York, despondent, ill with malaria, and with no apparent intention 

of ever seeing Kathleen again, He toured briefly with his  father's 

road Company, but soon shipped out a second time, fo r  Buenos Aires 

aboarà one of the l a s t  square-rigged barques, the nCharles Racine." 

In  Buenos Aires he was employed in  a variety of jobs, none f o r  very 

long, and his chief occupation was drunken dissipation. in l a t e r  

years O'Neill took immense pride i n  his sea-faring experiences, in 

his l i f e  as a tough sa i lor  and a dest i tuta bum, By way of embellish- 

ment of h is  adventures, he claimed t o  have sa i ïed  to Durban f r m  

Buenos Aires aba rd  a ca t t l e  steamer, but there is no enridence t o  

support this.2 After a year i n  Argentine he retumied to New York as 

an oràinary seaman aboard a British steamer. He found lodgings a t  

Jimmy the Priest's, a dreary waterfront dive wliere the room rent was 

$3.00 a month. Kathleen petitioned fo r  divorce on the grounds of 

1 men Louis Sheaffer, the most rel iable biographer of O'Neill's 
early years, writes of Kathleen's deep love f o r  O'Neill, and his  in- 
abi l i ty  to disappoint her romantic expectations of him. It 1s just 
possible--but unlikely--that only Kathleen knew she was nearly two months 
pregnant uhen she and O'Neill were married. 

2 Sheaffer, p. 183. 



adultery i n  December 1911. 

Years a f t e r ,  O'Neill t o ld  Agnes the  s tory  of h i s  f i r s t  

marriage, h i s  f l i g h t  to Honduras, and h i s  experiences in Buenos Aires 

(Boulton, pp, 196-105). Agnes had been unaware of her husbandls pre- 

vious marriage, but the focus of h i s  t a l e  was not on h i s  desertion 

of Kathleen o r  h i s  escape from h i s  responsibi l i t ies ;  he mentioned 

the  f a c t  t ha t  Kathleen was pregnant when he l e f t  her and t h a t  a son 

had been born oxdy as an afterthought of l i t t l e  significuice. The 

emphasis of the  s to ry  he to ld  Agnes was on h i s  own suffering and 

hardship, and the  climax came when he attempted suicide a f t e r  Kathleen's 

lawyers arranged an encounter between O'Neill and a pros t i tu te  t o  

secure grounds f o r  divorce. Although he received a amall but adequate 

allowance fm h i s  father,  O'Neill was always impressively des t i tu t e  

while he l ived  a t  Jimmy the  P r i e s t t s ,  subsisting on f r e e  lunches and 

whatever l iquor  h i s  remittance could buy him and h i s  friends. His 

suicide attempt occurred when James was out  of town with EUa and 

Jamie, and the  weekly cheque was somehow delayeà, The de ta ï i s  of the  

incident a re  obseure: some accounts f ind  O'Neill saved by an insuf f ic ien t  

dosage of the  veronaï tab le ts  he took to  end h i s  l i f e ;  other s to r i e s  

r e c a l l  the tragi-comic e f fo r t s  of h is  drunken fellow-lodgers t o  Save 

t h e i r  buddy. I n  any case, when O'Neill recovered he fled to New Orleans, 

where h is  parents and brother were on tour, He l a t e r  described his 

encounter with h i s  family there a f t e r  h i s  suicide attempt as ncoincidence,w 

but he knew t h e i r  i t i ne ra ry  beforehand, and it seems more l i k e l y  t h a t  

he was del iberately seeking t h e i r  sgmpathy and concern. Records 

of t h i s  period contradict  one another. Çometime during 1911-12 he , 

shippeà from New York to  Liverpool and back agaîn as an able seman 



aboarà a passenger l iner .  The most recent  scholarship places h i s  trans- 

Atlantic t r i p  before h i s  suicide attempt (Sheaffer, p. 197); a f t e r  h i s  

recuperation he toured f o r  a few months with t h e  Monte C r i s t o  Company 

and demonstrated t o  many audiences h i s  l ack  of acting ab i l i ty .  

For the  summer of 1912 O'Neill l i ved  with h i s  family 

a t  New London and uorked f o r  a while as  a journal is t  with the  New 

London Telegraph., He was not a success a s  a reporter--most of h i s  

a r t i c l e s  were nothble f o r  t h e i r  opulent prose r a the r  than concise 

statement of the  f a c t s  of the news item. He ciid, however, publish 

some modestly competent poetry i n  t h e  newspaper. 

O ' N e i l l  worked on t h e  Telegraph u n t i l  November, when 

developing tuberculosis forced h i s  resignation. Christmas Coe 1912 

he entered Gaylord Farm tuberculosis sanitorium and remaineci t he re  f i v e  

months. Gaylord was a progressive, highïy respectable i n s t i t u t i on ,  

specializing i n  t h e  t rea taen t  of pa t ien ts  whose prognoses indicated 

good chances f o r  complete recovery. O ' N e i l l  blossomed under the  

communal atmosphere and spartan routine of Gaylord. It was there  t h a t  

he fonnulated a direct ion f o r  h i s  l i f e  and made the  decision to become 

a playwright. He was discharged i n  May 1913 a s  an arress ted case, and 

returned t o  New London. 

James O'Neill was s t i l l  on tour,  and could not o f f e r  

h i s  son the  pemanent home h i s  health and new vocation demanded. Lodg- 

h g  was arranged f o r  Eugene a t  Mrs. Rippinls New London boarding house, 

only a shor t  dis tance from t h e  Monte Cris to  Cottage. I n  the  convivial, 

sympathetic atmosphere of t he  Rippin home, O'Neill s e t  t o  work writ ing 



plays, reading the  work of other  dramatists, and attempting f i l m  

scenarios. He t r i e d  t o  maintain t h e  regimen of hard work and physical 

exercise he estatiiished there  through t h e  r e s t  of h i s  l i fe ,  abandon- 

ing it only a t  times of pressing d is t rac t ions  and in t he  few yesrs  

before h i s  death, The Rippin family watched with a fond but some- 

what perplexed eye a s  Eugene produced h i s  first dramas, the  most 

s ign i f i can t  of which was Bound East  For Cardiff, a one-act play of t h e  

sea. 

O ' N e l U  had now c l ea r ly  announced h i s  intentions:  he 

was to dedicate himself whole-heartedly t o  t h e  drama, I n  August 1914 

h i s  first volume of plays ( a l l  of them a t  t he  time unproduced) was 

pr iva te ly  printed. The $1,000 pr int ing b i l l  f o r  THIRST and Other 

One Act Plays was paid by James, a f a c t  which O'Neill r a r e ly  acknow- 

leged, A family f r iend,  Claytori Hamilton, was the  orily c r i t i c  t o  

review the  publication, and, although his remarks were sympathetic 

end encouraging, t h e  eùit ion m e t  u i t h  no success. Barnilton persuadeci 

O ' N e i l l  t o  apply f o r  admission t o  George Pierce Baker's dramatic 

composition c l a s s  a t  Harvard. O'Neill was accepted and spent a year  

under Eaker's t u i t i on ,  learning from him, but producing nothing of 

real value, He declined an inv i ta t ion  t o  spend another year i n  a more 

advanced c l a s s  and l e f t  f o r  New York, f inding a home i n  a Greenwich 

Village tavern known as  V h e  Hel1 HoleOa 

While &gene was a t  Gaylord, his f a t h e r  had former3 a 

f r iendship with a young Irish actor,  Erandon Tynan. Tynan was the 

Mnd of son James shouid have had: he was h d w o r k i n g ,  ambitious, 

successhil  , devoutly Catholic , high-principleù, and, above dl, dev6ted 



t o  James. The relat ionship grew and developed, and by t h e  t h e  Argene 

was l iv ing  a t  the  Heu Hole, Tynan had emerged as  a playwright as well 

as  an a c b r  and James was playing t h e  r o l e  of a bïind beggar i n  

Tynan's Broadway comedy, The Melods of Youth. Eugene had reason to be 

resentful  of the  liaison--not only had l'pan assumed a posit ion as 

a sumogate son t o  James, but as  w e l l  he was enjoying t h e  kind of 

success a s  a playwright t h a t  Fhgene as  y e t  showed no prospect of 

achieving. His i f e  a t  t h e  Hel1 Hole, dringing witb gangsters and t 
radicals  and other a l iens f r o m  society, and making no e f fo r t  to 

support himself on the  s m a l l  allowance gioen him by Ns father,  

c l ea r ly  asserted h i s  posit ion as the  rejected son. And so did his 

dwotion t o  Terry Carlin, radical,  mphiïosophical anarchist," 

Nietzschian. Carlin was a unique and compelling man, and O'Neill 

adopted h i s  system of thought with f i l i a l  ardour, finding i n  it 

what he believed to be c l ea r  expression and legi t imate affirmation 

of his own confused feelings. O'Neill maintained his commitment t o  

Carlin, supporting him f inancia l ly  u n t i l  his death many years l a t e r .  

in Greenwich Village O'Neill was i n i t i a t e d  in to  the 

community of free-thinkers and p o l i t i c a l  rad ica ls  t h a t  had gathered 

there. He was surraunded by r i v i d  personal i t ies  whose behaviour and 

ideas essent ia l ly  contradicted the principles h i s  fa ther  held i n  

esteem. Yet O'NeiU. contined t o  pursue a vocation t h a t  d d  bind 

him i r rwocably  to h i s  father 's  world, the  theatre. In  the  summer 

of 1916 he accompanied Carlin t o  Provincetown, Massachusetts, a summer 

refuge f o r  a r t i s t s  and intel lectuals .  There he found a theatre  i n  

embryo, headed by George Cram Cook and h i s  wife, Susan Glaspell. The 



Provincetom Players auditioned Bound East f o r  Cardiff and accepted 

it with enthusiasm. The play was successfully staged a t  the  makeshift 

Wharf Playhouse in Provincetown. 

The following autumn O'Neill returned, with t he  

Provincetown Players, t o  Greenwich Village. During the  season 

Eound East f o r  Cardiff was produced again, along with th ree  other  

one-act O'Neill ramas: Before Ereakfast, m, and The Sniper. O ' N e i l l  U was by now a f i g  r e  of some importance i n  t h e  keenwich Village 

community. He had a wide c i r c l e  of i n t e r e s t i ng  fr iends who encouraged 

him i n  h i s  work, and drank and caroused with him. hir ing t h e  sumer 

he had become acquainted with rad ica l  journa l i s t  Jack Reed, a 

Eolshevist who was t o  m i t e  Ten Days t h a t  Shook the  World, and with 

h i s  lover  ( l a t e r  h i s  wife) Louise Bryant, herself  a left-wing journ- 

alist. Reed took a fa ther ly  i n t e r e s t  i n  O'Neill, promoting h i s  career  

with sound advice and useful contacts. While O'Neill was f i l i a l l y  

devoted t o  Reed, he found himself deeply involvecl with Louise i n  a 

passionate love a f fa i r .  G u i l t  and dissimulation made the  re la t ionship 

to r tumus  f o r  O'Neill, u n t i l  Reed and Louise f i n e l l y  married and l e f t  

f o r  Russia t o  observe t h e  progress of t he  rwolut ion.  While recover- 

ing from the  in ju r i e s  i n f l i c t e d  by his g u i l t  and feel ings  of re ject ion,  

O'Neill met Agnes Eoulton, i n  t he  autumn of 1917. Agnes is reported 

to have a t  t h a t  time borne s ign i f ican t  physicaï resemblance t o  

Louise, and O'Neill's f r iends in te rpre ted  h i s  a t t r ac t ion  t o  Agnes 

a s  a yearning f o r  t h e  absent Louise, Photographs reveaï ce r t a in  



s i m i l a r i t i e s  of appearance: both women were dark-haired and wide-eyed. 1 

Eut t he  resemblances a r e  not s t r i k ing  and O'Neill's attachment to 

Agnes, whatever i t s  or ig ina l  impulse, was too strong t o  have been long 

dependent on such an insubs tan t ia l  basis. 

Agnes Eoulton, when O'Neill met her, was a twenty-four 

year o ld  widow, a m i t e r  of pulp f i c t i on ,  a sonetime da i ry  farmer, 

and mother of a k m a l l  daughter. She had grown up i n  a la rge ,  charming, 

s l i g h t l y  eccentric family, and was an independent, i n t e l l i gen t ,  

sens i t ive  woman. Her l i f e  with O ' N e i l l  was a t  times orderly and 

peacefül, a t  o ther  times chaotic and b i t t e r l y  unhawpy, The f i r s t  

week of t h e i r  acquaintance of fe rs  an in t e r e s t i ng  ins igh t  i n t o  O'Neill's 

a t t i t u d e  toward her. He met her a t  the Hell Hole, through a mutual 

friend. He was immediately a t t rac ted  t o  her, although he k n e w l i t t l e  

about her, and professed h i s  feel ing f o r  he r  a t  t h e i r  f i r s t  meeting, 

declaring t h a t  he wanted t o  spend every night  of t he  r e s t  of his l i f e  

with her, The budding re la t ionsh ip  seemed t o  Agnes however to have 

come t o  an abnrpt end when she didn't see  O'Neill again f o r  severel  

days. When they f i n a l l y  did  meet again, a t  a Village party, he 

ostentat iously t reated her with cruel ,  drunken indifference. Eehind 

t h i s  sudden reversal  was O'Neill's leani ing t h a t  Agnes was a widow, 

a mother, and a woman with a fu l l  l i f e  of her own. O'Neill had re- 

ceived t h i s  information a s  i f  i t  were a personal rejection of him, 

and he had re ta l ia ted .  When he f i n a l l y  overcame h i s  i r r a t i ona l  

1 Photographs of both women a r e  included i n  Sheafferts Son and 
Plaswrinht, bryant on PD. 368 and 369, Eoulton on B. 414. 



resentment, he sen t  Agnes a copy of one of h i s  plays, The Moon of the  

Caribees, as  an inv i ta t ion  to renew t h e i r  friendship. And he asked 

f o r  her sympathy and understanding, explaining t h e  motives underlying 

h i s  behaviour: 

"A dream came back t o  me t h a t  night  when 1 f i rs t  met you. It was a 
dream of my childhood--when 1 had to dream t h a t  1 was not alone, There 
was m e  and one other  in t h i s  dream. 1 dreamed it ofteno-and durlng 
the  day sometimes t h i s  other  seemed t o  be with me and then 1 was a 
happy l i t t l e  boy . . . After 1 learned about you 1 f e l t  t h a t  the  
dream was impossible. You had seemed t o  me alone and v i rg ina l  and 
somehow--k,.ith not \ ing but yourself. 1 wanted you d o n e  . . . i n  an 
aloneness broken by nothing. Not even by children of our own. 1 
don't understand children, they make m e  uneasy, and 1 don1t know how 
to a c t  with them." ( ~ o u l t o n ,  P a r t  of a Lonrr Stom, pp. 67-8) 

Agnes was duly responsive t o  t h i s  subtle,  poignant appeal, and she 

offered unspoken acceptance of her  posi t ion i n  t h e  boyhood dream. 

After Christmas O'Neill returned to Provincetown and 

Agnes accompanied him. They l ived  a peaceful, f ruga l  l i f e  of s t r i c t  

rout ine i n  t he  qu ie t  town, now deserted of i ts  summer inhabitants,  

Supported by an uninterrupted regimen of work, O'Neill wrote 

Eeyond t h e  Horizon, a three-act drama of unattainable idea ls  and 

t r ag i c  misalliance. Agnes wrote, too, and did everything she could 

t o  promote t h e  sober i so l a t i on  and qu ie t  Ehgene needed t o  write. They 

were married i n  April 1918 and t h e i r  con jugal happiness was broken 

only by br ief  t r i p s  t o  New York, usual ly  undertaken reluctantly,  

There O'Neill would succtimb t o  drink and spend insensible  days i n  

t h e i r  ho te l  room with Jamie, reminiscing and consuming astonishing 

amounts of alcohol. Agnes apparently d id  nothing t o  i n h i b i t  these 

binges, and when they returned t o  Provincetown she would pa t ien t ly  

L 
nurse her  husband through the  painful,  remorseful convalescence th& 



dways followed prolonged indulgence i n  dcohol .  When the  l a s t  drop 

from t h e  l a s t  b o t t l e  was gone, t h e i r  domestic rout ine would be 

established again and O'Neill tmuld resume writing. 

They stayed i n  Provincet0k.i through the  summer and 

autumn, O ' N e i l l  working on Chris, t h e  play t h a t  was t o  become, a f t e r  

many r w i s i o n s ,  Anna Christie. Agnes had s t i l l  not  m e t  he r  in-laws 

but she remanbers t h a t  O'Neill spoke of h i s  parents with i n s i s t e n t  

pride, and m t e  them long, affect ionate  l e t t e r s  describing his 

happiness with h i s  new wife. When they returned t o  New York, leaving 

Provincetown f o r  t he  winter, a meeting was arranged f o r  one November 

morning. The night  before t he  impenàing reunion, OeNefll attacked 

Agnes i n  a f i t  of jealous, drunken rage, s t r i k ing  her  i n  f ron t  of a 

group of t h e i r  f r isnds.  The next morning he was too il1 and incapacitated 

with d r h k  t o  keep t h e i r  appointment with his parents. The meeting 

was postponed till evening, when O'Neill was f i n a l l y  able  to over- 

came t h e  strange trauma t h a t  made the  encounter so d i f f i cu l t .  

O'Neill and Agnes spent t he  winter i n  a big old house 

i n  r u r a l  New Jersey t h a t  Agnes owned. Her family l i ved  nearby ( i n  

f ac t ,  they had been w i c t e d  from the  house i n  order t o  give O ' N e i l l  

t h e  i so l a t i on  he demanded f o r  h i s  work) but, under Agnes* orders, 

they stayed away from the  young couple. There had been between Agnes 

and Ehgene a kind of pre-marital contract  which called upon both 

partners t o  keep t h e i r  respective famil ies  a t  a dis tance l n  order t o  

preserve t h a t  special  "alonenessn of t h e  boyhood dream. The agreement 

was ce r t a in ly  i n i t i a t e d  by O'Neill, f o r  he exhibited an i r r i t a b l e  

sullenness whenever family matters demandeci Agnes' at tention.  Agne's 



complied easily,  however, men t o  the  extent of estranging herself 

from her  daughter: 

A s  f o r  my l i t t l e  g i r l ,  he was sure she was happy with my mother. 
1 knew t h i s  was true; and so grea t  was my feeling f o r  Gene, and so 
preposterous whould have been the  idea of my pet-genius wlth a 
child around tha t  1 don't think the idea ever occumed t o  me. (~ou l ton ,  
Par t  of a Long Stem, pp. 171-72.) 

When m e s t  s i s t e r s  f i n a l l y  did ar r ive  a t  the  house one day, uninvited, 

O'Neill hid i n  a c lose t  t o  avoid meeting then. 
l 

*ng t he  months he spent i n  N a r  Jersey, O*NeUl 

worked on Chris, and wrote The Straw, a play inspired by his experlences 

a t  Gaylord sanitorium. And, while they were l i v ing  a t  the  Md House, 

Agnes became pregnant. O'Neil19s first reaction t o  the  news was t h a t  

the  doctor had made an error; h i s  second reaction was silence. 

The elder  O'Neills were delighted a t  the news tha t  they 

were t o  be grandparents. (They scarcely acknowledged the  f a c t  t h a t  

the  bir th of Kathleen's son, Eugene Jr., had d ready  made th- grand- 

parents.) James made a not uncharacteristic gesture of magnanimity 

upon hearing of Agnes' pregnancy; he knew of Eugene's in t e res t  i n  an 

abandoned l i f e  guard s ta t ion  near Provincetown t h a t  had b e n  converted 

in to  a residence. Peaked H i l l  Bar, as  it was calleci, was now up f o r  

sale,  and James bought it f o r  his son. Peaked Hi11 clung to a sandy 

shore on the  edge of the  stormy Atlantic, and couid be approached 

only by trekking, on foot  o r  on horseback, across several miles of 

wind-swept dunes. O'Neill was pmud of h i s  isolated re t rea t ,  ye t  

he rare ly  mentioned tha t  it had been a g i f t  from h i s  father. He and 

Agnes spent a healthy, happy summer there,  working and swiunning. On 

October 30, 1919, Shane O'Neill was born i n  Provincetom. 
i 

5 O*Neill*s reputation was growfng, and there were some 



f inancial  rewards i n  h i s  success. Since t h e  spring of 1918 he had 

been f inancial ly  independent (with some help h.om t h e  occasionaî 

cheques Agnes received f o r  her magazine f ic t ion) ,  no longer requiring 

a weekly allowance from James, I n  February 1920 Eesond the  Horieon 

began a Broadway run of 111 performances, and i n  June t h e  play wonf 

f o r  O'Neill his f i r s t  Pul i tzer  Prize. The play made an abrupt 

departure from the  conventions of the  commercial American stage, Its 

unyielding realikm and bleak tragedy perplexeci the elder  O'Neill, whose 

career as  a master craftsman of the melodrama epitamized the  Mstory  

of the  American theatre;  yet  he could express a grudging admiration 

of his son's work. Nmnd the Horizon was the only play of Eugenels 

tha t  James ever saw; he died of cancer i n  August of t h a t  par, 

Provincetown remaineci t he  home of the young OINeïll 

family; summers were spent a t  Peaked H i l l  hr, and a rented house i n  

town provided accomodation during the  b i t t e r  winter weather. But 

the  intimate companionship of the  f i r s t  year o r  two of msrriage was 

threatened. O'Neill--&O formerly was so reluctant  to interrupt  

domestic routine with a journey t o  New York--was spending more time 

i n  the  c i t y  attending rehearsals and drinking with friends,  and Pess 

time with his family. Shane was an a t t rac t ive ,  chanaing chïid, but 

h i s  fa ther  showed l i t t l e  i n t e r e s t  i n  him. When he was a t  home with 

h i s  family O'Neill worked harà, f inishing Anna Chris t ie  and writing 

f iveror  Jones and The Haim Ape, Early i n  1922 he had what was 

probably h i s  first meeting with his son a g e n e  Jr., then twelve, and 

connaitted himself t o  praviding f o r  the  boy's education. A year and a 

half  a f t e r  t he  death of h i s  father ,  O'Neill l o s t  h i s  motherr Ella 



succzzmbed to a stroke, i n  San Francisco, on February 22, 1922, In 

Nwember 1923 the f rui t less ,  tortured l i f e  of Jamie O'Neill came to 

an end. Jamie mourned the loss  of his mother Mtterly, and a f te r  her 

death embarked on a course of certain self-destruction. A t  forty-five 

he was an old man, physically decimated and nearly blind, H1s l a s t  

mnths were spent i n  a sanitorium and he died there, rlone, unattended 

by f d l y  o r  friends, 

Ti)e discord Eligene's and Agies* iarr iage ieems to 

have grown from the gradua encroachment of pamnthood, social l i f e  

and growing r ep t a t i on  on that  original boyish dream O'Neill described 

t o  Agnes during the f i r s t  days of t he i r  courtship. The aloneness and 

solitude of the exclusive relationship he had then desired had 

become ei ther impossible or  insupportable, The outùursts of violent 

rage that  occasionally marred the early days of the i r  relationship 

became more frequent. An incident remaabered by friends recalls  

O'Neill reacting uildiy and angrily when Agnes dresseù fo r  a costume 

party i n  a black lace mantilla t ha t  had belonged to Ella. He ripped 

the lace  from her head, and l a t e r  i n  the wening he grabbed her by 

the hai r  and tried to drag her home acmss the dunes. 

In  the f a l l  of 1922 OfNeill purchased eook  Farm, a 

large es ta te  i n  Ftidgefield, Connecticut, Although he had recently 

received his second Pulitzer Prize, f o r  Anna Christie, and was 

earning weeldy royaltfes of $850, the purchase wss unwise and financfal 

d i f f i cu l t i es  were added to domestic prablems, O'Neill was drinking 

more heavily than he had a t  any t h e  since Broadway days with Jarnie. 

One of the  chief points of contention between M m  and Agnes sems to 



have been the number of g u e ~ t s  who v i s i t d  them, whom he aocused her 

of encouraging. The proliferation of house-guests meant interrupted 

mrk, an increase i n  the flow of liquor, and occasions fo r  i r ra t ional  

explosions of jealous, possessive temper between EXlgene and Agnes, 

O ' N e i l l  confided to a friend tha t  he was under constant strain, 

"unable men to m i t e  a l e t t e r o n  Occasionally he wuid sleep i n  the 

barn as a form of protest. 

h e  OeNeills lived off and on a t  Wook F m  fo r  four 

years, using Peaked H i l l  as a summe~ residence, Eut Provincetown 

social l i f e  had become demanding and Nantucket and the Maine Lakes 

were chosen as alternate siamaer re t reats  during these years. AB 

tensions multiplied, O'Neill visi ted his doctar, complaining of il1 

hedth ,  2he doctor recommended a change of climate, and suggested 

Bermuda, So another locale was added ta the gmwing l is t  of O'Neili 

residences. A daughter, Oona, was boni to  Agnes and Eugene i n  May 

1925, in  Bermuda. 

Bermuda seemed to  offer what O'Neill wanted--a degree 

of isolation, the sea, and a comfortable climate. ïns t j l l ed  with 

a new confidence, the O'Neills invested i n  an eighteenth century, 

thirteen acre waterfront estate, Spithead, and began renovations. But 

OtNeillls optimism was short-lived. Agnes, whether through hem own 
C 
?i 

i n i t i a t ive  o r  not, soon involved them i n  the Bermuda cocktail-circuit, 
D 

#a 
and O'Neill's growing family made demands on b i s  tirne and attention 

tha t  he was unwïlling t o  meet. Hs nervous disorders were accompanied 

by an increasing susceptibility t o  i l lness ,  and vis i tors  to Spithead 

discovered an atmosphere of domestic chaos and marital tension. 6 s  



report describes Agnes as herself suffering emotiond disturbances 

that  rendered her incapable of organizing domestic af fa i rs  and 

assuming responsibility f o r  the protection of her husband's peace 

and welfare, in any case, O'Neill found hirnself increasingly unahle 

t o  work, and withdrew further and further from his  f d y ,  Letters 

t o  his  friends i n  New York complained obsessively of motional s t ra in  

and d i f f i cu l t  external circumstances. 

A s  h is  marriage faltered, 0'Neiï.i found writing a source 
L 

of stress,  yet he continued to work and produced several plays of 

significance, One of these plays, however, i s  more important fo r  i ts 

exposure of his preoccupations a t  the time rather than fo r  its a r t i s t i c  

success. I n  1921, two years a f te r  the birth of h is  second son, he 

wrote The F ï r s t  Man, a drama about an anthropologist who wanàers the 

world searching for  romance and the fulfiïment of Ns ideals, Ifis 

wife i s  his  devoted helpmate, steadfastly dedicated ta his work, 

Their exclusive relationship wss cemented ten years earl ier  by the 

semingly fortuitous death of thei r  two children. The peace of the 

marital relationship i s  disrupted, however, by the wife's pregnancy--a 

kind of gruesome affl ict ion which ends i n  her death and the survival 

of the unwanted son, Desire Under the Elms was written during this 

period of domestic tumoil ,  too, and i t  as w e l l  deais with the death 

of an infant son, Desire i s  a f a r  more profound and creatively 

successful drama, and i n  it the woman's love f o r  her mate i s  motion- 

ally consunated through the murder of t he i r  progeny, In Bermuda, 

around the time Oona was born, O'Neill was working on Stranne Interlude, 

1 Part  of the complex dramatic action of tha t  play i s  dependent on the 
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heroine's suknission t o  abortion during her f i m t  pregnancy. As h i s  

family grew, and the  exclusive companionship of the  f irst  pars of 

h i s  marriage was threatened, O'Neill seems t o  have been more and 

more concerned with the  powerful feel ings parenthood stimulateci 

I n  the  summer of 1926, the  O'Neills rented a cottage 

a t  t he  Belgrade Lakes i n  Maine. There were temporary additions t o  

t h e  famiïy during the  summer--both Eugene Jr. and Agnest daughter 

Barbara s p e w e i r  holidays with thea. But amidst t he  prol i ferat ion 

of familial conaitments, 0'Neiï.l found time t o  develop a friendship 

with Carlotta Monterey, a glamorous actress  who had appeareà i n  

The H a i r y  A m .  Carlotta had been several times married and àivorced 

and was now independently wealthy and unattached. She had recently 

been married t o  Ralph Barton, a dashing playboy artist and ca r i ca tu r i s t  

f o r  The New Yorker. Earton was ostentatiously u n f a i t h m  t o  

Carlotta,  and suffered severe and chronic mental dîsorders. When, 

i n  1931, he ended h i s  own l i f  e, h i s  suicide note rwealed  his remorse 

over f a i l i ng  to benefit  from cer ta in  valuable qua l i t i e s  Carlotta 

possessed: 

"In part icular ,  my remorse i s  b i t t e r  over my f a i l u r e  ta appreciate 
my beautifbly l o s t  angel, Carlotta, the  only woman 1 ever loved and 
whom 1 respect and admire above a î l  the  r e s t  of t h e  human race. She 
i s  t h e  one person who could have saved me had 1 been savable. She 
did her best. No one m e r  had a more denrotecl o r  more understanding 
wife. 1 do hope she w î l l  understand what my malady was and forgive 
me a l i t t l e . "  (Quoted by the Gelbs, i n  O'Neill, p. 737.) 

When O'Neill met Carlotta i n  Maine i n  1926 her  angelic qual i t ies ,  

he r  devotion and understanding were then without objeot. O'Neill, 

beset by m a r i t a l  d i f f i c u l t i e s  and domestic mspons ib i l i t ies  he found 

intolerable ,  was r i p e  f o r  the kind of relat ionship Carlotta could 



severing connections with Agnes and evolving a f a i r  settlement f o r  

he r  and t h e  children, He and Carlot ta  were temporarily s e t t l e d  i n  

France when separation proceeàings were i n i t i a t e d ,  O'Neill had f o r  

o f f e r  him. When the  family retwrid to Bermuda f o r  t h e  winter, O ' N e i l l  

went with th=, but soon returned t o  New York f o r  rehearsals of 

Marco Xi l l ions  and Stranne interlude.  Carlot ta  was i n  New York, too, 

and O'Neill apparently f e l t  unrestrained i n  exploit ing her  sympathies, 

He couldntt  mite i n  Bernuda, he to ld  her, He was sick,  He needed 

someone t o  organize h i s  l i f e ,  His love-making t o  Carlot ta  took t h e  

form of appeals f o r  maternal concern, sub t le  expressions of helpless- 

ness, Car* remembers t h e i r  long conversations, which were ch ie f ly  

a recounting of t h e  many deprivations OqNeill had suffered through 

childhood, adulthood, and now i n  marriage. Carlot ta  was spontaneously 

receptive: 
1 

"1 thought it was t e r r i b l e  t h a t  of al1 people t o  be so s t r icken,  it 
should be t h i s  man, who had t a l e n t  and had worked hard. . . . my 
maternal i n s t i n c t  came out--this man must be looked a f t e r ,  1 thought, 
He broke mg heart. 1 couldn't bear t h a t  t h i s  ch i ld  1 had adovted 
should hav. suffered these things." (Quoted by t he  Gelbs i h  O ' N e i l l ,  
P. 6230) 

When Agnes refused t o  corne to New York and f i g h t  f o r  her  conjugal 

r igh ts ,  O'Neill decided not  t o  r e t u m  t o  h i s  femily. I n  February 1928 

he l e f t  f o r  EXtrope with Carlotta, 

O'Neill's divorce from Agnes was ugly and d i f f i c u l t ,  

Apparently overlooking the  f a c t  t h a t  it was he who had deserted his 

family, O'Neill revel led i n  se l f -p i ty  over t h e  problems involved i n  

severcil years avoided drink, but under t he  stress of t he  s i tua t ion  

he broke his abstinence and the rea f t e r  suffered what Carlot ta  cal lqd 



a "bad nervous breakdown." She sent  regular reports of his health 

t o  h i s  friends i n  America, and begged them, i n  the  in te res t s  of his 

well-Deing, t o  keep from his sensi t ive ears  any news concerning Agnes' 

act ivi t ies .  M e n d s  who proved theniselves ndisloyaln bg maintdning 

t h e i r  association with Agnes were cu t  off. Visitars and correspondents 

were v ig i lant ly  screened and old acquaintances complained then, and 

throught O'NeiïlBs life with Carlotta, of what they saw as Carlotta's 

tyranny over h i s  personal relationships. But O'Neill himself àid 
L 

nothing t o  hinder her o r  discourage her i n  her ef for ts  t o  proteet him 

fram what they must both have understood as threa ts  to h i s  tenuous 

peace of mind. 

O'Neill's treatment of Agnes throughout the  divorce 

proceedings and t h e i r  aftermath was l e s s  than honouratüe. He must 

have thoroughïy erased from his memory aïî recollection of the  early 

years of intimate companionship and marital contentment. His Mtter- 

ness i s  overwhelining i n  a remark i n  a l e t t e r  t o  a friend: wBelieve 

me, . . . once I ' m  f r e e  of t h a t  baby I ' m  going t o  arrange my U f e  

and a f fa i r s  so 1'11 make her pay f o r  thistH (Quoted by the  Gelbs, 

p. 679.) I n  july 1929 Agnes was granted a Reno divorce on grounds 

of desertion. Included in the  settlement was a proviso tha t  Agnes 

never m i t e  of her marriage or  of O'Neill. Par t  of a Lonn S t o w  

was published i n  1938, f ive  years a f t e r  O'Neill's death. 

Carlotta and O'Neill were married i n  Paris three weeks 

a f t e r  the divorce was final.  They had only a few months e a r l i e r  

mturned from an extended Journey t h a t  l e d  them across h r o p e  and 



Asia to Shanghai and back t o  France, Upon the i r  return thay settled 

a t  Le Plessis, a magnificent chateau i n  the Touraine dis t r ic t .  

Carlotta eff iciently organieed l i f e  i n  the forty-five room mansion 

down t o  the l a s t  detai ï ,  plainly stat îng herself to be the woman Agnes 

was not, and there was a certain amount of self-righteousness i n  her 

assertion. 

nI made him verg comfortable. 1 bought him a long bed, anà it was 
the f i r s t  t h e  i n  h i s  l i f e  he was able to sleep stretched out; I 
thought it was disgraceful tha t  he'd never had a proper b d  beforeeW 
(Quoted by %lm Gelbs, p. 693.) 

The O'Neills had a thirteen year lease on Le Plessis, yet  they stayed 

only two years. They l ived i n  relat ive seclusion, and Carlotta 

fu l f i l l ed  her husband's wery  requirement with grace, good tas te  

and authority. I n  the grandiose isolation of Le Plessis, O'Neill 

involved himself i n  the stark drama and intimate sormw of another 

f ar-gway mansion and m t e  Eiiourninn Eecomes EXectra. 

Carlotta's and hgene' s confidence that  Le Pîessis 

would splendidïy sa t is fy  their needs and dreams is witnessed tg the 

length of the lease they signed. W r t  the wet, dismai spring of 

1931 dampened their emthusiasm f o r  the place and they returned to 

New York in May. They spent the m e r  i n  a rented mansion on Long 

Island, the winter i n  a Park Avenue apartment. I n  the meantime they 

purchased property on Sea Island, Georgia, and Carlotta supemised 

construction of a large  Spanish-style mansion they called Casa Genotta. 

They mmed i n  i n  the summer of 1932 and lived there four years, hrery 

deta ï l  of the house was planned to contribute to the i r  comfort and 

thei r  s ty le  of l i f e ,  Carlotta designed and furnished the studg, *ere 



her husband was to do hi8 writing, t o  resemble a ship's cabin and to 

capitalize on i t s  uninhibited view of the open sea. After curious 

sightseers threatened to intemupt t he i r  privacy, a high stone w i i l  

was bui l t ,  encircling the grounds and obscuring the house from outside 

eyes, M y  very few friends and acquaintances were honoured w i t h  

invitations to v i s i t  the estate, O'Neill's f i r s t  meeting with 

Sherwood Anderson took place a t  Casa Genotta, and Anderson wrote to 

a friend of the v i s i t :  

"O'N iïl is  a verg very sweet man but 1 did f ee l  death i n  bis big 
expe$sive house, Fie has drawn himsalf away, l i r e s  i n  tha t  sol i tary 
placeb seeing practicalïy no one, He needs his feïlow men. 1 f e l t  
tiim clinging t o  me rather pitifülly.It (~uo ted  by the Geïbs, p. 794. ) 

The g i s t  of Anderson's perceptions i s  supported by the impressions of 

another distinguished vis i tor ,  Somerset Maugham: 

"The house he Uved i n  was bg the sea, and f a  from any other habitation. 
1 didntt  see another soul while 1 was there, but he constantly complained 
and said he must leave the island because it was so thronged with people,n 
(~uo ted  by the Gelbs, p. 798. ) 

A t  the time, other members of the select  group uho received in- 

vi tat ions to the estate remanbered an atmosphere of peaceful con- 

tentment and well-ordered, ritualized happines s, authoritatively or- 

chestrated by Carlotta. In any case, Sea Island fs i led to preserve 

i t s  edenic character in the OtNeills' view, and they l e f t  the house 

i n  the fa of 1936, not t o  return, 

The two plays O'Neill completed while l iv ing a t  Casa 

Genotta were Days Without End and Ah! Wilderness--dramas which, though 

different  i n  tone and subject, O'Neill recognized as springing from 

the  same impulse, Personal spi r i tual  amiety  is the subject of Days, 

an a r t i s t i c a l ï y  unsuccessful attempt t o  corne t o  tenas with the : 

Catholicism of h i s  parents. The second play is  a l ighbhear ted ,  amused 



look a t  adolescence and youthful sexual problems. Both plays were 

fo r  O'Neill a superficial reconciliation of the conflicts involved 

i n  his relationship to his mother and father, Nearly dl the creative 

work of the rest of his l i f e  would develop these same themes, but 

with greater profundity and increasing honesty, 

Casa Gemtta was up f o r  sale, and the O ' N e i l l s  were 

l iving i n  a rented house in Seattle, Washington, when O'Neill vas 

awarded the Nobel Pr i t e  i n  November 1936, The notoriety tha t  

accompanied the honour both pleased and dismayed him. His heaîth and 

energy had dete orated during the four years i n  Georgia, and he was 7 
unatile to make the t r i p  t o  M e n  to accept the award, Re and 

Carlotta l e f t  f o r  Oakland i n  December, having decided fa look for  a 

permanent home i n  California, O'Neill was hospitalized a t  Christmas 

and undement an appendecbmy. f u t  even a f te r  the treatment of his 

appenàicitis, he was l e s s  than healthy. Multiple aff l ict ions beset 

him: he suffered a kidney disorder, a prostate condition, and neuritis.  

Eut the most serious of O'Neill's af f l ic t ions  was a nervous tremour, 

chiefly manifesteci i n  his hands. The condition was similar to 

Parkinson's disease, and mistakenly diagnosed as such; i n  f act, it 

was a rarer  condition, a degenerative disorder which affeoted the 

motor ce i l s  of the brain. Both his mother and brother suffered 

tremours of the hands, and the disease may have been hereditary, 

although there i s  no conclusive evidence t o  this effect. ûver the 

years, the tremour grew increasingly more severe, f inal ly  overwhelming 

his whole body i n  the lastmonths of his l i f e ,  Some of h is  doctors 
s 



believed t h a t  t he  fonn of t he  disease, t h a t  is, the  a f f l i c t i o n  t o  

h i s  hands, was psychologically detennined. One physician who t reated 

him off  and on i n  t he  year o r  tw before h i s  death f e l t  t h a t  O ' N e i l l ' s  

i n a b i l i t y  t o  hold a pencil  and wr i te  l eg ib ly  could be overcome through 

a concerted force of will. O'Neill was p a r t i a l l y  responsive t o  t h i s  

doctor's dwoted and i n s i s t e n t  care, but t he  remission was only 

temporary and he was g e n e r d l y  helpless  i n  t h e  face  of t he  merciless 

progress of t h i s  deb i l i t a t i ng  i l l n e s s  which made him an old, s ick  

man and a v i r t u a l  inval id  while he was s t i l l  i n  middle-age. 

JTNeill  uas released f m n  h o s p i t i l  i n  March, and he 

and Carlot ta  l ived  i n  a rented house near San Francisco while a home 
1 

vas built f o r  them on 1% acres they had pumhased id a mountainous 

area th i r ty - f ive  miles out of the  city.  The house was not a s  l a rge  

a s  Casa Genotta, but was as  isolated,  as  carefu l ly  planned and as 

meticulously decorated, t h i s  time i n  a Chinese s tyle .  The mansion was 

nmed Tao House; t he  O'Neills moved i n  a t  t h e  end of i937 and l i ved  

the re  u n t i l  1944. 

The most s ign i f ican t  e f f ec t  of OtNei l l ts  crippling 

d isease  was t h e  d i f f i c u l t y  he encountered i n  holding and using a pencil. 

His handwriting, which had always been mail and t i gh t ,  became cramped 

and miniscule t o  t he  point of i l l e g i b i l i t y .  During his l a s t  years of 

c rea t ive  w r k  only Carlot ta  could decipher h i s  manuscripts. He could 

no t  adjust  t o  any writ ing method o ther  than longhand, aïthough he t r i e d  

typewriters and d ic ta t ing  machines. Yet during the  years a t  Tao House 

he  produced, through superhuman e f fo r t ,  what must be h i s  f i n e s t  plays. 

A t  Casa Genotta he had begun work on an astonishingly ambitious cy&e 



of f ive ,  then eight, and f i n a l l y  nine plays. This masterwork under- 

went numerous revisions of concept, s t ructure ,  t i t l e ,  direction.  

What f i n a l l y  emerged were two dramas, A Touch of the  Poet and More 

S ta te ly  Kansions, and scenarios, scene descriptions,  and even second 

and th i rd  d r a f t s  of o ther  plays t h a t  were a l1  collected under t h e  

heading of A Tale of Possessors Self-Msr>ossessed. O'Neill's per- 

spective was f ixed i n  t he  past  during these years; elthough the  cycle 

was t o  have spanned a centurg and more, t h e  two extant plays had as  

a temporal se t t ing  the  f irst  half  of t h e  nineteenth century. The Ice- 

man Cometh, wri t ten i n  1939, d e a l t  both with the d e r e l i c t s  he had 

l i v e d  with yea d before a t  Jimmy t h e  Pr ies t ' s  and with the person- 

a l i t i e s  who had influenced him during his Greenwich Village days. 

O'Neill spent two torturous years writ ing Long Day's Journey i n t o  Night, 

which is ,  i n  a way, a sequel t o  Iceman, f o r  it concerns h i s  o m  

experiences subsequent t o  the  months he spent as  a lodger a t  J i m y  

t h e  Priest's. L o n ~  Day's Journey was completed i n  194-1; A Moon f o r  

the Misbenotten, O'Neill's l a s t  major play, was f inished by the  

middle of 1943. The two completed cycle plays re - i te ra te  t he  focus 

of O'Neill's v is ion i n  h i s  l a s t  years, f o r  both of them dea l  with 

t he  young adultes attempts a t  emotional emancipation from a prison 

of family confl ic ts .  The l a s t  full- length plays a l 1  comb thmugh 

a period of his l i f e  when he achieved independence of h i s  faiuily 

and estatiîished h i s  direct ion as  an a r t i s t .  A Moon f o r  t he  Misbenotten 

deaïs ostensibly with the  l a s t  months of Jamie O'Neill's l i f e ,  ye t  

t he  fulcrum of t h e  play i s  Jim Tyrone's react ion t o  h i s  mother's 

death. And pa r t  of this--the uncertain, unanchored emotion upon 



seeing h i s  mother in her  coffin-was O ' N e i l l ' s  own response a s  he 

described it a t  t h e  time. Carlot ta  remanbers t he  t e r r i b l e  s t r a i n  and 

nightmare of tension engendered by t he  writ ing of t he  two dramas i n  

which t h e  r e a l  persona l i t i es  of her  husband's family emerged un- 

disguised, O'Neill was t o t a l l y  involved i n  t h e  re-awakened sensations 

and conf l i c t s  of t h i s  e a r l i e r  period of h i s  l i f e .  She recounted, f o r  

t he  Gelbs (pp, 848-49), an incident  which suggested the  degree of 

t h a t  involvement. One night, af  ter some hours of work on A Eoon f o r  

t he  Misbeaotten, Eugene came i n t o  Carlotta 's  bedroom, and l i s t ened  

with her  t o  a broadcast of one of Hit ler ' s  speeches. O'Neill seemed 

par t icu ia r ly  up#t and dls t ressed by t h e  horror of t he  d i c t a t o r e s  

words, and Carlotta,  ly ing  on t h e  bed beside him, t r i e d  t o  soothe 

and comfort him. Her touch stimulated a v io len t  responae: he sprang 

from the  bed and shouted a t  her, "Goddam whoreltt before he ran  fm 

the  room. The words were, of course, J i m  Tyrone's t o  Jos ie  Hogan 

i n  Misbenotten. 

The isolatAon and secur i ty  of Tao Eouse was even more 

s t r i c t l y  controlled than t h a t  of Casa Genotta. Yet n ~ i t i n g  did not 

becorne any the  l e s s  d i f f i cu l t .  O'Neill suffersd incraasingly frequent 

a t tacks  of anxiety and nervousness. While f inishing Long Day's Journw 

he wrote t o  a friend, complaining of 

. . . recurrent spe l l s  when suddenly, a t  the  l e a s t  s t r a in ,  1 fo ld  
up and have t o  go t o  bed and am no good f o r  anything-even out here 
where 1 live the  simplest kind of life," (Quoted by the  Gelbs, p. 841. ) 

And, a few months l a t e r ,  t o  another confidante, he wrote: 

"This winter has been hell.  1 havenet wri t ten a l i n e  hardly. It i s n ' t  
war j i t t e r s ,  e i t he r ,  aithough 1 suppose subconsciously they helped t o  



make bad physical matters worse, d o n g  with personal s tu f f  t h a t  got 
my goat." (Quoted ùy t he  Gelbs, p. 842.) 

Among t h e  i r r i t a t i n g  "personal s t u f f w  t h a t  was ge t t ing  i n  t he  way of 

O'Neill's wiork was Oona's behaviour. She had f inished school, and 

was enjoying t h e  New York soc ia l  whirl  and gaining t h e  kind of 

no tor ie ty  her f a the r  had always sought t o  avoid. She was voted 

"New York's Number One Debutanten and he r  a c t i v i t i e s  and public 

remarks were reported i n  gossip columns. In Ju ly  1943, a t  the age 

of e ightem,  she becane Charlie Chaplin's four th  wife. Chaplin was 

the  same age as  O'Neill, f if ty-four.  OtNei l l ls  displeasure was so 

intense t h a t  he hereaf te r  never mentioned h i s  daughter's name, nor f 
suffewd her ta be discussed in h i s  presence. His response ta t h e  

mamiage was pa r t i cu l a r ly  extravagant i n  t h a t  since h i s  divorce f r o m  

Agnes he had almost t o t a l l y  neglected t h e  welfare of Oona and her 

brother, and shown not t he  s l i g h t e s t  i n t e r e s t  i n  t h e i r  l ives .  A Touch 

of t h e  Poet, a play which probatily underwent f i n a l  revis ion only a 

year o r  so before Oonags marriage, describes another fa ther ' s  jealous, 

resen t fu l  react ion t o  his daughter's sexual re la t ionship t o  another 

man. 

During t he  l a s t  years of the  war the O'Neills could 

no t  f i nd  adequate domestic help. Carlot ta  was suffer ing from a r t h r i t i s  

and overwork. Flnally she and her  husband confronted the  f a c t  t h a t  

they could no longer maintain t h e i r  i so la ted  household under these 

d i f f i c u l t  circumstances, in tens i f ied  by t h e  steady decline of O'Neiï.ï*s 

health. Tao House was sold and they moved to a San Francisco a p a r t  

ment. When t h e  war ended, O'Neill judged the theatse-going public 

to be ready f o r  more of Ns drama, and he and Carlot ta  l e f t  f o r  N d  



York l a t e  i n  1945 t o  arrange f o r  productions of The Iceman Cometh and 

A Xoon f o r  the  Misbenotten. 

After years of i so la t ion  and somewhat embittered estrange- 

ment from old friends, New York must have seemed a tempting ou t l e t  f o r  

strangled energies, f o r  O'Neill entered in to  a ùusy social  l i f e ,  re- 

newing old friendships and embarking on new relationships. Same 

years before he had confideci t o  a fr iend t h a t  &en he stopped drinking 

he began t o  avoid parties,  feeling the  pressures of social  intercourse 

too intensely without the  lubricating e f fec t  of alcohol, Perhapa 

fame and ased those tensions; i n  any case, O'Neill blossomed 

he and Carlotta l ived  i n  N e w  York. Yet he 

remained coxnpletely dependent on Carlotta's Cam. She organieed h i s  

da i ly  routine, steered him tbough d i f f i c u l t  social  encounters, and 

was constantly a t  his side, guiding convelisations i n  favourable 

directions,  refusing invi tat ions she thought wouid involve tao much 

s t ra in ,  O'Neill's affection f o r  Aigene Jr. grew during this period. 

Eugene had become a classics  scholar of some repute, academically 

and in te l l ec tua l ly  successful, and hie f a the r  enjoyed t h e i r  friendship 

and showed a cer ta in  pride i n  h i s  son's accomplishments. Carlotta, 

however, was l e s s  than enthusiastic about t h i s  sudden display of 

paternal feeling, She became antagonistic towards Eugene, although 

she had pxwiously shown him Mndness and even affection. She f e l t  

t h a t  he had somehow "~hanged :~  tha t  h i s  p o l i t i c a l  philosophy was re- 

prehensibly radical and t h a t  he drank too much beer. 

Neither was Carlotta pleased with h m  husband's s o c i d  

ac t iv i t ies .  She f e l t  they were an intolerabie s t r a in  on h i s  healtb, 



and her feelings were to a degree just i f ied,  f o r  it was she who had 

t o  nurse him thmugh t h e  e f fec ts  of too much conviviality. He became 

l e s s  cornpliant, occasionally ignoring her direct ives  and going out on 

h i s  own. Esrly in 1948 she le f t  him. Her departure was apparently 

prompted by a long evening of gleeful  reminiscing with Saxe Comins, 

an old f r iend  who had known O ' N e i l l  s ince Provincetom and New London 

days. His self-indulgent r e t r e a t  t o  a pas t  of which she was no pa r t  

was f i n a l l y  t a o  much f o r  Carlotta,  and her  departure shattered O'Neill. 

He sent  her a whining plea of helplessness which was both an entreaty 

and a threat: 

"Darling: For $9 love of God, forgive and come back. You are all 1 
have i n  l i f e .  1 am sick and 1 w i l l  surely die without SOU. You do 
not want t o  murder me, 1 know, and a mirse d l  be on you f o r  your 
remaining days . 
1 love you and 1 willt Please, DarlingfW (Quoted by t h e  Gelbs, p. 889.) 

Carlotta did not respond iannediately, and a week l a t e r  O'Neill f e l l  i n  

t h e  apartment and fractured his shoulder. His helplessness and h i s  

need f o r  her was c l ea r ly  demonstrated and a few months l a t e r  they 

were reuni ted. 

Carlotta refuseà to m a i n  i n  New York. She and O'Neill 

l e f t  f o r  Eioston and i n  JIlly bought a s m s l l  house i n  Marblehead Neck, 

outside Boston. nie house, i n  a way remfniscent of Peaked R i i l  Bar, 

was perched an a c l i f f ,  overlooking the  Atlantic. Aîter more than 

t b i r t y  years of nearly incessant creat ive ac t iv i ty ,  O'Neill's writing 

days were over. The depression t h a t  had o v e ~ e l m e d  him during the  

l a s t  months a t  Tao House met h i m  a t  Marblehead, and the  two pars 

there seem to have been spent i n  brooding despair. I n  September 

1950 news of Ehgene Jr. *s suicide shook him profoundly. 



Li fe  a t  Harblehead was f o r  O'Neill and Carlotta d i f f i -  

c u i t  and bleak. O'Neill continued t o  tender ly  inscr ibe  manuscripts 

and publications t o  Carlotta,  expressing deep sentiment and hopes f o r  

renewed happiness. But his i nac t iv i ty  and i l l n e s s  were an insupport- 

able  s t r a i n  on t h e  relationship. Early i n  t he  v o l a t i l e  tensions t h a t  

beseiged t h e  lonely household f i n a l l y  reached a climax. O'NeîZ1 was 

found ly ing  i n  t h e  snow outside t h e  house, apparently in a posture 

of aborted escape, or ,  it has been speculated, suicide.I H i s  l e g  was 

broken and Carlot ta  was i n  a s t a t e  of delirium, suffering a tox ic  

reaction t o  a bro i d e  medication. Eoth husband and wife were hospital- 7 I 
1 
i 

ized,  and what followed, during the  next fou r  months, was a sorrowful, i 

pathet ic  drama. 

O ' N e i l l  spent two months in hospi ta l  i n  Sdem, Massachus- 

e t t s .  Carlotta 's  problem was not  immediately diagnosed, and she was 

placed i n  a mental hospitai ,  The differences  between t h e  p a i r  

seemed a t  t h i s  point  irreconcilable:  while Carlot ta  formally charged 

O'Neill u i t h  "cruel and abusive treatment,n he signed a pe t i t i on  

a t t e s t i ng  t o  his wife9s  mental incapacity and requesting t h a t  she be 1 
7 

placed under l e g a l  guardianship. Many of O'Neill's old f r iends v i 

who had years before been snubbed by Carlot ta  gathered araund his s ick  / 
I; bed, and, probably with h i s  encouragement, fue l led  h i s  resentment of 
i 

i 
h i s  wife, It was soon discovered, however, t h a t  Carlotta 's  problems 

i 

I had a physicai source, and she was released from hospital. I n  t he  

0 meantime O'Neill was t ras fe r red  t o  Ibctors  Hospital i n  New York. He 

1 F' was a popular, CO-operative pat ient ,  and received dozens of v i s i t o r s .  

1 See the  Gelbs discussion of t h e  incident,  pp. 908-9. 1 
3 

1 



But O'Neill was playing a subt le  game: while he received generous 

sympathy from old friends who themselves had received unpleasant 

treatment a t  Carlotta's hands, he was inwardly preparing himself f o r  

reconciliation with h i s  wife. The ciifferences which had enforced 

such a b i t t e r  and dramatically public separation were e i ther  forgotten 

o r  resolved, and by April the pe t i t ion  against Carlotta had been 

dropped, and she had retracted her charges. I n  May O'Neill was r b  

leased from hospital  and joined Carlotta i n  boston. 

From May 1951 u n t i l  h i s  death O'Neill l i ved  i n  a s u i t e  

a t  t he  Hotel Shelton i n  Boston. One of  his f i r s t  actions upon his 

/ quiet  surrender, and his return t o  Carlotta was to author a will dis- 

inherit ing Shane and Oona and t h e i r  issue, and entrusting t o  Carlotta 

and her progeny h i s  estateo1 One night by the  f i res ide  he destroyed 

all h i s  uncompleted ÿsork, and v i r tua l ly  all of the  Disposseased cycle. 

Whether More Stately Mansions was saved from the  f i r e  by design o r  

accident i s  a matter f o r  speculation. 

O'Neill's health s teadi ly declinec. There was no joy 

i n  3 i f e  f o r  him; a stubborn despair darkened his l a s t  days. He became 

so incapacitated by his tremour t h a t  he could no longer l i g h t  a cigar- 

e t te ,  o r  turn hinself m e r  i n  bed. I n  Nwember 1953 he contracted 

pneumonia and succumbed t o  a coma. Thirty-six hours l a t e r  he was dead. 

In the l a s t  years O'Neill's private l i f e  was a vacuum, 

emptied of significance and direction by the numbing despair t h a t  

1 When O'Neill and Carlotta eloped t o  Europe, Carlotta l e f t  behind 
an eleven year old daughter Cynthia who l ived  with her grandmother on 
the  west coast. Like Agnes, Carlotta apparently f e l t  no s t r i c t  compulsion 
to f u l f i l  her maternal res ons ib i l i t i e s  by finding a l ace  f o r  her S i l d  L e i n  her new l i f e .  A t  the  t e of the  promulgation of he insani ty pe t i t ion  
against he r  mother, Cynthia was contacted by lawyers and declared herseif 
t o  be nearly des t i tu te ,  t he  sole  supporter of a son and invalid husband, 
and incapable of assuming guardianship of her  wealthy and glamorous mother. 



brought an abrupt and ea r ly  end t o  h i s  career. The f i n a l  four  years 

of c rea t ive  ac t iv i ty ,  beginning i n  1940 with Lone: Day's Journes, ending 

with A Moon f o r  t h e  Misbe~rotten i n  1943, and including work on the  

two cycle plays, A Touch of t he  Poet and More S ta t e lg  Mansions, wolved 

a confrontation with paralyzing psychologicaï con f l i c t s  t h a t  made f i r t h e r  

writ ing impossible. Lonn Day's Journey may have i n i t i a ï i y  promiseci 

a resolution of those con f l i c t s  which had or iginated in his e a r l i e s t  

experience. On t h e i r  tweïfth wedding anniversary, O'Neill presented 

Carlot ta  with t he  or ig ina l  manuscript of Lonn Dases Journes. I n  t h e  

message which accynpanied the  manuscript he n o t e  t h a t  the  gif t  uas 

. . . a t r i b u t e  t o  your love and tenderness which gave me the  f a i t h  
i n  love t h a t  enabled me t o  face my dead a t  l a s t  and write t h i s  play 
- -mi te  it with deep p i t y  and understanding and forgiveness f o r  
t he  four  haunted Tyrones. 

Eut t h e  Tgrones, dramatic representatives of t h e  four  O'Neills, wouïd 

not be l a i d  t o  r e s t  so easi ly ,  and t h e i r  ghosts continued t o  t omen t  

t h e  playwright u n t ï i  h i s  own death. 



A V i e w  of Origins 

The l i v e s  of t h e  Tgrones, a s  they a re  presented i n  

L a n ~  Day's Journey i n t o  Mi~h t ,  a r e  joyless and wasted by pain, The 

play dea ls  with alcoholism, morphine addiction, and old age embittered 

by unrealized dreams, and these powerful subjects  are fonmilated with- 

i n  the highly-charged atmosphere a t  a family's heart. Al1 four  of 

t h e  characters endure conditions which e l i c i t  responses of sympathy, 

compassion o r  à isgust ,  Eut, f i n d l y ,  t h e  play's most forceful  s ta te-  

ment i s  of t h e  tily destructive,  maïignant nature of t h e  a f f l i c t i o n s  

t h a t  gnaw a t  of the  Tyranes, and of t h e  family's absolute 

impotence t o  cure themselves of t h e  à iseases  t h a t  t o r tu re  them. 

I n  t h i s  play O'Neill de l ibera te ly  presents a detai led 

pfcture of his own family a t  a time of c r i s i s ,  and t h e i r  experience 

of l i v i n g  together, Of dl O'Neill's plays, Long Dav's jour ne^ i s  

the  drama most publicly and avowedly autobiographical, offerring spec i f ic  

information about t he  playwright's perspective on the  rad ics l ,  

i 
i e l m e n t a l  re la t ionships  i n  h i s  l i f e .  Lone: Day's J o u r n q  i s  important 

i n  understanding O'Neill's approach t o  his a r t  and h i s  own life-exper- 

L ience, but, with i t s  determinedly asser t ive ,  self-revelatory tone, t h e  

play i s  d i f f i c u l t  t o  came t o  tenus with. The key to t h e  play should 

by Edmund, O'Neill's surrogate, but h i s  character  is nearly 

innurideted by t he  flow of powerhil persona l i t i es  and conf l ic t s  t h a t  

emanate from t h e  other  characters, To what degree these personal i t ies  

a r e  projections of t h e  central ,  a u t h o r i d  consciousness of t he  play, 

and ta what degree t h e  myths of t h e  famiiyts experience control  t h e  



drama a r e  subjects of c r i t i c a l  investigation.  

The matter i s  fu r the r  complicated by t h e  f a c t  t h a t  O ' N e i l l  

was a post-fieuciian dramatist,  and was acquainted with then-current 

theofles of personali ty and behaviour, both through h i s  own experience 

i n  psychoandysis and through reading t h e  work of European psycho- 

analyt ic  theorlsts. '  Patterns of ea r ly  experience and t h e i r  con tml  . 

of t h e  characters'  des t in ies  a r e  a ca re fu l ly  constructed backdrop 

t o  t h e  dramatic act ion of t he  play. O ' N e i l l l s  e c l ec t i c  use of psycho- 

l o g i c a l  explanations f o r  t he  aspects of personal i ty  t h a t  typify each 

Tyrone i n  e f f ec t  seems ta j u s t i f y  and legitimize t h e  powerfül f an t a s i e s  

t h a t  determine d e playwright's handling of these  dramatic representatives 

of his own family. . The s y s t m  i s  nearly impregnable and those fan tas ies ,  

so  e f f i c i en t ly  legit imized, are d i f f i c u l t  to i s o l a t e  and test, 

Finally, t h e  play i s  fraught with the  p l a p r i g h t l s  

ambiguous images of hlmself. He 5s t h e  son of t h e  shanty Irishman, 

and of the  dashing matinee idol ;  h i s  i s  t h e  son of t h e  gentle, c e l iba t e  

convent g i r l ,  and of t he  desperate morphine addict. A t  twenty-three 

1 Through 1923 to 1925, a period when h i s  m a r i t a l  problems were 
intense,  O'Neill paid irregular v i s i t s  t o  Dr. Smith EXy J e l i f f e ,  a 
New York psychia t r i s t  who was popular with thea t re  people and those 
connected with a r t y  soc ia l  c i rc les .  The Gelbs suggest that Je l i f f e ' s  
popularity may have been due t o  his willingness to adjus t  his methods 
of treatanent t o  h i s  pat ients1 demands. I n  any case, it appears t h a t  
O I N e i l l l s  treatment d id  not follow an arduous course, and t h a t  t h e  
playwright enjoyed h i s  v i s i t s  t o  Dr. J e l i f f e  a s  gra t i fy ing  soc ia l  en- 
counters. 

Malcolm Cowley, i n  nA Weekend with EXlgene O'Neill," The Reporter, 
Septenber 1957, rpt .  i n  O'Neill and his Plays, ed. Cargi l l ,  Fagin, Fisher 
(New York: New York Univ, Press, 1961), pp. 41&, recalls a v i s i t  with 
t h e  O ' N e f f l s  when they were l i v i n g  a t  Brook Farm, O'Neill showed Cowley 
a volume of Wilhalm Steke l t s  work on s e m a l  aberrations and citec! t h e  
case of an only son who succumbed to insan i ty  after being s d u c e d  by his 
mother. Although t h e  incident  Cowley remembers gives no indicat ion of t h e  
extent of O I N e S L l t s  study of psychoanalytic theallg, it does suggest 
t h a t  he  m a g  have been somewhat eclectic i n  what he chose to a s s b i l a b .  
The above case h i s tory  ls, of course, c lose ly  p a r u &  to t h e  dramatic 
s i t ua t ion  of Bore S t m v  M-• 



h i s  own iden t i t y  i s  s t i l l  enveloped in t h e  family cosmos: he i s  t h e  

tor tured victim of con f l i c t  , t h e  tubercular invalid,  neglected bg 

those responsible f o r  h i s  welfare. And he is  the  poet, sa i l ing ,  

f lying,  unanchored, estranged from the  fog-shrouded house. 

Within t h i s  drama O'Neill has attenpted t o  consolidate 

and organize i n  t h e i r  o r ig ina l  fonn the  pa t te rn  of his family l i f e  

and the  themes t h a t  doadnate his c rea t ive  work. Yet his assau l t  on 

the  sources of h i s  a r t  and consciousness must have l e f t  some areas 

unconquered, f o r  t he  plays t h a t  a r e  contemporaneous t o  t h i s  one-- 

A Touch of t he  Poet, More S ta te ly  Mansions, A Moon f o r  t he  Misbe~otten-- 

r e i t e r a t e  and nbst the  fami l ia l  f igures  of Long Day's Journes, and 

requi re  of t h e  playwright fur ther ,  even deeper exploration of t h e i r  

significance. The Tyrones, and t h e  pa t te rns  t h e i r  re la t ionships  

create,  recur r  throughout t he  products of O ' N e i l l ' s  l a s t  c rea t ive  

period: they have c lose  kinship t o  t he  nineteenth century Melody 

family of A Touch of the  Poet, and the l i v e s  of t he  Tyrone gain 

t e r r i h l e  and mythical significance i n  t he  sur rea l  world of the  Harford 

family i n  More S ta t e ly  Mansions. I f  these subsequent dranas replay 

the  scenes of Lonp Dey's Journeg, then the  f u l l  meaning of the  Qrones'  

l i v e s  as  they a r e  herein presented w i l l  be revealed only through seeing 

t h e  fou r  l a s t  plays a s  comprising a continuum of c rea t ive  experience 

and exploration, f inally4culminating i n  t he  f igures  of Jos ie  Hogan 

and Jim Tyrone i n  A Mmn f o r  the  Nisbe~ot ten.  '. 
The pr incipal  s t ruc tu ra l  dynamic of Long Day's Journey 

is t h e  progressive constrict ion,  the  increasing narrowness of t h e  

and space.l *Il t h e  events, o r  non-events, of t he  p lo t  occur wlthis 

1 Of these four  plays, three operate within t he  c l a s s i ca l  twenty-four 



sixteen hours and within one room, and t h e m  i s  no recourse to t h e  

diversions of the  world outside. in s p i t e  of t h e i r  a b r t e d  attempts 

a t  escape, t he  Tgrones a r e  v i r t u a l l y  locked in ,  imprisoned with 

ghosts of t h e  past. Except f o r  the  br ie f  appearances of t h e  maid 

Kathleen, only t h e  four  family members a r e  presented, and as t he  play 

progresses even vague al lusions to the  rout ine of l i f e  outside t h e  
?& 

ii family home and unconnected with l i f e  within a r e  increasingly in- 

frequent. O ' N e i l l  mercilessly s t r i p s  away the  cosmetic pastimes of 

l i f e  (even t h e  carà game i n  t h e  l a s t  a c t  cannot develop beyond three  

o r  four  plays) u n t i l  he, and the  characters,  and the  reader, must 

confront the  n ed face of actual i ty ,  una t t rac t ive  a s  it is a t  t h i s  
f 

a l  

juncture. I n  f a c t ,  t h e  ru th less  exposure of t h e  aberrations and 
I' 
i 

secre t s  of t he  Tyrone family ca r r i e s  an atmosphere of near-sensation- 
4 
8,' 
BJ a l i s m ,  an overwhelming f rankness t h a t  suggests wholesale recognition 

of t he  conflicts t h a t  rage i n  t h e  bosom of t he  family, which i n  tu rn  

seens t o  imply resolution of con f l i c t  on t h e  pa r t  of t he  playwright. 

And, f r o m  his post-Freudian perspective, O'Neill o f f e r s  in te rpre ta t ion  

of t h e  tortured re la t ionships  within t h e  family, i n t e rmpt ing  the  

dramatic process of t h e  play with sometimes awkward explanatory 
. *  

dialogue. Indeed, he sometimes seems t o  o f f e r  such a neat  package 

of cause and e f f e c t  t h a t  c r i t i c s  have been tempted to simply re-state 

O ' N e i l l ' s  dramatic presentation i n  ana ly t ic  prose. Mt I wouîd con- 

tend t h a t  OVNeïil*s daring exploration of t h i s  re f lec ted  image of h i s  

own family uncovers rad ica l  influences i n  the  l i v e s  of himself and 

hour compass, and within t h e  s p a t i a l  boundaries of a s ing le  s tage set. 
0ni.y-More S ta te ly  Mansions departs from these f r u i t f u l  res t r ic t ions ,  
and suffers a 100s-knit, sometimes r epe t i t i ve  s t ruc ture  a s  a consequence. 
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h i s  family which, a t  t h i s  stage, remain beyond h i s  f u l l  control  o r  

understanding, and t h i s  contention i s  supported by t h e  f a c t  t h a t  

Long Dages Journex was followed by three  more major a t tacks  on t h e  

The raw material  of t h e  play is the  familyts con- 

f rontat ion with t h e  r e a l i t y  and poverty of t h e i r  l i v e s  a t  a time 

of crisis. Within t h e  tight;ly drawn boundaries of t h e  drama, t he  

pressures of l i f e  on the  four Tyrones become so intense t h a t  

archaicelly-detemined, obsessive pat terns  Ültimately control  t h e i r  

behaviour, Perception, reason, and s e n s i t i v i t y  t o  t h e  immediate 

exigencies of i d e  crumple under c ruc ia l  s t resses ,  and cap i tu la te  

t o  compulsive forms of behaviour t h a t  der ive t h e i r  log ic  from 

long-past experience and ancient con f l i c t s  s t i l l  unresolved. in 

each character t he  operation of wch archaic influences i s  l a rge ly  

unconscious, and the  intended d i rec t ion  of t he  drama i s  towaràs 

discovery and exposure of these subterranean determinants of behaviour. 

Eut t o  what extent i s  the playwright himself controled by t h e  power 

of unconscious fantasy and conf l ic t?  Ey exposing Mary's f a n t m y  

of virginal genius o r  Jamese deep-rooted insecur i ty  does O'Neill 

come to terms with the  influence of these feel ings  on h i s  own con- 

sciousness? Not through Edmund, t he  authores agent i n  the play, does 

O ' N e i l l  do so. Edmund i s  c l ea r ly  the victim of t h e  catastrophic 

e f fec t s  of family conf l ic t ,  and i s  saved, by h i s  passive posit ion,  

f r o m  t h e  Mnd of arduous confrontation with pr iva te  nightmares t h a t  

t h e  o ther  characters must undergo, 

The web of familial re la t ionship among the  charactere 



i s  one which c l ea r ly  i d e n t i f i e s  parents and children and these c l a s s i f i -  

cat ions  inevi tably and otnriously involve expectations of behaviour: 

parents should a c t  l i k e  parents, children l i k e  children, But such 

expectations a r e  undermined by two s e t s  of subversive circumstances, 

F i r s t ,  i n  s p i t e  of t h e  prolonged dependence of t h e  sons on t h e i r  

parents f o r  f inanc ia l  and emotional sustenance, &und and Jamie a r e  

adul ts ,  and t h e i r  ages, a b i l i t i e s  and resources make t o t a l l y  in- 

appropriate t h e i r  posit ions i n  the  faraily. This inappropriateness 

i s  expressed i n  t h e  disturbing co l l i s ions  between t h e  child-like 

pat terns  of behav ur  reawakened by t h e i r  dependent posit ions,  and 7 
t h e i r  mature, adul t  f acu l t i e s  of understanding. Secondly, Mary and 

Tyrone are, and always have been, uncomfor t~~; le  i n  the  perfomance 

of t r u l y  parental  functions, and a r e  unable and unwilling to fuifi l3 

the  demands t h e i r  overgrown children make on theau, and a t  the sane 

t h e  incapable of l i be ra t ing  t h e i r  chi ldren from the strangehold the  

family has on them. The constel la t ion o f .  t h e  family, as  it exists 

in, August 1912, consis ts  of a f a the r  approaching o ld  age, a middle-aged 

mother, and two adul t  sons, but underlflng t h i s  c l ea r  externaï shape 

a r e  contraàictory family schema, rooted i n  t h e  pas t  and i n  fantasy, 

each one powerfully influencing t h e  behaviour of the Tyrone who per- 

ceives it. The too l s  of drama a r e  stimulus and response, and O ' N e i l l  

has so manipulated the operative stimuli of t h e  play, i t s  matrix of 

f ac tue l  r ea l i t y ,  t h a t  each Tyrone i s  presented under conditons of acute 

stress which r eca l l  e a r l i e r  experiences of trauma and t h e i r  accompany- 

ing sensations. And a s  t he  tensions of confrontation multiply and 

grow, the  mai family shape described a b v e  is re jected by each 



character i n  favour of a private,  archaic pa t te rn  of re la t ionships  

moulded by long-ago experiences. The motion of the  play i s  e s sen t i a l l y  

regressive, backwards i n t o  an unquiet past. 

The most usefui  format f o r  invest igat ion of t h e  play 

should be an examination of each character i n  confrontation with t h e  

f a c t s  OINeill so ru th less ly  exposes, and t h e  kinds of response evoked 

by t h e  confrontation, Such an examination will reveal. t h e  archaic 

detenainants of behaviour in each Tyrane, when and howthey are ex- 

pressed, and, hopefully, will i l luminate  t h e  pat tern behind the  apparent 

chaos of re la t ion  hips i n  t he  Tyrone household. Before proceeding, P 
one fu r the r  noté should be aader confession--in t h e  f o m  of  explmation 

and self - just i f icat ion-- is  an exercise i n  which dl t h e  characters of 

t h e  play indulge, and t h e i r  several  revelat ions  a r e  à i r e c t l y  influenced l 

i n  tone and posture by t he  nature of their own archaic, f a n t a s t i c  per- 

ceptions of t h e i r  posi t ions  i n  t h e  family. The intimate cor re la t ion  

of the  f a c t s  of t h e  drama with OIMeïllts own h is tory  lends the  uhole 

play an a i r  of confession, and implicates him in t h e  d i s to r t i ons  of 

fantasy and se l f - jus t i f ica t ion ,  A s  t h e  characters of t he  play recount 1 
t h e i r  p r iva te  dramas with a constant eye t o  t h e  p r o f i t s  of defending 

and supporting their f an t a s t i c  posit ions,  O ' N e i l l  is  s imï ia r ly  aware, 

i f  unconsciously, of t h e  benefits  accruing t o  recognition and defea t  

of spec i f ic  t h rea t s  t o  h i s  self-image and ' to  defense of his notion of 

t h e  posit ion he held i n  t he  family. The autobiographical f ac to r  of 

Lonn Day's Journely i s  ac t ive ly  involveri in t h e  presentation not  only 

of Edmund, but of a i l  the  characters. 1 donl t  want t o  suggest t h a t  

OINeill ls  treatment of these co l l i s ions  of  family personol i t ies  i s  



del iberately decsptive o r  exploitative,  but ra ther  t h a t  h i s  commitment 

t o  r e a l i t y  may be a t  cer tain points undercut by an unconscious need to 

s a t i s f y  the  requirements of personal fan tas ies  which are  not isolatad 

o r  exmined within the  compass of this play. 

A s  t he  camouflage of amicable, ear ly-~orning pleasantries 

is dissolved, t h e  f i r s t  a c t  s t a t e s  the  themes and patterns tha t  will 

dominate the play. Its c l ea res t  and most ominous revelation i s  the  

evidence of Mary's relapse, and the  impotence of the  rest of the  

f d g  to of f e r  her a t t r ac t ive  al ternat ives  to morphine and fantasies,  

Mary i s  cursed by twenty years of drug addiction, and her  family is 
/ 

inmediately sus$icious of any elements i n  her behaviour *ch they 

recognize as  r epe t i t i ve  of old scenes of surrender t o  morphine, Her 

reject ion of c u r e n t  r e a l i t y  i s  c lear ly  ident i f iable ,  f o r  the  mor- 4 

! 
phine doses have the  e f f ec t  of f a c i l i t a t i n g  regression t o  experiences t I 

and sensations of her youth t h a t  represent to her gra t i f ica t ion  of 
i ,  

fantasy needs. The drug helps her t o  maintain an unseeing inciifference 

t o  an unsympathetic world, and t o  eliminate from her consciousness 

t h e  pressures and tensions engendered by her present environment, 

The morphine fog silences and inval idates  the  unacceptable and in- 

tolerable  danands of her r ea l  posit ion i n  the  family: her husband 

asks t h a t  she be plump, healthy, cheerful--consumately matronly and 
l 

El 
wifely. Her sons, with t h e i r  special  i n f i rmi t i e s  of alcoholism and 

El 

tuberculosis, have la rge  f i l i a l  claims on her t h a t  c a U  f o r  wholesale 
B 
E connaltment to a maternai role. The leg i t iaacy  of these demands i s  

essent ia l ly  suspect, i n  s p i t e  of O'Neill's attempts to jus t i fy  them 

within t he  context of the  àrama. James' wish t h a t  Mary be consis- ' 

t e n t l y  cheerful and responsive to his needs i s  i n  l a rge  measure an 
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attempt t o  impose on his wife conformity t o  his notion of m a r i t a l  

happiness. Edmund and Jamie are  old enough t o  take care of themselves. 

But  Mary hasngt  t h e  strength t o  re fu te  t h e  demands and piteous appeals 

of her husband and sons, and, instead, r e t r e a t s  hyster icaï ly  in to  an 

adolescent world i n  uhich t h e i r  voices a re  silence& 

Mary Tyrone, middïe-aged mother and wife of thir ty-f ive 

years, harbours within her an adolescent girl, daughter of an indulgent 

fa ther  and adored protege of convent nuns. A t  times of most severe 

s t ress ,  when r e a ï i t y  makes i ts most pers i s ten t  and unwelcome demands 

on Mary, it is t s girl-child who detenuines and controls Margts f" 
behaviour, completely overwhelming her adul t  f acu l t i e s  of Sudgrnent 

and perception, The girl-child, freed by morphine fmm the r e s t r i c t i v e  

tenus of r ea l i ty ,  l i v e s  i n  an insular  world of na rc i s s i s t i c  grat i f icat ion,  

Maryts remembered childhood dreams of nunhood and a career as a concert 

p i an i s t  a re  representative face ts  of the  fantasy t h a t  f u l f i l l e d  the  

desires  of the young daughter Mary and now continues to determine t h e  

needs of the middle-aged mother and wife Mary Tyrone, When Mary 

re t r ea t s  from her immediate environnent and is  ermeloped i n  t h e  

rev i ta l ized  sensations of archaic experience, her husband and sons 

a re  effect ively excludeù from her consciousness, o r  function only as  

fantasieed agents i n  tha t ' long  p a s t l i f e .  Until. morphine has wholly 

supplied her means of escape from c r i s i s  and stress, Mary exploits 

the concern of her sons and husband f o r  her health, and t h e i r  own 

needs f o r  her affection, and e l i c i t s  from them the  s t imul i  required 

f o r  perpetration of her fantasies  by reshaping them i n t o  parental 

f igures  of t h e  pas t  t h a t  o f fe r  her grat i f icat ion.  
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The most powerful figures i n  the girl's world are, 

of course, parental. Her father has tangible and potent presence i n  

ber consc~ousness as a figure of beneficence, offering her special 

recognition as a unique and beautihil child. The close relationahip 

between Mary and her father is regarded with a s t e m  eye by a watchful 

mother. I n  the chanuing, simplistic language of a schoolgirl, Mary 

describes her fatherls  indulgence and her mother's reaction: 

V m  afraid he spoiled me dreadhtlly. My mother didn't. She wss  rery 
pious and s t r i c t .  1 think she was a l i t t l e  jealous. She àidn't 
approve of my marrging--especiaïly an actor. 1 think she hoped 1 
wuld becorne a nun. She used to scold my fatheren1 

Maryls close assoc tion of her motherls disapproval of the intimate ," 
l ia ison between father and daughter with notions of marriage and celL 

bacy suggests the erotio nature of the child1s attraction to her 

father. That the most powerful maternel emblem in Mary's mind i s  a 

Virgin Mary whose chief at tr ibute i s  the forgiveness she w i l l  o f fer  

f o r  crimes committed, underscores the gu i l t  feelings that  accompany 

Mary1 ç sexud attraction t o  her father and r eveds  her fear  of maternai 

disapprobation. Her fantasy of religiously-inspired celibacy fulfills 

the g i r l ' s  need for  the protection and approval of a strong feminine 

parental figure who can forgive her her erotic feelings for  her father, 

and protect her from fresh amusai of those feelings. Her hunger for  

recognition and applause as a spec id  and perfect child is gratified 

by the fantasy of achieving distinction as a pianist and, indeed, the 

applause is received as an erotic g i f t ,  an acceptable substitute fo r  

sexual response f m  her father. Nary's marriage to  Tgrane i s  an 

1 Ehgene O' Neill, Long Dayl s jour ne^ in to  Ninht (New Haven: Yale 
üniv. Press, 1956) p. 1'14. A L 1  subsequent references to  th i s  play will 
pertain to th i s  edition. 



extension of this same fantasy-cluster. Mary's memories of her wedding 

day a r e  as  c l ea r  and meticulous i n  d e t a i l  a s  i f  she were watching 

herself  i n  a mirror, seeing the  world r e f l e c t  he r  own sense of her 

v i rg ina l ,  unspoiïed beauty and affinning h e r  privileged position, The 

costumed nobleman inspired romantic àreams, and Tgrone's age enhanced 

Ns poten t ia l  as  a surrogate fa ther ,  a f a t h e r  who was a more acceptable 

stimulus to sexuel feelings,  and who wi ï l ing ly  offered appreciation 

of her  adoring, child-l ike femininity. Even after thir ty-f ive years 

of marriage, Mary's vis ion of Tyrone s t i ï l  suf fe rs  impairment from he r  

adolescent fantasy, Her continuai comparison of Tyrone to her  fa ther ,  

i h e r  criticisms of h i s  s t inginess  and her  de l igh t  i n  remembering her  

f a t h e r t s  generosity c rue l ly  deny Tyrone s ignif icance independent of 

h i s  r o l e  i n  his wife's adolescent dream world. 

The world-view of t h e  daughter pampered by an a t t r a c t i v e  

f a t h e r  and frightened by a disapproving mother have withstood the  

years, and they continue t o  influence the  behaviour and perceptions 

of t h e  middle-aged woman. She senses a s imi l a r i t y  between the sound 

of Tymnets snores and the message of t h e  foghorn ca l l i ng  her  back 

fmm her  golden dream world t o  t he  p e r i l s  and conf l i c t s  of waking 
--\_ 

r ea l i t y ;  he r  move to t h e  s i lence  of t he  spare  room i s  a r e t r e a t  from 

r d n d e r s  of t he  ac tua ï i ty  of her sexual re la t ionship t o  Tyrone, be- 

cause t h a t  re la t ionship is one wfiich i n f l i c t s  painf'ul gu i l t ,  fiom 

t h e  l i t t l e  girl's perspective, Tyrone i s  fa ther ,  jealously guarded 

by a s t e m  mother. Eben her  son Edmund's maleness presents a t h rea t  

t o  t he  ch i ld  Mary's peace. I n  t h e  l a s t  scene of t h e  play, when 

Edmund grabs her  a m  and pleads h i s  helplessness and his need f o r  . 
he r  care, she repl ies :  i 



"Yeu must not t r y  t o  touch me. You must not t r y  to ,hold me. It i sn ' t  
r igh t ,  when 1 am hoping t o  be a nun." ( ~ c t  IV,  p. 174) 

A Touch of t h e  Poet and More Statelly Mansions develop t h e  theme of 

incestuous feel ing between parent and chi ld ,  but i n  this play t h e  

mother's continued and pers i s ten t  re jec t ion  of her  son and stubborn 

denia l  of the  seriousness of h i s  i l l n e s s ,  has i t s  deepest roots  in 

another ground.l Mary's chief g ra t i f i ca t ion  l ies  i n  e l i c i t i n g  an 

aff i rmat ive parental  response from those around her, legit imizing 

her  posit ion as  adored and protected child. Jamie, with h i s  chanaing, 

alcoholic incompetence, and Edmund, with symptoms of serious in f inn i ty ,  

a r e  r i v a l s  threa ening her  child-l ike posit ion,  m d  making in tense F 
danands t h a t  she assume maternai. functions t h a t  o f f e r  her  no g ra t i -  

\ f icat ion.  Mary seeno concern over Edmund's i l l n e s s  as a subtraction 

f r o m  concern f o r  her  own ever-precarious heal th  and the  sum of 

a t ten t ion  paid her, and stamps her  foo t  i n  f rus t ra t ion ,  indulges i n  

explosions of temper o r  tremulous tearfulness  to a s s e r t  Eer archaic 

needs. Eehind Mary's nervous hyperactivity l i e s  a consuming f e a r  of 

l o s s  of parental  affirmation and protection. This child-l ike f e a r  

l eads  her  t o  uncontrollable and i r r a t i o n d  behaviour t h a t  f ru s t r a t e s  

her  husband and sons i n  t h e i r  attempts to approach her  as husband 

and sons. 

O'Neill's 'honest, public t rea tnent  of t he  painful subject  

of h i s  mother's addiction tends t o  overshadow equally important aspects 

i I n  A Touch of t he  Poet there  i s  a s ign i f ican t  s h i f t  i n  t he  em- 
phasis of t h i s  scene--a scene which recurrs  i n  sll these l a s t  plays. 
Essentially,  t h e  image presented i n  dl four  plays i s  of t he  a i l i ng  ch i ld  
demanding maternel ministrations from a parental  figure. I n  the  three 
plays t h a t  follow Long Day's Journex the  scene i s  powerfully e ro t ic ,  and 
t h e  sexuel significance of the  f i l i a l  appeal and the  mother's response 
i s  c l e a r l y  established as  emanating from both mother ohild. in 
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of her characterization i n  Long Day's Journex, aspects which r e l a t e  

both d i r ec t ly  and indi rec t ly  t o  O'Neill's own experience and contribute 

t o  the  fundamental myths which inhuenced h i s  a r t  and consciousness. 

F i r s t ,  there  i s  Mary's posit ion i n  t h e  family as  the inadequate wife 

and ineffectuai  mother, and the  impl ic i t  suggestion t h a t  her very 

weakness betrays the  men of the  family, sending dl t he  Tyrones in to  

a torturous re-enachent of a traumatic past. Such suggestions of 

betrayal are not f u l l y  explored i n  Long Da9 s Journeg;. O'Neill, a t  

t h i s  point, may have been unwïlling t o  confront t h e  implications of 

h i s  p o r t r a i t  of his mother. More Sta te ly  Manslons, with i t s  powerful, 
/ 

treacherous f d i n e  personalit ies,  reaches deeper i n t o  this area of 

O ' N e i l l ' s  consciousness. i 
Secondly, there a re  elements i n  Mary Tyrone's personaïity 

S 
which r e f l e c t  t he  playwright' s own experience. Yarphine f inct ions 3 
i n  Mary's l i f e  as  alcohol did i n  O'Neill's. The drug i s  a vehicle f o r  I 

ki 

Mary's escape from disturbing face ts  of her  relat ionship with her 

husband: the  point a t  which she leaves the  conjugal bed and r e t r e a t s  

to t h e  celibate,  adolescent atmosphere of the  spare bedroom and the i 
moment a t  which the  need f o r  morphine becomes intolerat3.e CO-incide. 

O'Neill, h o ,  had ù i f f i cu l ty  sustaining intimate physical and 1 
3 

motional  relationships wlth his sexual partners, and drunkenness 

offered him an easy escape from personal commitment. And Mary's 

A Touch of the Poet Sara's motherly v i s i t  t o  the bed-ridden Simon cul- 
minates i n  sexual intercourse. I n  Long Day's Journq,  however, Mary's 
f r i g i d  response t o  Edmund's apparently innocuous touch i s  inappropriate, 
and nowhere i n  t h e  play does O'Neill suggest t h a t  her r e t r e a t  f m  
Edmund's o f fe r  of intinacy has any motivation beyond her  own involvg- 
ment i n  adolescent notions of purity. 



fantasy of genius and the  applause of an approving audience is one in 

which O'Neill participates.  Apart from t he  obvious pa ra l l e l  of the 

stage and audience being involved i n  both Mary's fantasy and O'Neill's 

r e d  vocation, there  i s  another analogy t h a t  can be ident i f ied,  Mary's 

image of her own genius and triumph focuses on her a b i l i t y  a s  a 

p i an i s t  and i n  the  l a s t  scene of t h e  play she returns to t h e  piano. 

But her hands have long been crippled by a r t h r i t i s  ( the severi ty  of 

t h e  condition is  dubious, because it becomes a f a c i l e  excuse f o r  the  

continued prescriptions of morphine) and her awkward f ingers  cannot 

respond t o  hep inward dream of vir tuosi ty .  She plays %ith a f o r g e b  

ful, s t i f f - f i n  d red groping, as i f  an awkward schoolgirl were practis-  

h g  t h e  piece f o r  the f i r s t  t h e n  ( ~ c t  IV, p. 170). O'Neill's 

hands were important t o  his genius, too, f o r  he had àiscovered ear ly  

i n  his career t h a t  the only method of composition tha t  worked f o r  

him was writing out h i s  plays i n  longhand. Perhaps the  t rag ic  dis- 

par i ty  between Mary's fantasy of her  triumphant performance a t  t h e  

piano and the  r e a l i t y  of her awkward playing was one which OtNelll 

feared i n  h i s  own l i f e :  the  crippled, impotent f ingerst  must have 

been an evoccltive symbol f o r  t h e  playwright, fo r ,  while he wrote Long 

Da.vts Journes, h i s  own hands were a f f l i c t ed  with t h e  increasingly 

severe tremours t h a t  made it d i f f i c u l t  even t o  control a pencil, I n  

any case, t he  play reserves the  tragedy f o r  Mary. Edmund is aïlowed 

r e a l  poetic t a l e n t  while h i s  mother must su f fe r  t h e  emptiness of 

her  drsams. 

Tgrone i s  eager f o r  Mary's recovery, but i s  incapable 

of responàing to his wife and evidence of her a f f l i c t ion  with straight- 

forward, uninhibiteci sympathy. He approaches the  subject of her 



addiction with extreme hesitation, always sidestepping it as i f  it 

were some exotic virus,  the  cause of which is  incomprehensible to t he  

layman. He i s  s imilar ly unable t o  respond f ree ly  and appropriately 

t o  his sons and t h e i r  needs. He i s  aware of h i s  f s i l u r e s  to pm- 

vide f o r  h i s  f andly's needs e i the r  emotionally o r  materially; he i s  

stung and defenceless i n  the  face of Mary's repeated accusations of 

his inadequacy; he can appreciate the ludicrousness of his choice of 

sanitorium f o r  Echnund, ye t  he i s  helpless t o  a l t e r  h i s  position. 
t 

Why i s  a man of such impressive strength and res i l ience  unatiLe t o  

honestly confron and comnand his l i f e ?  /" 
/ 
Again the  answer l i e s  i n  the  shape of radical experiences 

of ear ly l i f e ,  Like Mary, Tyrone i s  under the  demonstrable influence 

of a ghost of cNdhood i n  s i tuat ions of acute s t ress ,  Permanently 

fixed and powerfully operative i n  his consciousness are  the sensations 

and experiences of a ten year old boy deserted by his fa ther  and 

evicted from the  security of his home, He was forced, i n  the  in te res t s  

(I 
of survival, t o  become h i s  mother's mate and h i s  siblings' fa ther  

1 overnight . 
WTuice we were evîcted fmm the  miserable hovel we caï led home, wlth 
my motherts few stiicks of furni ture thrown out i n  the  s t r ee t ,  and my 
mother and s i s t e r s  crying. 1 cried, too, though 1 tried harà not to,  
because 1 was the man of the  f d l y .  A t  t en  years oldt There was no 
more school f o r  me, 1 worked twelve hours a day i n  a machine shop . . . . n 
(Act IV, p, 148) 

Tyrone has maintained t h i s  or iginal  cornitment, dong  with i t s  

accompanying values of ambition, t h r i f t ,  energy, throughout h i s  l i f e .  

The fear fu l  vulnerabi l i ty  of the dispossessed boy i s  a persistent,  

nagging th rea t  t o  the  peace of the  grown up Tyrone and he compensates, 
w 

as  the s m d l  boy compensated, by f innly  d ign ing  himself with 



e s t a a i s h e d  principles of order and belief (God, I r i s h  Catholicism, 

optimism) i n  an ef for t  t o  achisve control over a hos t i le  ermironment, 

and approval from a w r l d  t h a t  seemed indifferent  t o  h i s  needs. The 

agents of dispossession were potenuy act ive i n  the  ten year old's 

world, and are s t i l l  a t  work i n  the  world of the  aged actor, Mary's 

relapse, her withdrawal from affectionate companionship in to  bitterness 

and accusing hos t i l i ty ,  i s  a walning signal to Tyrone, portending a 

repeat of t h a t  early scene of deprivation, Wen the  sounds of 

EQnundts and Jemie's t d k  and laughter offstage i n  the  first a c t  arouse 

inoràinate susp ion and resentment, only scanti ly clothed i n  good Y 
humour. 

nItls a secret  confab they don't want me t o  hem, 1 suppose, I'll 
bet they're cooking up some new scheme t o  touch the  Old Man." 
(Act 1, p. 15) 

Tyrone's relationship to  hi^ sons is largely  founded on these archaio 

feel ings of d i s t rus t  and suspicion, created by childhood experiences 

of privation. An unreliable father,  a mother whose chief concem was 

getting food on the table, offered l i t t l e  emotional sustenance to a 

boy hungry fo r  attention and security. M c t i o n ,  exile from the  safety 

of home, was a mal and constant th rea t  i n  young Tyrone's l i f e ,  and 

pe r s i s t s  as  a still  powerful f e a r  i n  old age, His l i f e ,  even a t  

sixty-five and i n  prosperity, is  peopled by r iva l s  f o r  the l i t t l e  

securi ty there i s  available, those subversive agents who seek to 

separate him f r o m  his guarded treasures. Mary, &und and Jamie dl 

accuse Tyrone of having jedously  interntpted the  n a t u r d  formation 
i 

of bonds between the  mother and her  young children i n  order to reserve 

Marg wholly f o r  b s e l f .  Even i n  l i g h t  of the vindictive tone of some 

of these indictments, there i s  an element of c redib i l i ty  i n  than, and 



a suggestion t h a t  the  admiration and dwotion of Tyronets young wife 

were too precious and too necessary to hasard sharing them u i th  a n p n e  

The expressions of insecuri ty  and suspicion i n  O'Neill's 

own l i f e  r e f l e c t  some of Qrone t s  feelings, When his second marriage 

fa l te red ,  O'Neill was i r ra t iona l ly ,  vindict ively suspicious of Agnes' 

attempts to achieve f o r  herself and t h e i r  children a f a i r  f inancial  

settlement. Schetnes t o  "buch t h e  Old Mann were something O'Neill 

feared as much as Tyrone did, And throughout his relationship with 

Agnes, O'Neill been extravagantly j edous  of Agnest a t t a c h e n t  to 

her  family, t o  f ind  room i n  t h e  marriage f o r  i t s  progeny, 

Shane and Oona. Indeed, the  po r t r a i t  of Tpone seems, i n  some aspects, 

t o  be more of a se l f -por t ra i t  than a characterization of James O'Neill, 

f o r  there i s  no reaï evidence to support t h e  descriptions of Tyrone's 

stingy, ungenerous a t t i t ude  towards h i s  sons, Rather, the e lder  O'Neill 

appears ta have t reated Jamie and Ehgene f a i r l y ,  men magnanimously, 

i n  money matters. And t h e  image of James dragging Mary away from her 

young sons i s  a product of the  myth of Jamest se l f i sh  possessiveness-- 

a myth p o s s i b l y i n i t i a t e d  ùy ELla to ease her gu i l t  over the death of 

&und, and cer ta in ly  perpetrated by Ehgene, Whatever degree of t ru th  

t h e  myth held i n  re la t ion  t o  James O'Neill, it was equally relevant 

t o  aigene's own behaviour as a parent. 

-nets image of h i s  mother endures i n  h i s  mind: "A 

f ine ,  brave, sweet woman. There never was a braver o r  f ine rOw And 

this enduring p o r t r a i t  may o f fe r  s m e  ind i rec t  c lue t o  Tyronets re- 

1 .ctance to r e fe r  openly and spec i f ica l ly  t o  Mary's addiction, o r  eGen 

t o  dmg addiction i n  anyone else. (In Act IV, p. 135, m o n e  includes 
t 
i 



Rossett i  i n  an angry at tack on the  authors i n  Edmundls l ibrarg.  A 
C 

"dope fiend," he c a l l s  hin,  and even t h i s  d i s t a n t  a l lus ion amuses 

inmediate g u l l t  i n  h i s  nind, f o r  he has, by some i n t e r i o r ,  pr ivate  

logic ,  linked Mary t o  a world of "norbidness and f i l t h o n )  Mien 

Tyrone married, he married a young g i r l  innocently coquettish and 

blushingly pure. Drug addiction i s  a nasty, in to le rab le  smear on 
" 

t he  image of woman i n  Tyronels life--an i n s u l t  t o  the  giddy admiring 

schoolgir l  who became Tyrone's wife, and t o  her  wredecessor, t he  strong, 

sweet woman who became the  l i t t l e  boy's mate when f a the r  l e f t .  Finally,  

t he  res is tance of hese fantasized images of feminine partners t o  t he  /" 
/ 

contamination of  r e a l i t y  deprive Mary of her husband's understanding 1 il 

and support as she wages her  lonely bat t le .  I n  Tyrone's eyes, open i 
and honest reference t o  h i s  wi fe t s  addiction seems t o  implicate her  

C 

i n  t he  exposure of something fou1 and impuke, an i l l i c i t  sexual advance, 
i! 

and incurs  the  r i s k  of arousing her  disapproval, and suffering t h e  i i 

l o s s  of he r  devotion. OINeillls own public a t t i t ude  towards h i s  mother 

was not d i s s i n i l a r  t o  Tyronels towards Mary. Agnes Boulton remenbers 

t h a t  before she met her  rnother-in-law, O'Neill offered her  charming 1 

descriptions of Ella,  characterizing her  as kind, gentle,  del icate ,  

devoted ta her faraily, and obviously avoiding the  deeper feel ings  he 

harboured towards the  remote, neurotic nother who inspired feminine 

f igures  i n  h i s  l a t e r  plays. 

The young Tymne's choice of t h e  stage as a vocation 

i s  enblematic of t he  boy's ungrat i f ied hunger f o r  a t ten t ion  and 

affinnation. I n  +cal l i f e w  the boy achieved sa t i s fy ing  feel ings  of 

omnipotence and authori ty  over an untrustworthy world by sssuming a '  

pariental m l e  and probably was praised f o r  h i s  precocious effor ts .  



The talented young actor,  holding cen t re  s tage as  h i s  own una l i enaue  

property was l i v i n g  the  boy's dream of omnipotence and specid privi-  

lege. The sensations nurtured by the  applause of an approving audience 

a re  s in- i lar  i n  kind t o  the  n a r c i s s i s t i c  advantages EIary achieves 

through perpetrating her fantasy of t h e  ch i ld  protege winning d i s t i nc t ion  

as  a concert pianis t .  Tgrone's ve r i f i ed  record of Edwin Emoth's 

p ra i se  of h i s  t a l e n t  i s  carefu l ly  preserved a s  a mernento of potent ia î  

genius, and i s  sure ly  tucked away i n  the  same a t t i c  trunk t h a t  s to re s  

Man's wedding dress. Eoth the  dress  and the s l i p  of paper a re  s i g n d s  

of super ior i ty  a d speciel  r lghts ;  both a r e  external  mirrors t h a t  P 
r e f l e c t  i n t e r i o r  feel ings  of grandness and power. Tyrone's persuasive 

confession and jus t i f ica t ion  of his l i f e ' s  secre t s  i n  Act Four i s  a 

subt le  encore, ca l l ing  f o r  an echo of t he  old applause. Edmund re- 

sponds with grudging but sa t i s fec tory  admiration, leaving Tymnets 

guardad f antasy of unrealized genius in tac t .  ' 
Jamie and Edmund, too, bave t h e i r  own ega-ideels of 

speclal  d i s t inc t ion ;  each perceives i n  himself t he  germ of great  l i t e r a r y  

genius. Jamie's alcoholism has arres ted h i s  career  a t  t h e  l eve l  of 

publications i n  t he  school newspaper and conveniently relieved him of 

t h e  responsibi l i ty  of t es t ing  and rea l iz ing  his self-.image. I n  f a c t ,  

I 

i 
a l 1  four  Tyrones have suff ered severe in te r rup t ions  in t h e  development 

of t h e i r  special  t a l en t s ,  and those in te r rup t ions  have shielded the  

1 Edmund himself, i n  s p i t e  of the  h o s t i l i t y  he frequently expresses 
towaràs h i s  fa ther ,  may win some measure of s ~ t i s f a c t i o n  from fee l ing  h i s  
f ather'  s pro jected image of d i s t inc t ion  af finned. The re la t ionship be- 
tween Sara and Con i n  A Touch of the  Poet i s  i n  p a r t  an exploration of 
t h e  degree of t he  ch i ldes  par t ic ipat ion i n  t he  parent's fantasy mrJd of 
genius o r  heroism. And, i n  Nore S t a t e l s  Mansions, Simon f inds  g r a t i f i -  
cat ion i n  the  notion t h a t  h i s  mother i s  somehow di f fe ren t ,  uncomnon, 
possessor of a poet's soùl. With the  parent's s p e c i d  posit ion l e g i t i -  
mieed, t he  chi ld  shares i n  i t s  benefits. 



* 

i n t e r i o r  vis ions  of genius and omnipotence from t h e  c r i t i c a l  eyes of . 

a world so of ten unwilling t o  aff inn the  grand v i r tues  of  a sel f -port ra i t .  

The starved bud of genius, unopened tnt poten t ia l ly  b r i l l i a n t ,  i s  a 

resonant theme i n  these l e s t  O'Neill plays, a theme which receives 

i t s  fuilest treatment i n  A Touch of t he  Poet and i t s  sequel, More S ta t e lx  

Mansions. 

Years of diss ipat ion and self-destructive cynicism have 

wasted Jade's l i f e .  A profound and mdignant d i s t r u s t  of the  world 

and of himself has long since sapped him of t h e  energy needed t o  con- 

f ron t  the  pressing, discordant f a c t s  of h i s  l i f e  and the  l i v e s  of those 

around him. I&$ ?notherls addiction and relapse a r e  deeply disturbing 

t o  him, y e t  he i s  incapable of the  Mnd of unguarded, int imately  

affect ionate  response t o  Mary t h a t  would be supportive and encouraging 

i n  her  struggle. His love f o r  h i s  brother i s  r e d ,  but Mmund's 111- 

ness provokes an ambivalent, uncertain react ion from Jmie .  There 

i s  a marked dupl ic i ty  of feel ing i n  h i s  a t t i t u d e  towards h i s  brother 

and appropriate concern f o r  Edmund's health i s  darkly shadowed by 

h o s t i l i t y  and i r r a t i o n a l  gu i l t ,  The sum of these feel ings  i s  an in- 

a b i l i t y  t o  communicate any r ea l  feel ing t o  Edmund i n  h i s  time of 

need; Eroadway slang, clumsy optirni s m  and p m e l  cynicism a r e  h i s  only 

routes t o  a subject  t ha t  demands fr iendship and serisitivity. J a d e  

i s  locked i n  a r i g id  posture of careless  indifference hiding desperate 

feel ings  of g u i l t  and h o s t i l i t y  t h a t  originated i n  experiences f a r  
,i 

removed f ron  the  immediate r e a l i t y  of the  play, The c r i s e s  of t h i s  
a 

present day awaken pas t  s i tua t ions  of con f l i c t  which Jamie conpuï- I 

s ive ly  re l ives ,  unable t o  break auay f r o m  exaggerated, self-destructive 

pat terns  of  perception and behaviour tha tmake  impossible a free and 



honest cornmitment t o  t h e  people around him. 

Jamie's world view has never developed beyond t h a t  of 

the  abandoned, hungry, injured chi ld;  it has never incorporated 

a t t i t udes  outside t h i s  narrow range of feeling.  His continue adher- 

ence to t h i s  perspective i s  rnanifest i n  a l1  t h e  re la t ions  of h i s  adul t  

l i f e .  A s  a ch i ld  he suffered an ear ly  exile from his motherws care 

when Mary returned t o  Tyrone, and the  shor t  t h e  he did spend with 

h i s  mother was played against  an impermanent, constantly changing 

backdrop of one-night stands on thea t r i ca l  tours. The a r r iva l  of 

brother Ehgene, l a t e r  of brother Edmund, made cornpetition keen 

f o r  t he  l i t t l e  a t tent ion t h a t  was avai lable  fmm iamother- 

who preferred t o  be a ch i ld  and the scant  secur i ty  offered by the  l i f e  

of the  in t ineran t  family. Rivalry with i n fan t  higene, and the babyts 

subsequent death, l e f t  a s ca r  of g u i l t  on Jamie's mind t h a t  f e s t e r s  ' 

under h i s  self-castigation and h i s  fee l ings  of h i 3  own worthlessness. 

The boy Jamie t r i e d  f o r  a time i n  childhood t o  win back the  approval 

and protection of h i s  parents which t h a t  fantasy of h i s  crime and 

g u i l t  t o ld  Nm he had l o s t  through h i s  own misdeeds. He worked 

hard a t  boarding school and was well-liked by Ns teachers, but h i s  

ex i le  was not teminateri,  and h i s  hunger f o r  re-instatement and re- 

cognition became al1 t h e  more in tense  and enduring f o r  i t s  lack  of 

fuifilment. And h i s  mother's i n s i s t e n t  recol lect ions  of t h e  l o s s  of 

h e r  second son could onïy aggravate and re-inforoe t h e  gui l t  Jamie 

f e l t  over h i s  in fan t  bmther'  s death. 

Even a t  thirty-three,  Jamie s t i l l  perceives t h e  males 

; i n  h i s  environment as r i va l s  f o r  maternal love, as the mal1 boy's * 



jealous f a the r  and s ick ly  in fan t  brothers were r iva l s .  It i s  with 

r e a l  and reawakened hatred t h a t  Jamie s p i t s  out Vama's baby, Papa's 

pet!(( a t  Edmund, whose i l l n e s s  i s  a primary ca t a ïy s t  i n  redrawing 

the p ic ture  of t h e  unhealthy, helpless baby doted on by mother, t o  

t h e  disadvantage of t he  boy Jamie. H i s  v ic ious accusations of h i s  

fa ther ' s  s t inginess  are  obsessive and endless (What a bastard to have 
6 

f o r  a f a the r tw) ,  conprising nearly t h e  whole of communication between 

himself and Tyrone, even i n  t he . f ace  of t h e  much more pressing c i r -  * 

cumstances of t he  present, Mary's re lapse  and Edmundls tuberoulosis. 

The antagonism be ween Jamie and -ne, t he  perpetuaï b a t t l e  of wits, , /t 
i s  based on an old r i va î ry  now stimulated on each s ide  by Mary's 

withdrawal fm family l i f e  and t h e  f a c t  of Edmund's i l lness .  

Jamie wears f a i l u r e  l i k e  a badge of d i s t inc t ion ,  

os tentat iously exhibit ing his incompetence. The display of helpless- 

ness and d iss ipa t ion  i s  calculated to evoke recognition-oconcern o r  

condemnation--fmm those around him. Liquor loosens h i s  tongue and 

gives it l i cense  t o  express deep-rooted h o s t i l i t i e s  and aggressiveness. 

These c rue l  a t tacks  i n  e f f ec t  betray t h e i r  perpetrator,  f o r  Jamie 

su f f e r s  hor r ib le  remorse, replaying t h e  ea r ly  chapter i n  his l i f e  

when t h e  r i va l ry  of fa ther  and baby brother inspired unacceptable 

thoughts of hatred and aggression, which seemed to him t o  culminate 

i n  t h e  baby's death and his mathergs g r i e f  and withdrawal. The 

h o s t i l i t y  Jamie f e e l s  towards Mary i s  t h a t  of a rejected,  abandoned 

ch i ld  towards an unresponsive mother who 5s s teadfas t ly  and frustrat-  

ing ly  ind i f fe ren t  t o  h i s  display of helplessness. When evidence of 

Hary's re lapse has accumulated, Jamie pays a v i s i t  t o  Mamie Burns' 
i 



at ions  lend he r  subt le  kinship t o  aspiring p i an i s t  ~ a r g )  t o  take a 

ro l e  i n  h i s  re-enactment of archaic confl ic ts .  Fa t  Violet 's obesity, 

and the  absence of r i va l s  f o r  her  a t tent ion,  o f f e r  pounds of yielding, 

sympathetic maternai f lesh,  and opportunity f o r  t he  fuif i lment  of 

previously denied i n f a n t i l e  e ro t i c  needsbl Aar profession o f f e r s  s 

f i n e  and s t inging vengeance on Mary's indffference t a  his demands. 

Unfortunately, Fat  Violet  cannot conform wholly t o  Jamie's s c r ip t ,  

f o r  she has needs of her own. Sexuaï in tercourse  destroys Jamie's 

fantasy of the  sympathetic mother comforting t h e  aggrieved child,  

and he accepts the  whore's inv i ta t ion  with cynical, superior in- 

difference. 
i 

Edmund and Jamie share t he  same parents, and Edmund's 

ea r ly  h i s torg  i s  not d i ss imi la r  t o  Jamie's. O'Neill has loaned h i s  

Christ ian name t o  t h e  dead brother Eugene and t h i s  affords O'Neill- 

Edmund a kind of par t ic ipat ion i n  the  recreated scenes of childhood 

which involve the  infant.  Eugene was abandoned as  Jamie was abandoned, 

deserted i n  h i s  i l lness as Edmund, t he  intended agent of O'Neill's 

consciousness i n  the  play, i s  now s ick  and denied maternai care. These 

impl ic i t  analogues are persuasive, engendering the  complexities of 

sensations and rela t ionships  associateci with t h e  or ig ina l  incidents. 

Memories of baty Eugene's helplessness i n sp i r e  i n  Mary t he  very 

feel ings  of anxiety and remorse over u n h i l f i l l e d  maternal responsib- 

i l i t i e s  t h a t  Edmund, with h i s  present in f inn i ty ,  seeks but f a i l s  t o  

1 I n  A Moon f o r  t he  Misbepotten, J i m  Tyrone re-enacts t h i s  same 
scene, f i n a l l y  achieving the  g ra t i f i ca t ion  he seeks i n  
He successfully ca s t s  Sosie Hogan i n  the  r o l e  he wants 
assume, The two women, whore and f ~ n n g i r l ,  share a t  l e a s t  one iden t i f i -  
able a t t r i b u t e  which makes each of them su i t ab l e  mother candidates: 
ne i ther  of them a r e  i n  demand sexually, L e .  t he re  a r e  no male r i v a l s  on 
the  scene i n  the  f o m  of f a the r  o r  brother representatives t o  i n t e r f e r e  



e l i c i t  frm her. O ' N e i l l  has invoked the  ghost of the  d e a d i n f a n t  

who bears h i s  name, and shares h i s  own and Edmund's ea r ly  experiences 

of maternai indifference and male r i ve l ry  and insecurity. Eaby 

Ehgene's f a t e  seems to be both a ca t a ly s t  t o  renewaï of archaic 

conf l ic t s  involving the  whole family, and a sensat ional ly  dramatia 

statement of the  seriousness of &und's present condition. Indeed, 

O'Neill had a penchant f o r  dramatic statements of his needs. I n  

the sho r t  l e t t e r  t o  Carlotta quoted i n  Chapter One, he appeds  f o r  

her  immeùiate re turn and threatens her  with hor r ib le  remorse i f  she 

does not and respond t o  his needs. nI am s ick and 1 wiU 

sure ly  d i e  without y o ~ , ~  he wrote. 

Edmund i s  as anxious as  the  r e s t  of t h e  family f o r  

Mary's recovery, ye t  he can o f f e r  her no e f fec t ive  encouragement i n  

her  contest  with morphine and powerful fantasies .  His f ixed and un- 

bending posture of helplessness throughout t he  play i s  h i s  legacy 

from the  re jc ted ch i ld  who i s  both the deceased Ehgene and the  in fan t  

Edmund deserted by an unhealthy mother and l e f t  t o  t he  care  of a hired 

nurse. The legacy demands the  single-targeted but inef fec tua l  

pressure t h a t  Edmund constantly exer ts  on h i s  mother. The compulsive 

nature of his re la t ionship t o  Mary disallows the  Mnd of intimacy 

which would be sens i t ive  t o  t h e  causes of he r  misery and would perhaps 

be ul t imately  ameliorative. 

Like h i s  fa ther ,  Edmund i s  re luc tan t  t o  confront t h e  

f a c t  of Mary's addiction, md he i s  stubbornly def ian t  i n  the  face  of  

with Jamie-Jim's e ro t i c  nilfilment. Indeed, Joaie's fa ther ,  who ha; 
paternal signigicance f o r  Jim, even works t o  promote the  re la t ionship 
between h i s  f r iend and h i s  daughter. 



evidence of her  relapse. H i s  present deflance is  c l ea r ly  a r epe t i t i on  

of his childhood reaction t o  pos i t ive  infolmation concerning h i s  

mother's a f f l i c t ion .  He r e c e l l s  t h a t  scene f o r  Mary: 

"Papa and Jamie decided they couldnt t  hide it from me any more. Jarnie 
to ld  me. 1 ca l led  him a l i a r l  1 t r i e d  t o  punch him i n  t h e  nose." 
( ~ c t  III, p. 116) 

!i'his v io len t  re ject ion of  unwelcome r e a l i t y  protected the boy from 

fears of insecuri ty ,  from the  t h r e a t  of absolute l o s s  of control  over 

h i s  mother and the  recognition and acceptance she couid give him. 

Acknowledgement of t h i s  t ru th ,  which h i s  own perceptions must have 

vaïidated,  wouïd have contradicted the  boy's grat i fying fantasy of 

i n f a n t i l e  omnipo ence, and would have introduced a dangerous and t 
h o s t i l e  element i n t o  h i s  notion of his rela t ionship to h i s  mother. 

But  Edmund's d e n i d  of his mother's condition--a condition which i s  

painful ly  v i s i b l e  t o  the o ther  members of t h e  family--is perhaps 

not f u l l y  j u s t i f i ed  by the  information supplied i n  the play. An 

unwilîingness t o  face t h e  f irst  evidence of her  relapse i s  understand- 

able, but h i s  determined refusal  t o  confront t h e  mounting evidence 

of her surrender t o  morphine becomes dmos t  a curieus eccentricity.  

The orily conclusion the  reader can draw i s  t h a t  &und sees in 

Mary's addiction more t o  be feared than O'Neill will a l l o w t o  be 

f u î l y  expresseci. ûnly when Simon Harford i n  More S ta t e ly  Mansions 

i s  faced with bis mother's desperate r e t r e a t  i n t o  a nightmarish, 

fa i ry- ta le  world of t e r r i b l e  and powerful sexual i ty  a r e  some of the 

implications f o r  Edmund of Mary's addiction revealed. Them is a 

s u r f e i t  of intense emotion generated by Edmundts confrontation with 

h i s  motherts relapse t h a t  i s  not f u l l y  accountable i n  t he  sketchily- 

drawn character of Edmund. I n  any case, t h e  adult Eümund's pe r s i s t en t  



appeals f o r  Mary's sympathy and h i s  re fusa i  t o  acknowledge the  f a c t  

of her  re lapse a r e  delivered i n  t h e  voice of t h e  boy t rying to main- 

t a i n  bel ief  i n  h i s  authori ty  over sources of sustenance. I n  Scene ii 

of Act II, when Mary's relapse i s undeniably reaï, when her  minàless 

chat t iness  and extravagant i r r a t i o n a l i t y  a r e  pos i t ive  witnesses to 

t he  morphine's control ,  Edmund s teadfas t ly  refuses to recogniee her  

t r u e  condition: "She can still stop. 1'11 t a l k  t o  hern (Act II, p. 78). 

He continues t o  hold an un jus t i f i ab l e  bel ief  i n  h i s  own power to win 

her  back, t o  make he r  Mother arain. The bel ief  i s  unjus t i f iab le  

because h i s  only mode of approach is  t h a t  of t h e  neglected chi ld ,  1 
reproachful and demanding, and Mary can only respond with defiance 

t o  such an attack. The context of t h e  play gives Edmund's needs , 

a privileged aura of undeniable merit. &und e f f e c t s  a l eg i t imate  

regression t o  child-l ike helplessness--1egitimate because the terms 

of t he  drama o f f e r  him the  undienable  r i g h t s  of t he  infirm. No 

such objective,  fac tua l  support i s  given t o  Mary's attempts t o  re turn 

t o  a more sa t i s fy ing  period of l i f e  through her  channing, schoolgirl  

behaviour and projection of youthful innocence. Neither can 

Jaraie's lovable,  alcoholic incompetence and helplessness win f o r  him 

t h e  r e a ï  claims on t h e  world's a t t en t ion  and concern Edrnund has. Bu t  

these regressive tendencies i n  a l1  th ree  characters flow together 

a t  one 1-01 where they join t h e  thematic eurrent  of f an t a s t i c  genius 

i n  t h e  play. The dream of l i t e r a r y  excellence t h a t  &und sus ta ins  

within gains f o r  him t h e  same n a r c i s s i s t i c  advantages t h a t  Mary * 

I 

achieves through he r  fantasized triumph on t h e  concert stage--advant- 1 

ages whîch we have seen to be regressive, and sexually significant:  



Edinund -hears the  srne appmving applause, s ignaï l ing acceptance and 

power, t ha t  echoes i n  t h e  pr ivate  ears  of Mary and &ne. And 

Edmund's dis t inct ion,  l i k e  the  t a l en t s  of h i s  parents and brother, 

i s  carefuï ly  preserved, l i k e  a de l ica te  hothouse bud, from cold r ea l i ty ,  

proteetecl from a world t h a t  does not guarantee recognition of the  

unique Value of his g i f t s  o r  the  propriety of h i s  needs. Tuberculosis, 

l i k e  a r t h r i t i s ,  alcoholism, f e a r  of poverty, has interrupted a career 

t h a t  has so f a r  been remarkaue f o r  i t s  potent iaï  ra ther  than f o r  its 

achievements. O'Neill himself adds bricks t o  the  defenses constructed 

around Edimuid's antasy of poetic genius, ensuring t h s t  it remains /I 
grat i fying fankasy, pmtected from c r i t i c a l  eyes, by lenàing safe- 

guards t o  Edmund's lengthy indulgence i n  poetic language i n  Act IV. 

The scene direct ions controil ing the  tone of the speech a re  full of 

escape routes: 

Mien he speaks it i s  as i f  he were del iberately giving way t.0 drunken- 
ness and seeking to hide behind a maudlin manner. . . . He laughs with 
maudlin appreciation. . . . Then with alcoholic talkativeness. 
(Act IV, P. 152-3) 

Neither Edmund nor O'Neill w i l 1  accept responsibi l i ty  f o r  the emotionai 

words of a àrunken consumptive, but even Tyrone's qual i f ied praise  i s  

p l  ainly welcome. 

With the  exception of A Moon f o r  the  l!Lsbenotten, these 

l a s t  plays t r e a t  d i r ec t ly  with characters burdened by ego-ideals of 

a r t i s t i c  achievement and fan tas ies  of thwarted, unrealieed genius. 

In h i s  own career, O'Neill expressed considerable confidence during 

and a f t e r  t he  composition of .each play--a confidence i n  his own a M l i t y  

which seens àivergent t o  the  reluctance these muid-be artists f e e l  
w 

i n  t h e  t e s t ing  of t h e i r  genius. E?ut O'Neill's preoccupation with this 



. 
recurrent fantasy of wasted ta lents  strongly suggests t h a t  i n  the  

l a t e  1930's and ear ly  fo r t i e s ,  t he  period during which these plays 

were written, he was experiencing inward doubts as to h i s  r e d  creat ive 

accomplishents, and tha t  he may have f e l t  some portion of h i s  genius 

to be s t i l l  untapped, unwvealed, possibly through his own unwilling- 

ness to confront and t e s t  it. The existence of these feelings umld 

help t o  account f o r  the  long hours and grea t  energy he dwoted t o  

his work when 3.11-health made writing so difficult. 

A s  a presence i n  the  play, Edmunà, with h i s  s ickly 

pa l lo r  and persis tent  cough, i s  powerful and catalyt ic;  as a character 

he i s  somehow At much more than a cough and a sa l lov  complexion. 

The probing, expioratory honesty with which OeNeill t r e a t s  the  other 

characters and which makes them v i t a l  and rea l ,  has not b e n  applied 

with such rigour t o  -dmund. He appears to be so much a victim of the  

ferment of h o s t i l i t i e s  within the  family, weak and helpless as he now 

is, t h a t  he i s  rendered almost wholly passive, except f o r  h i s  con- 

frontat ion with his fa ther  i n  the  l a s t  a c t  as  he becomes more and more 

drunk. Ris essent ial  passivity seems to obscure the  operative deter- 

l minants of his behaviour a t  this time of c r i s i s ,  and Lonp h y ' s  
$ 

Journey of fers  l e s s  direct ,  concrete information about O'Neillts 

understanding of his own personality than it does about h i s  consciousness 

of the  other personalit ies i n  his family. This may sean t o  l i m i t  the  

autobiographicéù commitment of the  play, but 1 think, rather,  t h a t  

O'Neill's ident if icat ion with the  themes of the drama i s  t î i f f i se  and 

not  measurable solely i n  tems of h i s  apparent surrogate. Janie 

O'Neill played a major r o l e  i n  O'Neill's l i f e ,  offering a mode1 f o r  

behaviour. The adolescent Eugene's l i fe-s tyle  was so s t r ik ingly  

ii 



imi ta t ive  of his o lder  brother t h a t  we can conclude t h a t  parts of 

Jamie became irrevocatiiy par t s  of O I N e i ï l ,  With this i n  mind, the  

p o r t r a i t  of Jamie Tyrone takes on f a r  g rea te r  significance in tenus 

of t h e  author's self-examination. 1 have noted areas i n  which the  

presentation of the  playwrightls parents i s  a s  much a projection of 

his own consciousness as  character izat ion of James and E l l a  O I N e i l l ,  

And the tones and shades of t h e  family p o r t r a i t  i n  L o n ~  Dagls Journey 

a re  revelatory of t h e  mode of perception with which O'Neill saw h i s  

f d y .  OINeill ls  presentation of Edmundls posture of passive help- 

lessness ,  howwer much it makes +distinct the  ou t l ine  o f  his person- 

a l i t y ,  i t s e l f  & e d s  t h e  nature of his e x p a t a t i o n s  of t h e  o ther  

members of t he  family, 1 have noted above t h a t  O'Neill's choice of 

t h i s  juncture of experience f o r  t h e  temporal s e t t i ng  of t h e  play affords  

h i s  own agent actvantages which the  other  characters  lack. Edmund 

has r e d i s t i c ,  not unreasona6î.e needs k*ich a re  l og ica l ly  determined 

by his present condition, and which a r e  not  f u l f i l l e d  by t he  o ther  

family members. Their behaviour under these  circuriistances has power- 

fui  significance f o r  Edmund, and f o r  O ' N e i l l ,  because t h e  s i tua t ion  

represents a re-enactment of an unresolved s t ruggle  f o r  survival 

first played i n  h i s  e a r l i e s t  years, OtNeill*s own infantile s ick l iness  

and acute needs, and h i s  f a t h e r l s  unwillingness to give and share, 

and h i s  brotherls h o s t r l i t y  are the  concomitant thenes of h i s  retro- 

spective view of t he  first chapter of his experience. Until  these 

s t i l l  unquiet themes a re  confronted, reconciled, and put to rest 

they will continue t o  dominate t h e  l a t e r  chapters of h i s  l i f e  and 

work, and prevent h i s  escape fmm the  chaos and pain they i n f l i c t  

upon him. 



I n  Mary the  a f f l i c t i o n  t h a t  i n f e c t s  t h e  whole family . 

i s  most ea s i ly  diagnosed. Morphine i s  l i k e  a t;lack ink dropped i n t o  

c l e a r  water, slowly overwhleming and impairing t h e  c l a r i t y  and i n t e g r i t y  

of t h e  l iquid-- i ts  course p la in ly  traceable. 'efore the  drug has wholly 

coloured and darkened Hary's consciousness, she i s  cognisant of a 

dupl ic i ty  of s e l f ,  of opposing elements within h e r  o m  mind, and 

poignantly avare of t h e  ui t imate  outcome of t h e  confl ic t .  

"None of us  can help the  things l f f e  has done to us. They're done 
before you r ea l i ze  it, and once they're done they make you do other 
things u n t r l  a t  l a s t  everything comes between you and what you'd l i k e  
t o  be, and youtve l o s t  your t r u e  s e l f  forever," ( ~ c t  II, p. 61) 

V h e  se l fM i s  th{relatine, out-going p a r t  of her  personali ty which 

wouid f r e e l y  connect i t s e l f  with both t h e  problexç and r iches  of 

present r e a l i t y  and would r e j e c t  t h e  res t r ic t io r .  and control  of the  

past. A t  t h e  end of Act II, when Mary has succeeded i n  ridding her- 

s e l f  of her  famlly'a d i s t u ~ b i ~ g  presence, she e ~ e r i e n c e s  conflict ing 

fee l ings  : 

t'St's so lone ly  here," 
Then her  face hardens i n t o  b i t t e r  self-contempt. 
nYou're lying t o  yourself again, You wanted t o  g o t  r i d  of them, Their 
contempt and disgust  aren't plea.sant Company, Youtre glad theytre  
gone, 
She gives a l i t t l e  despairing laugh. 
"Then Nother of God, why do 1 f e e l  so lonely?" ( k t  II, p. 95) 

Two voices speak within Mary: one emanating from al1 t he  pressures of 

archaic experiences t h a t  seek t o  recrea te  grat i fying,  f an t a s t i c  scenes 

of the  pas t  and t o  eliminate a l1  the prohibi t ive  elements from Mary's 

envirorment; t he  o ther  manating from the  p a r t  of Xary t h a t  suf fe rs  

the  excruciating lonel iness  and i so l a t ion  of t h i ç  fantasy world and, 

i f  i n  control ,  would r e j e c t  i t s  fantasized images f o r  a l l i ance  with , 

t h e  r e a l  people amund her, 
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What t h i s  in terna i  divis ion of personality f i n a l l y  means 
I 

i s  a l o s s  of autonomy, ahnegation of t h e  r i g h t s  of free,  uninhibited 

intercourse with the  r ea ï  world. Part  of Tyrone recognizes the 

absurdity of his choice of sanitorium f o r  Edmund, and how his t h r i f t i -  

ness i s  wholly inappropriate to the  present financiaï s i tuat ion of / 

t he  faxnïly. But his obsessive f ea r  of the  poorhouse, a lesson learned 

from long passed, r.ow i r r e l w a n t  experience, deprives him of the  energy 

and capacity to behave i n  a manner l e s s  injurious t o  family relations. 

He Say, . . . once youlve learned a lesson, i t ls  hard to unlearn 

it, You have to ok f o r  bargainsen ( ~ c t  I V ,  p. 148) Tgrone9s early 7 
cornnitment to a belief i n  the  untrustworthiness of the  world, rein- 

forced by the  scene of eviction and his motherls furni ture on the  s t r ee t ,  

cas ts  the  characters of h i s  l a t e r  l i f e  i n  t h e  ro les  played by the  

chief f igures of h i s  childhood. T h i s  repet i t ive  s c r i p t  erects  an in- 

superable bar r ie r  between him and his family, impelling him t o  adopt 

an un-giving posture which f rus t ra tes  them and angers than, and denies 

him t h e i r  love. Tymne i s  afraid to o f f e r  himself (or  h i s  money) t o  
J 

those closest  t o  him; he cannot trust them not t o  r e j ec t  o r  betray 

him as  he was once before rejected and betrayeà. 

Jamie1s confession i n  Act ï V  reveals a personality 

s imilar ly tortured by division--a mind out of control of i t s  own 

destiny. He wants t o  fee l  love f o r  h i s  brother, and t r i e s  t o  express 

acceptable feelings of concern and devotion, t e l l i n g  Edmund, "1 love 

your guts. I1d do anything f o r  you." ( ~ c t  IV, p, 163) But the  ex- 

pressions of katred t h a t  emanate from h i s  i icoholic  confusion are 

stronger. Born another par t  of his mind corne the  reawakened host& 

I 

5 t i e s  of his childhood. H i s  jedousy and need f o r  vengeance grou from 



t h e  chi ld  re jec t sd  by mother seemingly i n  favour of f a t h e r  and a new 

son. Jamie knows t h a t  h i s  bmther l s  inval id  condition merits  concern 

and affection,  but he i s  overwhelmed by t he  energy of t he  chXtdls re- 

newed anger and i n f a n t i l e  logic: " . . . it was your being bon? t h a t  

s t a r t e d  Mama on dope. 1 know tha t ' s  not p u r  f a u l t ,  but a l1  t h e  

same, God damn you, 1 canl t help hating your guts--1 ( ~ c t  IV, p. 166) 

Jamielssympathy f o r  his brother i s  o v e d e d  by t h e  urgency of t he  

archaic conf l ic t s  which have been stimulated by t h e  comespondences 

btween the  present s i tua t ion  ( ~ a r y l s  re lapse and Edmundls i l l n e s s )  

and t h e  

When Edmund leaves the house after Act III. and Maryls 

l a t e s - t  re jec t ion  of h i s  appeaïs f o r  sympathy, he takes a walk t h u g h  

t h e  thickening fog. Ee describes h i s  journey t o  h i s  father:  

nThe fog was where 1 wanted t o  be. Halfway down the  path you can l t  
s ee  t h i s  house. Yould n w e r  knotr it was here. . . . 1 couldn't see  
but a few f e e t  ahead. . . . Everything looked and sounded unreal. 
Nothing was what it is. Thatls what 1 wanted--to be alone with my- 
s e l f  i n  another world where t r u t h  i s  untrue and l i f e  can hide from 
itself. . . . It f e l t  danmed peacef'ulen (Act N, p. 131) 

The in su l a r  cocoon of t h e  Zog o f f e r s  peace; but as  well  it means 

separation from t r u t h  and fromf o t h e r  human beings. And, however 

much it nourishes projections of fantasy,  it impairs perception, 

clothing r e a ï i t y  i n  a deadening white shroud. Mary f inds  r e l i e f  

i n  t he  fog, too, and &und compares t he  e f f e c t  of t he  morphine on 

h e r  to t h e  feel ings  of i so l a t i on  and estrangement experienced i n  a 

bank of fog. The deadening of t h e  senses through alcohol promises 

a s imilar  form of escape and e f f ec t s  a comparable a l ienat ion of 

f a t h e r  from son, brother f r o m  brother. 

I n  alî t he  Tyrones i the events of this August day re- 

awaken rad ica l  influences i n  t h e i r  personal i t ies ,  influences which 



make it impossible t o  carry on the  business of l i v i n g  together. Deep 

rooted fea r s  and h o s t i l i t i e s  are  cal led to t he  surface and exercise 

a cruel  tyranny over the four inhabitants of the  house, directing them 

i n  desperate re-enactment of f u t i l e ,  destructive scenarios of old ex- 

perience. O'Neill i s  acutely s e n s i u v e  t o  the  influence of archaic 

detennlnants on behaviour and personality. L a n ~  Day's Journey is 

openly aware of the  relationship between early experience and ultimate 

destiny. The play i s  c lear ly  retrospective i n  i ts  investigative 

direction, unlocking closed doors of the  past, one a f t e r  the other, 

exposing ancient but s t i l l  unresolved conflicts.  The first s tep  back- 

t wards was f o r  he middle-aged playwright, ostensibly independent of 

h i s  long-dead family, to return t o  a period of his o w n l i f e  i n  which 

he was st i l l  verg much involved i n  family relationships. But, from 

1912, the  configuration of the  dramatic wen t s  demands fur ther  regress- 

ive  motion, not  only to the hrst chspters of t h i s  family*s l i f e ,  but 
b 

beyand, t o  the  ear ly years of - Tgrane and Mary, resurrecting unknown 
% 

- 
ancestors and never-forgotten sequences of experience. It i s  tempting, 7 

and perhaps f ru i t fu l ,  t o  suggest t h a t  O'Neill's remarkable capacity 

f o r  insightful ,  cohesive observation of the complex causal relation- 

ships between past  experiences and present behaviour may have grown 
1 

i n  par t  from his experiences with h i s  mother's addiction, and the  

manifestly regressive ef fec t  morphine had on her consciousness. Ce- 
1 
1 
l 

I 
t a in ly  it i s  Xary's relapse and withdrawal in to  the  past, t h a t  pro- I 

. 1 

vide the  f i r s t  impetus behind the  retrospective direction of the  play. 
1 

Iiut, however daring is  O'Neill i n  h i s  exploration of 1 
1 

t h e  buried sources and origins of h i s  l i f e ,  there remain darkened,. 1 
1 



shadowed a reas  in t h e  family  p o r t r a i t  h e  draws. One of  these  obscure, 

only  vaguely suggested areas  i s  t h e  image of  h i s  f a t h e r  a s  hero, 

genius, matinee i d o l ,  and t h e  r e l a t i o n s h i p  between Edmund and -ne, 

and O ' N e i l l  and his own fa ther .  The dramatic progress of Lana Dag's 

Journeg 1s ~ u n s t u a t e d  with o u t r i g h t  expressions of t h e  h o s t i l i t y  

Edmurid f e e l s  towards h i s  f a t h e r ,  and, a s  wel l ,  with O'Neill's uncom- 

promising, d m o s t  vengeful depic t ions  of Tyrone's s t inginess .  There 

i s  c l e a r  evidence of t h e  r i v d r y  between f a t h e r  and both sons, and 

t h e  jealousy Yary exc i t e s  i n  a l 1  t h r e e  men. A t  the same t i m e ,  however, 

t h e r e  a r e  marked corigruencies of f an tasy  l i f e  between Tyrone and 

Edmund. It i s  d e r y  l i k e l y  t h a t  O'Neill 's (and &und's) adventures 

i n  South America were an a t t m p t  t o  win t h e  approval and acceptance 

of  a f a t h e r  who seened unresponsive and remote through emulation of 

t h e  t a l e s  of hardship he had so o f t en  heard f r o a  him. And t h e  uncom- 

promising q u a l i t i e s  of 0 ' ~ e i l l ' s  p o r t r a i t  of h i s  f a t h e r  r e l e n t  some 

what i n  t h e  four th  a c t  when ?yrone i s  permitted h i s  lengthy s e l f - j u s t i f i -  

ca t ion  and p l e a - f o r  sympathy. b Touch of t h e  Poet, i n  i t s  presenta t ion 

of t h e  r e l a t i o n s h i p  between Con and Sara Melody, extends t h i s  aspect  

of r e l a t i o n s h i ~  between parent  and ch i ld ,  and exaniines t h e  degree t o  

which t h e  c h i l d  p a r t i c i p a t e s  i n  t h e  parent 's  f an tas ies .  I n  t h a t  play, 

and i n  i t s  sequel,  dependence on a parent 's  "crazy drexmsn f o r  

psychological sustenance e l i c i t s  from a s t rong,  pragmatic woman an 

i r r a t i o n d ,  d e b i l i t a t i n g  response t h a t  r e s u l t s  i n  l o s s  of autonomy 

and se l f -control ,  and near ly  i n  tragedy. 

I n  L o n ~  Day's Journex t h e  p r e c i s e  na tu re  of Eclmund's 

r e l a t i o n s h i p  t o  Mary remains undefined. O ' N e i l l  seems a t  t h i s  point 

unaware of t h e  compulsive n a t u r e  of t h e  son's a t t i t u d e  towerds h i s  



mother. I n  s p i t e  of Edmund's repeated,  p e r s i s t e n t  appeals, j u s t  what 

i t  i s  h e  wants f r o m  h i s  mother i s  never speci f ied .  Edmund's i r r a t i o n a l  

response t o  asce r ta inab le  evidence of Eary's r e lapse  can be explained 

only p a r t i a l l y  i n  tenns of a c.hild-like b e l i e f  i n  h i s  own power over  

sources of  sustenance. The s t age  d i r e c t i o n s  descr ibe  Mary's g i r l i s h  

chann wi th  obvious appreciation--an apprecia t ion expressed by t h e  play- 

wright but t o  wtiich h i s  surrogate  i s  s t e a d f a s t l y  immune. These un- 

f u l f i l l e d  suggest ions of a s e m a 1  a t t r a c t i o n  between mother and son 

f i n d  more cornplete expression i n  t h e  walled garden of  childhood i n  

More Sta te lsM~rv5ions ,  peopled with t h e  kings and courtesans of a 
/ 

mother' s f antas ies .  e 

The urgency of the  emotions renewed by t h e  playwright's 

examination of t h i s  c r i t i c a l  period of h i s  l i f e  i s  confirmeci by t h e  

f a c t  t h a t  a i l  f o u r  of O'Neill's l a s t  major drama a t tack,  from one 

d i r e c t i o n  o r  another, t h e  experiences o f  e a r l y  adulthood. I n  each of 

these  f o u r  plays t h e r e  i s  a t  l e a s t  one c e n t r a i  character  embroiled i n  

t h e  c o n f l i c t s  of e s tab l i sh ing  a d u l t  i d e n t i t y  and achieving independence 

of powerful f a q i l y  influences.  



The Dispossessed 

- 7  

Lon? Dayt s Joumey i n t o  N i ~ h t  gives the chief f igures  
'\ 

,bf OWNeill*s consciousneas i d e n t i t y  and fonn int imately  ' 

linked t o  the  personal i t ies  t h a t  dominated h i s  l i f e .  The play of fe rs  

so nuch information about these persona l i t i es  and h i s  own self -aware 

ness t h a t  it i s  l i k e  a bright l i g h t  shining on the  plays t h a t  preceded 

it, and those t h a t  followed. And a t  t he  sane t h e ,  i t  ra i sed  f o r  

O ' N e i l l  problems and conf l i c t s  he could not resolve within i t s  compass. 

The current of c ea t ive  energy engendered by t h e  writ ing of L a n ~  Dasts i 
Journey overflows i n t o  the  l a s t  th ree  major plays he wolked with, 

carrylng him t o  f resh explorations of t he  dynamics of the  family re- 

la t ionsh ips  t h a t  shaped the l i v e s  of the  Tyrones. I n  A Touch of the  

Poet and 'ore S ta te ly  Mansions Tyrone, Mary, J m i e  and Ednund find - 
di f fe ren t  expression and, i n  some ways, f u l l e r  e.ression. 

Certain aspects of A Touch of the  Poet a r e  both 

s t ruc tu ra l ly  and dramatically pa ra l l e l  t o  aspects of Long Day' s Journey. 

The action of each play i s  confined within a s ixteen hour period and 

within one room. Although A Touch of the  Poet introduces several  peri- 

pheral characters,  t he  pr incipal  f igures  of t he  drama are  Con Melody, 

h i s  wife and daughter. The alcoholic fumes of L o n ~  Dayts J o u r n q  

have wafted i n t o  t he  Melody household--in f a c t ,  t he  barraom adjoins 

t he  s ing le  stage set .  Upstairs, demanding care  and a t ten t ion  from 

the  women of t he  family, Simon Harford i s  an unseen re f lec t ion  of t he  

tubercuiar Edmund and he shares Edmundts poetic aspirations.  In  bath 
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t h e  Tyrone and Velody households family  l i f e  i s  g r a t i n g l y  d iscordant  

and p o t e n t i a l l y  explosive, and continuously assaileci by haunting 

images of a d i s t a n t ,  restless past.  

Cer ta in  c h a r a c t e r i s t i c s  of A Touch of t h e  Poet in- 

d i c a t e  t h a t  O ' N e i l l  may have intended t h e  play, a t  l e a s t  o r i g i n a l l y ,  

a s  a rou te  of access to h i s  f a the r ' s  world. O ' N e i l l ' s  byhood was 

pem-eated by The Count of Konte Cr is to ,  h i s  f a t h e r ' s  most popular s t a g e  

vehic le ,  and bath t h e  melodrama and t h e  noble h e m  of t h a t  p lay  a r e  

i n  some measure r e f l e c t e d  i n  x. And while A Touch of  t h e  Poet 

presents  a rnodified, q u a l i f i e d  image o f  t h e  romantic, f e a r l e s s  f i g u r e  

James O ' N e i l l  p l  f o r  s o  many years  t o  admiring audiences, it a l s o  

explores James' red background, h i  s "shanty I r i s h M  ances try.  The 

nineteenth century s e t t i n g  of t h i s  drama, end i t s  sequel,  i s  no t  un- 

precedented i n  O ' N e i l l ' s  work; many of h i s  e a r l i e r  p lays  departed from 

contemporary se t t ings .  But within t h e  planned nine-play cyc le  of 

Possessors Self-Msoossessed, temporal scene of  Poet and Yore 

S t a t e l y  Yansçions was s i g n i f i c a n t ,  f o r  it represented a r e t u r n  t o  o r i g i n s  

and a t a s i s  f o r  t h e  intended record of a family 's  h i s to ry ,  from t h e  

ear3.y nineteenth century  t o  t h e  p resen t  day. The extravagant scope 

of t h e  mannoth, r e t rospec t ive  cyc le  suggests  t h e  i n t e n s i t y  of  O ' N e i l l ' s  

preoccupation with sources, o r ig ins ,  t h e  inher i t ance  of possessors, 

a t  t h i s  s t age  i n  h i s  career .  

The mate r i a l s  of t h e  drama, t h e  circumstances to which 

t h e  charac te r s  must respond, a r e  these: t h e  Xelodys a r e  i n  severe 

f i n a n c i a l  s t r a i t s ,  t h e  grown-up daughter of  t h e  family is involved 

i n  a s e m a i  re la t ionsh ip ,  and t h e  day i s  t h e  anniversary of  t h e  b a t t l e  



of Tdavera ,  scene of t h e  fa the r ' s  g r e a t e s t  success. The Melodys' 

individual  responses t o  each of these  s t i m u l i  a r e  determined by archaic  

a t t i t u d e s  and f a n t a s i e s  which ~ r o v o k e  extravagant  and sometimes d e  

s t r u c t i v e  reactions.  There a r e  aspects  of  immediate r s a l i t y  which 

rea.waken p a t t e r n s  of perception and behaviour t h a t  have been moulded 

by experience buried deep i n  t h e  pas t ,  experiences which are,  on an 

ob jec t ive ,  l o g i c a l  l e v e l ,  unre la ted  t o  t h e  events of t h i s  July day i n  

1.628. On a subject ive ,  psychological l e v e l ,  however, t h e  present  

s i t u a t i o n  becomes a torteumus re-enactment of o l d  c o n f l i c t s ,  and t h e  

anniversary dinner,  a r i t u a l i z e d  ac t ing o u t  of by-gone times, p l a i n i y  

s t a t e s  t h e  re,d e s s i v e  d i r e c t i o n  of t h e  play. 

A t  t h e  core  o f  t h e  drama i s  t h e  development of t h e  

grown-up ch i ld ' s  sexual r e l a t i o n s h i p  with a member of  t h e  opposite  sex i 

from ou t s ide  t h e  family CO-inciding with a s t rong c a l 1  from an archaic  
1 1 
d 

1 
f a n t a s y  world t o  t h e  chi ld ' s  parent  of t h e  opposite  sex. This i s  a a: C 
round-about way of  saying t h a t  the  daughter 's new sexual experience 

occurs simultaneously with the '  f a t h e r ' s  d i s p l a y  of r egress ive  tendencies, 
1 
.y 

but 1 use  such c l r c u i t o u s  language i n  o rder  t o  make what may seem a 4 

rash  and u n j u s t i f i a b l e  assuvption: t h a t  i n  Melody O'Neill sees  no t  

on ly  h i s  f a t h e r ,  but h i s  mother as  well ,  and, more than t h i s ,  sees  

himself i n  t h e  Sara of A Touch of t h e  Poet. That p a r t  of O'Neill which 

expressed admiration of Mary Tyrone9s g i r l i s h  chann and p r e t t i n e s s  
P 

i n  apprec ia t ive  scene desc r ip t ions  has  c l o s e  k inship  t o  t h e  p a r t  of 

Sara  t h a t  i s  a t t r a c t e d  t o  t h e  dashing s o l d i e r  Nelody becomes when he  

dons h i s  uniform. O'Neill's p o r t r a i t  of Con Melody i s  an i n v e s t i g a t i o n  

of h i s  f a t h e r ' s  p r i v a t e  world of f antasy (of which we caught a glimpse 

i n  Lon2 Day's ~ o u r n e ~ )  and of t h e  inf luence  exerted by h i s  f a n t a s i e s  



on h i s  children.  Eut a t  t h e  same time, and perhaps on a deeper, less 

conscious plane, O'Neill i s  orobing t h e  na tu re  of h i s  own re la t ion-  

s h i p  to h i s  mother through reds ta t ing  t h e  sequer.ce of Mary's r e t r e a t  

£rom l i f e  i n  Long D a P s  jour ne^. Again t h e  parent 's  withdrawal 

occurs when t h e  c h i l d  i s  undergoing t h e  adjustnients involved i n  t h e  

post-adolescent period,  but t h i s  time those  adjustments a r e  c a s t  i n  

a specî .f ical ly sexual  pa t t e rn ,  t h a t  is, i n  t h e  choice of a sexual 

p a r t n e r  and t h e  formation of a d ù l t  sexual comnitment. 

The presenta t ion o f  Con Melody borrows from -ne, 

from Mary, and f Jamie, too,  who was a kind of pa ren ta l  f i g u r e  T 
i n  t h e  l i f e  of h i s  younger brother. The s t a g e  d i r e c t i o n s  t h a t  in t ro -  

duce Major Melody descr ibe  agsin Tyrone's e r e c t  ~ o s t u r e  and handsome 

f i g u r e  and Jamie's d iss ipated ,  wasted countenance. Like Tyrone, 

Xelody can consume l a r g e  amounts of  d c o h o l  without exhibi t ing  con- 

vent ional  s igns  of in toxicat ion.  Like Tyrone, Yelody Dreserves one 

grand day of triumph i n  h i s  memory, one moment wher. a g r e a t  man smiled 

and bestowed p r a i s e  while the  world applauded. E u t  t h e  scene of  Major 

Melody, resplendent  i n  h i s  uniform, watched and admired by t h e  whole 

of Wellington's army, has s t i l l  another precedent i n  O'lleill 's wr i t ing  

and t h i s  i s  t h e  scene o f  Yary Tyrone's wedding day. Mary's marvellous 

wedding gown, he r  uniform, i s  tucked away i n  t h e  a t t i c  t runk with 

Melody's Dragoons coa t ,  preserved from d i s t u r t i n g  and decadent con tac t  

wi th  present  r e a l i t y .  The "touch of t h e  poetH i n  Yelody corresponds 

t o  both Mary's and Tyrone's f a n t a s i e s  of musical and dramatic genius, 

and w e n  more nea t ly  t o  Edmund's own unreal ized l i t e r a r y  po ten t i a l ,  

suggesting t h a t  once again through t h e  i n v e s t i g a t i o n  of ~arenta l  

f i g u r e s  O'Neill r e v e d e d  something o f  himself. And, l i k e  t h e  Tgrones, 



Melody has b e n  victimized by a world t h a t  refused to recognize and 

aff inn images of persona1 superiori ty:  a pregnant peasant girl and a 

band of conniving lawyers conspirecl to deprive himetof h i s  fu ture  and 

dispossess him of h i s  es ta tee i  

Like Mary Tyrone, Con Melody i s  s teadfas t  i n  his de- 

f iance of r ea l i t y .  The f inancial  s i t ua t ion  of t he  Xelody family 

demands immediate and decisive action, but Con refuses even t o  recog- 

n ize  t h a t  there  a f inanc ia l  predicament o r  t h a t  he has f a i l e d  to 

provide f o r  h i s  family, jus t  as Mary def ies  midence of the  immediacy 

of E$mund*s i n f i  i t y  and needs. Con maintains h i s  posit ion as  7 gentleman and w Il-beloved l o r d  of the  manor even i n  t he  face  of such 

pressing evidence t o  t he  contrary as  the raucous entrance of OIDowd, 

Roche and old Patch Riley, His t rea tnent  of Sara is a r id ly  courteous, 

u n t i l  he r  behaviour becornes so manifestly unlady-like t h a t  he cannot l 

sustain  h i s  ga l lan t  pose. He approaches Nora with a pompous con- 

descension be f i t t i ng  the a t t i t u d e  of a nobleman towards h i s  servant, 

Unable t o  commit himself t o  h i s  r e a l  posi t ion as  husband and fa ther ,  

he  exploi ts  h i s  re la t ionship t o  t he  two wamen t o  presemre and perpetrate  

h i s  fantasy of noble dist- inction and genteel  authority. Melody sees 

the  people around him, even h i s  wife and daughter, through a d i s to r t i ng  

medium created by h i s  o m  anxiet ies  and needs, imposing an impenetrable 

bar r ie r  between him and the people they r e a l l y  are. The posture of 

t he  well-bred gentleman i s  ul t imately  no t  a satAsfactory o r  f n t i t f u î  

1 The circumstances of Con's marriage suggest an in te res t ing  
p a r a l l e l  between Melody and O'Neill. O ' N e i l l '  s f i r s t  marriage was 
s imi la r ly  necessitated by pregnancy. And, according to Kathleen 
O'Neill's recol lect ions  of t h e i r  courtship, Fhgene appeared ta her  Co 
be as  dashing, romantic and poet ic  a f i gu re  as  Con did t o  Nora, 



one f o r  him, nor does t he  r o l e  of the  leer ing,  coarse peasant promise 

t o  bring him i n t o  c loser  contact  with r ea l i t y .  Ejehind both the  Major 

and the  shanty I r i s h  innkeeper is  a vulnerat3.e man, helpless ta 

control  h i s  own destiny. What a r e  the  powerful influences i n  Melody's 

personal i ty  t h a t  press him i n t o  these  destructive,  f u t i l e  posit ions 

and force hirn to t h e  extremes of behaviour he displays? 

I n  Con Melody O'Neill draws the f igu re  of a man a t  

once ridden by anxiet ies  of re ject ion and enslaved by his notion of 

h i s  own omnipotence. The death of Con's mother, almost before h i s  

l i f e  began, is p rt of a charac te r i s t ic  image c l u s t e r  i n  O'Neill's /" 
work, and portends a l1  the  f ea r s  and conf î i c t s  which the deserted 

ch i ld  must endure, The forty-five year old Melody's defensive pride 

i s  an outgrowth of a decision made ear ly  i n  l i f e  regarding the nature 

of t h e  w r l d :  o r ig ina l  experience taught t he  young Con t h a t  h i s  en- 

vironnent was essen t ia l ly  untmstworthy, unrel iable ,  even h o s t i l e  t o  

h i s  needs, Xs school experiences, as Jarnie Creegan describes them, 

recall a boy anxious f o r  acceptance and love which a re  repeatedly and 

c rue l ly  denied him. The adolescent's penchant f o r  duell ing arose from 

a desperate need f o r  self-assert ion and vengeance on the  representative 

agents of h i s  deprivation. men the  events of t h i s  Juïy dey i n  1828, 

so many years a f t e r  o r ig ina l  experiences of re ject ion,  reawaken 

profound feel ings  of h o s t i l i t y  and the need f o r  vengeance, He shares 

Mary Tgrone's route of escape from the unwelcome demands of r e a l i t y  

by regressing ta an e a r l i e r  period of h i s  l i f e ,  now perceived through 

the  d i s to r t i ons  of fantasy, where he can re-experience feel ings  of 

omnipotent authori ty  and n a r c i s s i s t i c  g ra t i f i ca t ion  imed ia t e ly  un- 



avai lable  t o  him. Men he cannot e l i c i t  from those around h i m  t h e  

kind of admiring, sustaining response h i s  hunger f o r  securi ty  demands, 

he turns  t o  the  mirror, and h i s  own ref lected,  costumed image, which 

affirms h i s  dreams of persona1 grandness and special  worth i n  a way 

the  r e a l  world can never approach. 

Helody's Byronic pose i s  calculated ta stimulate sym- 

pathy f o r  the  hero suffering a t r ag i c  fa te .  He presents t o  Deborah 

Harford the  p ic ture  of unfu l f i l l ed  genius and ruined fortunes, and 

h i s  mode of seduction i s  an appeal "for a woman's understanding and 

loving compassio ."l He projects  h i s  pr ide i n  such a way t h a t  it 7 
becomes a praiseworthy weakness, a lovabïe  incompetence and helpless- 

ness t h a t  w i l i  i n sp i r e  the  kind of protection and care  a chïld de- 

serves. Tyrone presents himself i n  t he  same defeated posture'of 

v d n e r a b i l i t y  and unrealizable po ten t ia l  t o  Edmund i n  Act TV of 

L o n ~  Da-y' s Journey and Edmund responds with s a t i s f  actory sympathy. 

But i n  t h i s  play the  appeal has a spec i f i ca l ly  sexual impetus, and 

i t s  calculation i s  more plainiy exposeci. Kelodyf s claims of victim- 

iea t ion  a re  c l  ear ly  un rea l i s t i c  and unacceptane t o  O'Neill, 

Con's marriage t o  Nora s l i p s  neat ly  i n t o  the  pa t te rn  of 

h i s  l i f e .  The peasant g i r l ' s  aclmiration and unparalleled devotion 

were indispensable t o  him, end her pregnancy and low s ta t ion  offered 

convenient circumstances t h a t  made it impossible f o r  him t o  fulf i l l  

i n  r e a l i t y  the  p ic ture  of the  dashing, brave nobleman who had so 

v i ~ o r o u s  and rewarding a l i f e  i n  fantasy. Melody' s approach ta al1  

1 figene O ' N e i l l ,  A Touch of the  Poet (New iiaven: Yale Univ. Press, 
b 1957), p. 70. Pl1 subsequent reference t o  t he  play w i l l  per ta in  t o  t h i s  

1 e d i t  ion. 



the  women i n  his l i f e  i s  methodicaî and calculated. Mien love-making 

i s  ca l led  for ,  it i s  not a matter of achieving intimacy; ra ther ,  it 

i s  a question of "savoir-fairew and Itromantic f i r e , n  the adoption 

of  a guarded pose of playful i n t ens i ty  carefu l ly  designed to reveaï 

a basic indifference. 

Of a l1  Felody's actions i n  t h e  play h i s  most desperate 

a r e  h i s  two at tacks  on h i s  daughter. Sara's l i a i s o n  with Simon deeply 

d i s turbs  Con and e l i c i t s  fmm him a v a r i e t y  of extravagant and i r r a t i o n a l  

responses. A s  the re la t ionship develops, Con i s  driven t o  f r a n t i c  

attempts t o  i n p r u p t  it. A s  he i s  exFled fmm h i s  posit ion as  the 

most important male i n  Sara's world, a v io len t  sexual jealousy i s  

aroused i n  him. H i s  c rue l  mockery of Sara's una t t rac t ive  hands i s  

a vengeful and child-l ike re ta l ia t ion .  When saka t e l l s  him t h a t  he 

i s  impotent t o  a l t e r  her  attachment t o  Simon, Con erupts furiously: 

"You f i l t h y  peasant s l u t t  Pou whore! 1'11 see you dead first--1 Ey 

t he  l i v i n g  God, I 'd M l 1  you myself l "  (Act III, p. 128) I n  t h e  l a s t  

ac t ,  when Sara t e l l s  him t h a t  she has had sexual intercourse  with 

Simon, Melody cannot maintain h i s  a i r  of l ee r ing  indifference, and he 

grabs h i s  duell ing p i s t o l  and aims it a t  Sara's hear t ,  "bis eyes as  

cold, deadly and merciless as  they must have been i n  h i s  duels of 

long aga. ( ~ c t  IV, p. 172) FYom t h e  perspective of the  lonely,  

el ienated chi ld ,  Yelody sees Sara's re la t ionsh ip  with Simon as a 

personal re ject ion,  and he re-enacts t h e  scenes of h i s  adolescence 

when he s t ruck back a t  hose who withheld fmm him t h e  love and 

acceptance he demanded. 
s 

Con's transfonnation a t  t he  end of t he  play i n t o  t he  



loud, sneering peasant occurs *en the  nlooneyn Major's needs f i n e l l y  

reach a pi tch of i n t ens i ty  t h a t  renders them insupportable and un- 

realizable.  H i s  v io len t  co l l i s ion  with r e d i t y  leads  him not t o  a 

r a t i ona l  adjustment t o  i t s  tenns, but r a the r  t o  a new ro l e  t h a t  

promises greater  compensations. It i s  c l e a r  t h a t  Melodyls sudden, 

wholesale i den t i f i ca t ion  with h i s  image of his fa ther ,  which Sara 

f i nds  so upsetting, i s  as much an escape from l i f e  a s  was his noble, 

gentlemanly posturing. When Sara pleads with h i m  t o  be t h e  person 

she wants hirn ta be, and reaches out t o  him, he reveals a f l ee t ing  

glimpse of t h e  m n hidden behind both the  major and t h e  shanty I r i s h  p 
peasant. He . . . 
. . . has been v i s ib ly  cnunbling as  he l i s t e n s  un= he appears to 
have no c h a r a c t e r l e f t  i n  which t o  hide and defend himself. He c r i e s  
wildly and despairingly, as  i f  he saw h i s  l a s t  hope of escape 
suddeiily out off. 
"Sara! For t he  love of Gad, s t o p - l e t  me go--ilt (Act I V ,  p. 178) 

Sara's touch i s  t e r r i fy ing  t o  him f o r  it i n v i t e s  intimacy, and exposure 

of genuine, but disturbing feel ings  t h a t  a r e  unacceptable and threat- 

ening. Mary Tyrone, too, f ea r fu l ly  r e p e l l s  h e r  son's touch, and with- 

draws to compensatory fantasies.  Con $urns to t he  nhurrooslt t h a t  

g r e e t  h i s  t o a s t  t o  Jackson, and f inds  in them a subs t i tu t0  f o r  t h e  

cheers of Wellington's anay. 

Nora's a g i l i t y  i n  adapting t o  t h e  new Con Melody con- 

t r a s t s  sharply with Sara's dumbstruck astonishment and dismay. Clearly, 

Nora does not f i nd  the  s i t ua t ion  near ly  so upset t ing as  her  daughter 

does. Her posit ion i s  well-defended against  such an about-turn. She 

explains to Sara: 

" . . . 1'11 play any game he l i k e s  and give him love i n  it. ~aven; t  
I always?" She miles. nSure, I have no pr ide a t  all--except t h a t e W  
( ~ c t  I V ,  181) 



Nora recognizes Con's thick brogue and roughened demeanour as  oriiy a 

new expression of h i s  abandoned fan tas ies  of p l i s h e d  nobili ty,  Her 

will ingness to par t ic ipa te  i n  e i t h e r  system of fantasy and behaviour 

gives her a secure, undienable  place i n  he r  husband's world, and 

her  recognition of t h e  "gameN as such gives he r  a powerful weapon over 

him. "I1m t h e  only one i n  t h e  world he knows n i v i r  sneers a t  his 

dreamslW she syas, and Con's awareness of he r  posit ion gives her  high 

card i n  whatever game he plays.i 

Nora' s demonstrative humility ("1 know. 1 l m  ignorant, ) , 
her  devotion to n ungrateful, alcoholic husband, and he r  unceasing a 
labour on h i s  behalf i n  s p i t e  of rheumatism and exhaustion, make her  

a t  first seem t o t a l l y  oppressed and miserable. Yet she i s  not eager 

t o  have her  s i t ua t ion  improved. She wonlt see  a doctor, she nearly 

i n s i s t s  t h a t  Con take a drink before breakfast, and she meekly s u b  

mits t o  h i s  abuse, What a re  the  advantages Nora gains by maintaining 

such a position? Chiefly, they are  Sara's comforting a m  around 

her  shoulder and her  words of sympathy and p ra i se  f o r  her  mother's 

s t ead fas t  endurance of such obvious trials. And there  i s  Mickey 

Eleiloy's wann adm5ration of her  per fec t  wifely qua t i t i es .  And perhaps 

Nara f inds  a ce r t a in  s a t i s f ac t ion  i n  hearing Sara's and Maloy's 

a t tacks  on Melody on her  behalf, expressing vicar iously her  own un- 

spoken resentanent of a man who seems repulsed by her mere presence 

and cannot accept h e r l o v e  openîy and f ree ly ,  

There are d e f i n i t e  l i n k s  t h a t  connect Nora Melody with 

Mary Tyrone, I n  one way the  p o r t r a i t s  of t h e  two mothers are dia- 
* 

6 1 Other uomen i n  these plays have s imi la r  advantages over the men 
i who a r e  t h e i r  partners. The very core of  J i m  Tyrone's guilt and 
r anxlet ies  and r e su l t an t  fan tas ies  i s  exposed t o  Jos ie  Hogan, but she 



metrically opposed: one i s  old beyond her  years, lovably carararn; 

t h e  other  has remained youthful through middle-age, channingly g i r l i sh .  

Although i n  t h i s  aspect Deborah Harford s e m s  to have closer  kinship 

t o  Mary, t h e  precise nature of the  opposition between Nora and Mary 

suggests a subterranean relationship,  and t h a t  a l 1  three  wmen are  of 

the  same sorority,  Nora was i n  love with Con before she ever met him, 

as Mary was with Tyrone. Both women see t h e i r  marriages as markhg 

t h e i r  separation from innocence and peace, and t h e i r  d i e n a t i o n  from 

the  protection and securi ty  offered by the  strongly parental  f igures 

of the  church. Both =men endure a heavy burden of gu i l t  which they 

believe they 411 one day unload on a confessor who w i l l  re-admit 

them t o  the  parental protection of the  church. Nora's s i n  i s  a 

spec i f ica l ly  sexud one, and her premature aging i s  an escape from 

the  iden t i ty  of the  beautiful young g i r l  who c o d t t e d  it. Mary 

chooses a d i f fe rent  route of escape, t h a t  of regressing t o  a period 

before s in ,  but the  destination i s  ul t imstely the samea1 With a 

refined, subt le  hos t i l i t y ,  gent le  Nora laments her ltblack tormint" 

of g u i l t  i n  the  presence of her husband and daughter, the cause and 

r e s u l t  of her  sin. Mary's farnily must helplessly endure more d i r e c t  

accusations of t h e i r  roles  i n  despoiling her  innocence and peaceful 

s ecurity. 

uses her awareness of the  nature of the  l*gameW he wants to play with corn- 
passion and understanding, Sara herself  has a measure of contra1 over 
Simon through her recognition of h i s  areas of weakness and vulnerabili ty.  
I n  More Sta te ly  Mansions she and Deborah use t h e i r  weapon of awareness to 
Simon's disadvantage, u n t i l  t h e  feminine conspiracy 1s dissolved, and 
Sara, l i k e  Josie, promises t o  withhold the th rea t  of exposure and use 
her  understanding t o  promote Simon's npeace and happinessaN s 

1 The c l ea r  ident i f ica t ion  of the  source of Nora's g u i l t  as  her  
capi tual t ion t o  unacceptable e ro t ic  needs complements and extends the 
presentation of Mary's sexual anxieties i n  Lonor &y's Journes. The 



I n  Sara Melody, daughter of t h e  dashing nobleman and 

wayward peasant g i r l ,  O'Neill explores t he  e f f e c t  of fantasy, f e a r  

and guilt on t h e i r  progeny. Sara's seduction of Sinon i s  a 

r e i t e r a t i o n  of he r  moth.erts pre-marital re la t ionship with her fa ther ,  

and her  a t t i t u d e  towards her  young lover 's  ndreamsw affords her  a 

posi t ion s imilar  t o  Norats. But she i s  re luc tan t  to acknowledge 

t h e  s i m i l a r i t i e s  t h a t  1ink f a the r  and lover.  She r eac t s  resen t fu l ly  ' 

t o  Deborah's innocent remark comparing Simon's poetry to t h a t  of 

he r  fa ther ' s  i dea l  and model: "1 don't th ink  Simon imi ta tes  Lord 

Eyron, 1 hate  Lord Cyron's p ~ e t r y . ~  (Act II, p. 82) Sara's ex- 

treme s e n s i t i d  t o  recognition of he r  f a t h e r l s  a t t ract iveness  t o  

her, now c l ea r ly  evident i n  her  a t t r ac t ion  t o  Simon, and i r r i t a b l e  

defense of t h e  differences t h a t  d i s t inguish  the tw men, a r e  clues 

t o  discovering a pa t te rn  behind some of her  apparently inconsis tent  

behaviour i n  t he  play. She i s  acutely aware of t he  barren t r u t h  

behind Con's grand facade; she a t tacks  him with it a t  every opportunity 

and expresses the  hope t h a t  someday Con will see  i n  t h e  mirror the  

man he r e a l l y  is. Yet, a t  t he  end of t h e  play, when Con himself 

jeers  a t  the  pretentious f i gu re  of the  major, Sara tries desperately 

t o  defend the  remnants of t h i s  romantic f i gu re  from mockerg. Sara 

i s  a t  once t h e  nobleman's daughter, suffer ing a decl ine i n  fortunes, 

and the  quick-witted peasant girl, d e r t  t o  r e d i t y  and opportunit ies 

t o  r i d i c u l e  t h e  absurà notions of a f a the r  who huni l ia tes  her, I n  

t h i s  one character, O'Neill i s  dealing with two f ace t s  of h i s  own 

p o r t r a i t  of Bborah Harford i n  t h i s  play and i n  Mansions explores , 
fur ther  dimensions of Notherts sexual consciousness. This subject  
i s  a pa r t i cu ï a r ly  urgent and compelling one f o r  OtNeill,  generating 
manifold images and characterizations.  

I 
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exyerience: f i r s t ,  he i s  examining h i s  iden t i f ica t ion  with h i s  f a the r  

and h i s  fa ther ' s  fantas ies ,  and t e s t i ng  h i s  image of h i s  f a the r  f o r  

i t s  v a l i d i t y  as  a hem figure,  worthy of enulation. Seconàly, i n  

a reversai  of sexuàl iden t i ty ,  he i s  învestigating,  through Sara's 

re la t ionsh ip  t o  her  f ather--a f a ther  &ose f o i b l e  and fantasies  bear 

c lo se  cornparison t o  those of Hary Tyrone--his re la t ionship t o  h i s  

mother. 

The r e su l t  of t h e  f i r s t  l e v e l  of investigation,  t h a t  

of t h e  degree of Sara's par t ic ipat ion i n  Con's fantasy world, i s  

Sara's connision a s  to who she r e a ï l y  i s  a t  a period i n  her  l f fe  when 

she must con@k herself  to choices t h a t  vil1 determine the  course of 

her  a6ülthood. One pa r t  of her  perceives he r  posit ion i n  t he  world 

f o r  what it r e a l l y  is: t h a t  of a young woman who l i v e s  and works i n  

a tavern. But another pa r t  of her  f inds  g ra t i f i ca t ion  i n  Melody's 

fan tas ies  of grandeur and soc ia l  prominence ar.d i n  h i s  feel ings  of 

uniqueness and s p e c i d  merit. &und Tyrone1 s l i t e r a r y  aspirat ions  

follow a marked l i n e  of inheritance from h i s  fa ther ' s  sense of h i s  

otm unrealized dramatic genius, and acceptance of his father ' s  pr ivate  

v i s ion  of personal achievement of fe rs  a kind of jus t i f ica t ion  and 

affirmation of t he  sons's fantasy of success. I n  the same way, Sara 

i s  eas i ly  seduced by Con's d r m s  of grandeur and she perceives her  

fa ther ' s  youth through the  same d i s to r t i ng  medium of fantasy t h a t  

colours h i s  o~rn recol lect ion of it. Vhen Con appears i n  the  second 

ac t ,  a f t e r  donning h i s  soldier ' s  costume t o  enhance h i s  f l i r t a t i o n  

with Deborah, both Sara and O'Neill a re  receptive t o  h i s  heroic 

stance. The scene descriptions introduce a man 9 

i . . . extraordinar i ly  handsome and distinguished--e s tar t l ing,colourful ,  
B 



romantic f igure ,  possessing now tt genuine qua l i t y  he has not  had 
before, the  qua l i t y  of t he  formidably strong , disdainful ly  f ear less  
calvary o f f i c e r  he r e a l l y  had been. ( ~ c t  II, p. 88) 

"In s p i t e  of herself  ,If  Sara responds t o  1?elodyt s grand manner and 

sees i n  it a kind of r e a l i t y  t h a t  couid Le regained through a force 

of k?ll. She speaks an appeal " that  i s  both pleading and a b i t t e r  

reproach. " 
"Oh, Father, why can't you ever be t h e  thing you can seem t o  bel 
The man you were, I ' m  sorry 1 never knew t h a t  soldier.  1 think 
he waç the  only man who wasntt jus t  a dreamaO ( ~ c t  II, p. 90) 

Sara i s  not asking t h a t  Con face  t h e  terms of present r e a l i t y ,  o r  

adapt t o  t h e  immediate needs of his family, pressing as  they are; 

ra ther ,  she i d a s k i n g  t h a t  he conform i n  r e a l i t y  t o  t h e  image of 

t he  powerful supeman, t o  the  image of a r e d - l i f e  Napoleon, t h a t  

so a t t r a c t s  her  and th& would o f f e r  her  an a l l i ance  with power. 

She reproaches him f o r  his f a i l u r e  t o  make fantasy r e a l  and his 

f a i l u r e  t o  susta in  the heroic image t h a t  was ear ly  seeded i n  her  

consciousness and has now grown t o  compelling proportions. Melody 

sees  himself as betrayed by an unfortunate marriage and the  cheating 

swindlers who deprfved him of h i s  e s t a t e  and soc ia l  position. I n  

Sara's world-view, Kelody 5s t he  betrayer, mbbing he r  of the  chance 

to be t h e  inhe r i t o r  of r iches and power t h a t  p a r t  of Sara f e e l s  t o  

be r igh t fu l ly  hers.I Ear l ie r  i n  t he  play she t e l l s  Nora (who i s n t t  

ltOh, Con i s  t h e  ea s i e s t  foo l  ever came t o  America! It's t h a t  1 hold 
against  him a s  much as anything, t h a t  when he came here the  chance was 
before him t o  make himself a l 1  the  l i e s  he pretended t o  be, He had 
education a b v e  most Yanks, and he had money enough to s t a r t  him, and 

1 A t  t h e  end of More S ta te ly  Mansions, Melody emerges a g a h  4s a 
kind of betrayer, a perpetra tor  of f u t i l e  dreams stand between Sara and 
real fdifïiment of her  needs. She says, "1 see  now t h e  p a r t  my greed 



t h i s  i s  a country where you can r i s e  as  high a s  you l i k e ,  and no one 
but the  foo ls  who entrg you care  what you rose from, once you've the  
money and the  power t h a t  goes with it, Passionately. nOh, i f  1 
was a man with the  chance he had, there  wouldn't be a dream I 'd  not 
make come true! ( ~ c t  1, p. 27) 

Sara's l i f e  has been long troubled by insecurity.  Her 

fa ther ' s  un re l i ab i l i t y  and t h e  family's precarious f inanciaï  s i t ua t ion  

a re  evidence of a h i s tory  of i n s t a b i l i t y  and threatening poverty, or- 

ig ina t ing  i n  the e x S e  from t h e  family home i n  Sara's childhood. Con's 

e r r a t i c ,  undependable behaviour has deprived h i s  daughter of material  

secur i ty  and, as  well, of a r e l i a b l e  source of mot iona ï  sustenance. 

Through the  eyes of the  l i t t l e  g i r l  ex i led  f r o m  her  home, and i n  t he  

eyes of t h e  y / ung woman, Con's W.esW acquire an inherent value and 

legit imacy and demand r e d i z a t i o n .  The f a i r y  t a l e  of t h e  Mformidably 

strong, disdainful ly  f ea r l e s s  cavalry o f f i ce rN  o f f e r s  an appealing 

image of a powerful and omnipotent f a t h e r  t o  counter t he  r ea l  f i gu re  

of weakness and inadequacy t h a t  Con presents. Sara laments her  own 

femininity ("Oh, i f  1 was a man . . . ") a s  an aspect of helpless 

vulnerabi l i ty ,  apparent ta her i n  her  mother's humbled posture. She 

f i e r c e l y  r e j e c t s  the  mode1 her mother seems to o f f e r  her i n  favour 

of competent, quick-witted vigi lance i n  a i l  t h e  r d t i o n s h i p s  of her 

l i f e .  I n  her f i r s t  appearance i n  t h e  play she projects  a forceful,  

hard-edged, authori tar ian image, immeàiately engaging i n  aggressive 

verbal b a t t l e  with Mickey Maloy. She defends herself  i n  her  re la t ion-  

sh ip  t o  Simon with her  "wits;" too much unguarded, uncontrolled love  

and my fa ther ' s  crazy dreams i n  me had i n  leading Simon away from all 
t h a t  was best  i n  himl (Mansions , p. 190) F'rom thLs perspective, Melody 
and h i s  dreams are seen a s  i n s t i ga to r s  of a dissension t h a t  nearly de- 
s t roys  Sara's marriage. 



i s  a fool 's  ueakness.1 

Like Sara, O'Neill f inds  t he  hem image conpelling 

and the fan tas ies  of power and uniqueness gra t i fy ing  i n  t h a t  he lenàs 

the  f i gu re  of t he  middle-aged innkeeper parading i n  his uni fom a 

rnagical authent ic i ty ,  a "genuinett qua l i t y  t h a t  affirms Con's 

narcissism a s  somehow ref lec t ing  t ruth .  I n  Long Day's Journez, 

Tyrone's recol lect ion of h i s  glorious pas t  are rendered with a s imilar  

legitimacy, and h i s  son responds with t h e  same unwilling sympathy 

Sara shows h e r  father.  B u t i n  t h i s  play O ' N e i l l  recognizes the  e f f ec t s  

on Sara of her  a rence t o  t h i s  heroic image of her  f a t h e r  and the  "3" 
a t t i t udes  it enta i ï s .  The fee l ings  of dispossession and e x i l e  t h a t  

accompany the  myth of the  l o s t  e s t a t e  make p a r t  of Sara incapatile of 

accepting the  r e a l  terms of h e r l i f e  a s  a tavern waitress. A t  times 

of crisis, when he r  securi ty  seems most i n  jeoparày, she asser t s  he r  

l o s t  power and authori ty  with vengeance. When Melody cannot confom 

t o  t h e  i dea l  po r t r a i t ,  Sara can only reproach him with resentfül  b i t t e r -  

ness, and without understanding. Her b i t t e rness  i n fec t s  other  re la t ion-  

ships, making what shouïd be an open, f r e e  re la t ionsh ip  with her  lover  

a con f l i c t  of w i l l ,  a c d c u l a t e d  perpetrat ion of games, schemes and 

" t r i ckseW Through ident i f ica t ion  with t h e  nobleman's daughter i n  Con's 

world, Sara assumes t h e  posit ion of t he  f ru s t r a t ed  victim of minous 

1 Jos i e  Hogan i n  A Moon f o r  t h e  Y i sbe~o t t en  is  s imi la r ly  re luc tan t  
t o  commit herself  t o  uninhibited love. And she and her  fa ther ,  l i k e  
Sara and Con, experience t h e  oppression of a soc ia l  hierarchy that bur- 
dens and r e s t r i c t s  them. Jos i egs  re la t ionship with Jim Tgrone, l i k e  
Sara's with Simon, seems t o  o f f e r  opportunity f o r  membership i n  t h e  power 
structure.  Eut i n  Poet soc ia l  needs seem t o  take  a back-seat to more 
personal, fundamentaï psychological needs, and i n  Misbenotten sociaï.am- 
b i t i on  i s  a defensive ra t iona l iza t ion  of covert, too-intense emotion 
t h a t  cannot be expressed openly. 



circumstance, d i s t r u s t f u i  and angry, 

I n  Lonn Dav's Journes t h e  f m i l y  re la t ionships  presented 

involved a f a the r  unwilling t o  give of hinself  to his children, and a 

son &ose h o s t i l i t y  towards t h i s  ungenerous f a t h e r  was paradoxically 

countered by a subt le  emulation of h i s  fa ther ' s  a t t i t udes  and behaviour. 

Edmund's l i t e r a r y  aspirat ions  re-state Tyronets fantasy of genius, 

and h i s  South American adventures re-i terated h i s  fa ther ' s  ea r ly  ex- 

periences of hardship. A route t o  t h e  approval and affect ion of this 

d i s t an t ,  remote fa ther ,  &ose defensiveness i s  figured i n  his tight-  

f i s t e d  s t inginess ,  seemed to the  ch ï ld  t o  l i e  i n  par t ic ipat ion i n  the  

fa ths r ' s  fantasg/mrld.  I n  A Touch of t he  Poet, Sara 1s confmnted 

with an equally defensive, un-giving fa ther ,  The h o s t i l i t y  she ex- 

presses towards him i s  sI.nilarly undercut by her  involvement i n  the  il 1 
l i f e  of the  daughter of the  exiled nobleman. She f e e l s  Con's mockery 

of her  unar i s tocra t ic  hands as a s t inging rebuke and for thr igh t  rejection.  
Y 

The in t ens i ty  of her  hu r t  reveals the  importance of  admittance to his 

pr iva te  world: such par t ic ipat ion i n  h i s  fan tas ies  i s  her  only 

opportunity f o r  intimacy with her f ather,  l 

A t  t h i s  stage Sara begins t o  share more and more of the  

experiences of Xary Tyrone's son, Con's fan tas ies ,  l i k e  Mary's, a r e  

compensations f o r  mal sexual fulf i lment  and expressions of e r o t i c  

needs. Romantic savoir-fa i re  and sexual conquest a r e  i n t eg ra l  com- 

ponents of t h e  image of the  handsome soldier.  Sara's posit ion i n  the  

v i r i l e  o f f i c e r  i n  Wellington's anny i s  inevi tab ly  determined by the 

nature of t h e  sexual feel ings  and f rus t r a t i ons  t h a t  are  operative i n  

Con's personality, Con displays a f i e r c e  sexual jealousy when his 

daughter fonns a l i a i s o n  with her lover ,  and t r i e s  t o  enforce an abrupt 



in te r rup t ion  of t h e  affai r .  H i s  attenpted seductîon of Deborah 

Harford i s  t he  appeal of t r ag i ca l ly  helpless man f o r  sexual response 

inspired by maternal concern and compassion, I n  Sara these sexual 

pa t te rns  a re  repeated and recast: she i s  her  fa ther ' s  mate i n  fantasy, 

responsive t o  the  s e x u d  power of t h e  splendidly-att ired major, 

j e d o u s l y  anxious when he turns  h i s  a t ten t ion  to Nora; he r  maternal 

minis t ra t ions  to her  bed-ridden love r  a r e  expressions of the  Nwoman's 

understanding and loving compassionw Helody sought fmm Deborah. in 

t h i s  play the  appeal of t he  parental  fantasy world t o  t h e  child,  which 

was suggested by O'Neill's admiring scene d i rec t ions  describing Mary's 

d; winning charm an innocent gir l ishness  i n  Long Day' s Journex, i s  more 

f ü l l y  characterized i n  Sara's involvement i n  t h e  terms of sexual i ty  

a s  they a re  constructed i n  Con's fantasies.  Eath t h e  v i rg ina l  bride 

and the  dashing so ld i e r  o f f e r  compelling e m t i c  images to t h e i r  children, 

Involved as she i s  i n  he r  fa ther ' s  p r iva te  world, Sara 

can oriiy experience Con's self-sufficiency within t he  defenses of h i s  

pr ide and h i s  fan tas ies  as  a torturous re ject ion.  Mary's regression 

t o  a period of her l i f e  i n  which her  son can have no contact  with her 

i s  f e l t  by Edmund t o  be a painful repulsion. As alcohol e rec t s  the  

same bar r ie rs  around Con t h a t  morphine builds around Mary, Sara reac ts  

with b i t t e r  resentment and vengeance, Mien she cannot dissuade Con 

fmm executing h i s  ludicrous a t tack on Simon's fa ther ,  when Con i s  

wholly enveloped i n  t he  sensations and experiences of h i s  pas t  l i f e  

t o  t he  complete exclusion of r e a l  concern f o r  h i s  daughter's happiness 

o r  whonour,n Sara vows, "1'11 show him 1 can play the game of gentle- 

man's honour tool ' l  ( ~ c t  III, p, 131) Sara revenges herself  on her 

f a the r  sexually, by seducing Simon. Jamie Tyrone reac ts  t o  h i s  mother's 



regression i n  a s imi la r  manner: he f inds  a piano-playing whore, a 

sub t l e  re f lec t ion  of liary, with whom intercourse  i s  t o t a l l y  h i s  pre- 

rogative. Sara experiences her  fa ther ' s  indifference ta her  needs as  

a sexual re ject ion,  and she expresses her  resentment sexually. I n  

the  l a s t  a c t  of t h e  play, Sara's despair  a t  her  fa ther ' s  new found 

r o l e  i n  l i f e  reaches an hyster ical  pi tch when he k i sses  Nora and speaks 

endearments t o  her. She o f f e r s  to end h e r  re la t ionsh ip  with Simon, 

and, with a "stsange, anguished look of desperation," she appeals t o  

he r  fa ther :  fi'Pleasel Oh, Father, 1 can9 t  bear-- Wonet you be yourself 

again?" (Act NT. 176) Melody has found a way t o  overcome the trauma 

of watching a sexual re la t ionship develop between h i s  daughter and 

the  guest  ups ta i r s ,  and overcomes it, l i t e r a l l y ,  with a vengeance. 

Sara's sexual jealousy i s  quickly aroused by t he  tenderness Con shows 

Nora--a tenderness the  major couid be t rus ted  not t o  express, Herein 

l i e s  a c ruc ia l  extension of the  statement of p a r e n t c h i l d  sexual ex- 1 
pression as  it i s  presented i n  t he  play: i n  s p i t e  of the  ch i ldes  

painful epe r i ences  of re ject ion t h a t  accompany the  parent's regression 

and withdrawal from intimacy, the  sexually a t t r a c t i v e  parent telongs 

exclusively t o  the  chi ld  i n  fantasy i f ,  and f o r  as long as, the  

parent's fan tas ies  i n h i b i t  f ree ,  loving re la t ionship with t he  other  

parent. This t r i ang le  of rivaïry and possession i s  a fundamentaï 

construct  i n  ail four  of these plays, 

Sara f inds  her fa ther ' s  regression t o  a period p r e  

dating her  own existence f rus t ra t ing ,  as Edmund found 3ary9s regression 

f i ightening and disturbing. However, t he  sudden s h i f t  i n  Con's be- 

haviour and h i s  iden t i f ica t ion  with t he  vulgar, l ee r ing  image of hi% 

unscrupulous f a the r  i s  even more f r u s t r a t i n g  f o r  Sara, f o r  it precludes 

C 
E i 



p a r t i c i p a t i o n  i n  h i s  f a n t a s i e s  of sexual  prowess and aristocratie 

omnipotence. I n  S b o n  she  f i n d s  a s u b s t i t u t e  f o r  he r  f a the r ' s  

a t t e n t i o n ,  a q u a n t i t y  which, i n  he r  l o v e r ,  she can manage and con t ro l  

f o r  h e r  otm g r a t i f i c a t i o n .  The s i m i l a r i t i e s  between Simon and Con 

a r e  focussed on t h e i r  'shared 'fdream,tf t h e i r  emulation o f  Eyron, and 

t h e  shel tered  poet  each man nur tu res  wi th in  himself. (Sara te l ls  he r  

mother t h a t  Simon's poe t i c  s e n s i b i l i t y  and p o t e n t i a l  a r e  "'whkt 1 l o v e  

most about hirn.") The correspondences between Nora's pre-marital 

r e l a t i o n s h i p  with Con and Sarat s with Simon a r e  c l e a r ,  and suggest  

t h a t  Sara  hopes t o  win f o r  he r se l f  a Con Melody. 
/ 

*ere i s  R point ,  however, a t  which Sara1 s re la t ionsh ip  

with Simon has more s lgn i f i cance  i n  t h e  con tex t  of More S t a t e l ~  3ansions 

than it does within t h e  compass of A Touch of  the  Poet, and it i s  a t  

t h i s  point  t h a t  O'Neill 's i d e n t i f i c a t i o n  s h i f t s  from Sara to t h e  un- 

seen f i g u r e  of Simon. What l i t t l e  information t h e r e  i s  i n  t h e  p lay  

pe r ta in ing  t o  Simon a s  a perçonal i ty  independent of Sara's f a n t a s i e s  

and needs o u t l i n e s  a character  no t  f a r  rmoved from Edrnund Tyrone. 

Like Edmund, S*on has embarked on an adventure independently of h i s  

f m i l y ,  but again f i n d s  himself r equ i r ing  pa ren ta l  a t t e n t i o n  and care. 

The whore-mother f i g u r e  who a t t r a c t s  and t e r r o r i z e s  Simon i n  More 

S t a t e l ~ f a n s i o n s  -Y kegins t o  taka shape i n  S a r a t s  seduction of he r  

lover.  T h r o u ~ h  t h e  assum~t ion  of materna1 fwc t ions ,  csr ry ing food t o  

 hi^, f l u f f i n ~  h i s  plllows, S ~ r a  awakens Simon's suppressed e r o t i c  

needs 2nd c o ~ p e l l s  him t o  a remal  encounter. Sara c o r r e c t l y  perceives 

t h a t  Debrah,  another a t t r a c t i v e  mother, i s  h e r  only r i v a l  f o r  Simon's 

a t t e n t i o n ,  and R dangerous t h r e a t  t o  e sexual r e l a t i o n s h i p  t h a t  i s  . 
bssed on an e e r l y  pracedent of an exclus ive  mother and son l i a i s o n .  



I n  one p a r t  of  Simon's r i n d ,  Sara i s  a "holy image," a v i r g i n a l  

mother, perhaos who will r e ~ e l l  t h e  sexual  advances of  h e r  of fspr ing .  

Lut i n  h i s  poetry,  and i n  h i s  d ia ry ,  he  overs teps  t h e  bounds of i n c e s t  

#round the holy image and s e s s  Sara a s  a compelling o t j e c t  of sexual 

desire. The opposi t ion of t h e s e  two segnents  of Sinon's consciousness 

i s  t h e  p e r n e t r a t o r  of a l 1  t h e  tens ions  and g u i l t  o f  More S t a t e l y  ~ a n s i o n s .  



The Witches' Coils 

Deborah Harfordts rambling, "eccentricW warning t o  

Sara i n  A Touch of the  Poet portends the  younger woman's transformation 

i n  More S t a t e l ~  Mansions from O'Neill's surragate t o  the ambitious 

adventuress who exploi ts  Simon's weakness. A s  Deborah r eca l l s  t he  

h i s tory  of t he  Harfard family, she ou t l ines  a detennining genealogy 

of re la t ionships ,  an inevi table ,  inescapable pat tern of men enslaved 

and weakened by dreams, and women enslaving, made greedy and powerful 

by ~ e n ~ e a n c e . 1  ,deborah creates  a p ic ture  t h a t  i nv i t e s  comparison of 

t h e  present with t h e  past: Simon's grandfather preserved h i s  French 

National Guard uniform as  Con preserved his mi l i t a ry  unifonn; Simon's 

poetic and philosophical idea ïs  a r e  a leg i t imate  and ominous inher i t -  

ance fmm h i s  ancestors; Sara f inds  Napoleon a conpelling, magnetic 

f i gu re  as pas t  Harforà women did, and she shows s igns  of the  kind of 

ambitious, resourceful energy Deborah describes as  charac te r i s t ic  of 

Harford women. 

The pa ra l l e l s  between t h e  Melodys and the Harforàs i m -  

p l i c a t e  Sara i n  t he  pat ternt  her  femininity a l igns  her  with her pre- 

decessors i n  this repe t i t ive ,  imprisoning sequence of b i t t e rness  and 

vengeance. Deborah perceives i n  Sara the  q u a l i t i e s  t h a t  make her 

1 O'Neill i s  acutely aware of t h e  determinant influence of  parental  
a t t i t udes  and behaviour on offspring, The spec t ra l  presences of long- 
dead ancestars haunt Mourning Eecomes Electra. I n  t h a t  play, family his- 
to ry  becomes a s c r i p t  f o r  the present, re-casting contemporary characters 
i n  t he  ro les  of t h e i r  ancestors, t o  an ul t imately  t r ag i c  end. I n  Wansions 
s imi la r  tragedy and incarceration within t h e  pas t  i s  only barely averted 
through the  intervention of Sara's f resh  blood. 



susceptible to  involvement i n  the  family's dreams and nightmares, and 

she t e l l s  Sara tha t  the nevi l  old witchesn who were the  mates of the  

Harford men "would have smiled l i k e  senile,  hungry serpents and wel- 

comed you in to  t h e i r  c o i l ~ . ~  (m, Act II, p. 83) The suggestion 

here of serpentine, labyrinthine female conspiracy becomes the  most 

resonant, powerhil image of More S t a t e l s  Mansions. It i s  an image 

t e r r ib le ,  phantasmagorical, nimical, yet  growing out of the finda- 

mental dynamics of weryday family relationships presented i n  Long 

Das's jour ne^ in to  Nitlht. .by disengaging himself from the  r e a l i s t i c  

context of Lon? Dayls jour ne^, OINeill seems t o  gain freedom t a  f u l l y  

explore the  uncgscious implications of the  por t r a i t  of Mary--impli- 

cations perhaps unacceptable within the expl ic i t ly  autobiographical 

atmosphere of the Tyrone play. Even Deborah's confrontation with Sara 

a t  t h e i r  f i r s t  meeting begins t o  reconstruct experiences of radical 

importance i n  the  Tyrone drama. Deborahls rapid chat ter  and detached, 

remote manner as she speaks to Sara i s  raniniscent of Mary's s ty le  of 

speech as morphine l i f t s  the  barr iers  between fantasy and rea l i ty ,  

and Debrah operates in b t h  A Touch of the  Poet and More S ta te l s  

Mansions as  a f igure caught between f a c t  and dreatn. Mary's susceptib- 

i ï i t y  t o  the  power of her fantasy warld stimulates the familyls 

trauma of confl ict ,  and Deborah's precarious position has similar 

disturbing influence on those around her and on the  direction of the  

play (men such a f innly pract ical  man as lawyer Gadsby becomes some-. 

what unhinged i n  the  a r t i f i c i a l  atmosphere of Deborahls garden). She 

i s  the  i n i t i a l  ca ta lys t  i n  the  disruption of the  ordinary domesticity 

of her son's marriage. 

Again O'Neill has organieed his dramatic materiaïs i n  



such a way t h a t  h i s  agent i n  t he  play confronts t he  choices presented 

by ear ly  adulthood, and again strong parental  influences i n t e r rup t  the  

t r ans i t i on  from childhood t o  f u l f l l l i n g  adul t  iden t i ty ,  Deborah's 

presence i n  t h e  play, and her metamorphosis from young coquette to 

good grandmother t o  wizened witch, reawaken archaic con f l i c t s  and power 

s t ruggles  i n  Simon's mind, and, l i k e  a sorceress, Deborah transposes 

him from the  r e a l i t y  of his a d u l t l i f e  t o  t h e  bygone experiences of 

his chïldhood, and plunges him i n t o  t h e  sensations and feel ings  of 

a small boy rbenveloped i n  t h e  i n t e n s i t y  and strength of family 

relationships.  S p o n  i s  l e f t  emasculated and t o t a l l y  incapable of 

f u l f i l i i n g  t h e  aemands r e a l i t y  makes on him as a grown-up man, a 

husband and a father.  His extreme s e n s i t i v i t y  t o  h i s  motherls in- 

fluence d i s t o r t s  and in fec t s  h i s  perception of r e a l i t y  and deprives 

him of control  of h i s  own l i f e .  

The te r r i fy ing  v is ion  of insan i ty  t h a t  runs l i k e  a 

current  of poison through the  play and reaches i t s  f u l l e s t  expression 

i n  the  l a s t  act ,  focusses f i n a l l y  on the power of t he  evil witch to 

possess and destroy t h e  helpless  toy. On t h e  one hand, O ' N e i l l  suggests 

t h a t  t he  witch-motherls a r t s  a r e  a projection of the i n t ens i ty  of un- 

resolved conf l i c t s  i n  Simon's own mind. But a t  the same time, there  

i s  i n  the  play a statement of a s i n i s t e r ,  malevolent purpose behind 

t h e  re la t ionsh ip  between Sara and Deborah, of an in sa t i ab l e  need f o r  

revenge t h a t  f inds  i t s  fulf i lment  i n  t h e  hapless m a l e  trapped by h i s  

dependence on t h e  women i n  h i s  l i f e .  Simon r e t a in s  a chïld-l ike be- 

l i e f  i n  his motherls power t o  change the  s c r i p t  of h i s  l i f e ,  t o  a l t e r  

t h e  ending of the  f a i r y  t a l e ,  and O'Neill seems t o  concur, i nves t in i  

Deborah with a conscious power over Simon's destiny. Her wllful 



res i s tance  to her  son's demands f r u s t r a t e s  and enrages Simon, and 

f i n a l l y  renders him a helpless child. Sara quickly becomes involved 

i n  Deborahls apparently purposeful, c o n s p i r a b r i a ï  c a l d a t i o n s  and 

shares i n  he r  mothe-in-lawls power over Simon. By drawing the 

characters of the  women i n  t he  play i n  t h e  images i n  which they l i v e  

i n  Simon's mind, OINeiU f ixes  respons ib i l i ty  f o r  Simonls despair  o r  

peace i n  persona l i t i es  external t o  h i s  own. I n  t h e  l a s t  scene of t h e  

play Simon i s  t o t a l ï y  passive, t o t a l ï y  deprîved of autonomy and d- 

pendent on the  goodwlll of the  powerful f emde  f igures  t h a t  confront 

him i n  the  garden e r e  he spent h i s  childhood. 

e ghosts of the  pas t  haunt and t e r r o r i s e  t he  Tgrones md 
and i n  Hore S ta te ly  Mansions these ghosts a r e  r e d i s e d  i n  de ta i l .  The 

Harfords l i v e  i n  an atmosphere reduced to t h e  most rad ica l  and elemental 

detenninants of l i f e  and behaviour. The coquett ish,  ce l iba t e  girl of 

Mary Tyronels fantasy l i f e  takes over t he  core and hear t  of Deborah 

Harfordls existence. The scenes and sensations of childhood t h a t  

continue t o  l i v e  i n  t h e  adul t  minds of &und and Jamie *one become 

t h e  r e d i t y  of Simon Harford. What, then, does OINeilL do wit.h the  

Tyrones i n  t h i s  r a r i f i e d  atmosphere of fantasy, g u i l t  and fear?  

The "real" circumstances of Mansions a r e  these: a 

young man, who has chosen a wife and has had children by her, i s  dis- 

cover* a t  a c r i t i c a l  point  i n  h i s  career. Be must choose, as  *one 

once chose, between attempting t o  f u ï f i l l  a jeslously guarded dream 

of a r t i s t i c  and i n t e l l e c t u a l  success and accepting the  material  

f r u i t s  prornised by a tempting f inanc ia ï  venture. J u s t  as  he i s  con- 

fronted by t h i s  choice, his mother, from whom he has b e n  estranged,' 

reappears i n  his l i f e ,  impelled by t h e  will of h i s  dead father.  These 



reawakened parental  influences have a disturbing e f f ec t  on Simon and, 

under pressure from wife and mother, he abandons h i s  independence, 

and h i s  p r iva te  dream, and accepts t he  o f f e r  of f inanc ia l  opportunity. 

He takes t h e  place of a f a the r  he hated and re turns  ta his nother's 

house. I n  t h e  ensuing w e n t s  of t he  play, t h e  c r i t i c a l  element of Simon's 

choice becomes h i s  re-entry i n t o  t h e  scene of h i s  childhood, his re- 

l uc t an t  re turn t o  h i s  father 's  mansion and h i s  motherrs garden. For 

O r N e i l l  t h e  most portentous aspect of Simon's decision i s  h i s  weaken- 

in& grasp on his independence and the  erosion of h i s  autonomy as a 

self-detemined adul t  male. As the  play develops, t he  agents of 

oppression a re  o s e d  thmugh the  key re la t ionships  of Simon's l i fe ,  

re la t ionships  which i n  ear ly  childhood stimulated cer ta in  pat terns  of 

perception and behaviour t ha t  a r e  now the precedents shaping h i s  aàult- 

hood. 

Simon's ea r ly  experiences i n  b b o r a h r s  walled garden 

a r e  ac t ive  and rev i ta l ized  deteminants  of h i s  response t o  t h e  current  

re la t ionships  of h i s  l ife--his response t o  h i s  wife, h i s  children, his 

business collsagues. Tlie garàen remains unchanged, a fixed and powerful 

image in h i s  consciousness, and a strongly real ized se t t ing  f o r  the  

most c ruc ia l  scenes of t he  play. The garden i s  patent ly  a r t i f i c i a l ,  

managed and b n t r o l l e d  to confonn t o  a personal vis ion of peace and 

secur i ty  and withstanding the  pressures of t h e  outside world. Rie woman 

who created it and sequestered herself  t he re  i n  t h e  first dsys of he r  

marriage and motherhood l i v e s  there  s t o l ,  r e s i s t i ng  tîme and change. 

The garden i n  Deborah's world, estranged from l i f e ,  a s tage f o r  t he  

enactment of  gratifying fan tas ies  and escape f m m  the  uncongenid $enas 

of  her  l i f e  i n  her husband's home. Simon's par t ic ipat ion,  as a smdl 



boy, i n  these fan tas t ic  productions and h i s  experience of t he  anxiet ies  

and sa t i s fac t ions  he assoclated with them, a r e  exposed as  the  chief 

determinants of h i s  adul t  l i f e .  

There a r e  e s sen t i a i  congruencies drawing together Mary 

Tyrone's g i r l i s h  fan tas ies  of nunhood and a r t i s t i c  success and Deborah 

Harford's existence within he r  walled garden. Both mmen f ind  the  

demands of marriage and motherhood insupportable: Mary's fantasy of 

wlthdrawal t o  the  seclusion of t h e  c l o i s t e r  i s  paral le led by Deborah's 

r e t r e a t  t o  t h e  garden. A f igura t ive  celibacy e f f ec t s  f o r  each a secure 

defense against  t he  t h r e a t  of int imate  eexual relationships.  I n  

A Touch of t h e h o e t ,  Deborah describes her  honeymoon t o  Sara: 

"1 used to dream 1 was Josephine-men a f t e r  my marriage, I ' m  afraid.  
The S i s t e r s  [simones g rea t  aunts 3, as  evezyone c a i e d  them, and aïî 
of the family acconpanied my husband and me on our honegrnoon--to Paris 
t o  witness the Rnperor's c o r o n a t i ~ n . ~  She pauses, smiling a t  ber  
memories. (Poet, - Act II, p. 84) 

Such an irregulari ty--a honeymoon t h a t  was a family venture i n  t he  ser- 

v i c e  of  mythical, r i t u d i z e d  notions of romantic love--surely suggests 

Deborah's f e a r  of s e m a i  intimacy with her  husband and the function 

of  her  compensatory e ro t i c  fantasies.  Debrah's  white dress and 

g i r l i s h ,  maidenly appearance a t  t he  beginning of t h i s  play r e c a l l  t h e  
C, 

scene of Mary's wedding day, and f a c i l i t a t e  a regression t o  pre-marital 

experience t h a t  denies t h e  existence of hustand and sons. I n  t he  f i r s t  

garden scene of More S t a t e l s  Mansions Deborah i s  discovered i n  a s t a t e  

of acute tension, struggling with t h e  nghosts and corpsesn of severe, 

unresolvable confl ic ts .  Her condition i s  a precise  re f lec t ion  of Faryts  

confrontation with r e a ï i t y  and the poss ib i l i t y  of escape through su& 

mission t o  her  addiction t o  morphine. Deborah describes t o  Gadsby. 
< 

and Joel  t h e  sensations aroused by her brief surrender to the-inagnetism , 



of t h e  dark i n t e r i o r  of t he  summerhouse: 

. . . I was so longingly fascinated,  1 had forgot ten fear.  The 
temptation t o  escape--open t h e  door--step boldly across t he  threshold. 
And, a f t e r  a i l ,  good God, why should 1 be frightened? What have 1 t o  
l o s e  except myself as  1 am here ln l  

Deborah has j u s t  l o s t  her husband, i s  deserted by a precious son, and 

age i s  depriving her  of t he  pr ivi leges  of a beautiful  young woman. Her 

fantasy l i f e  as  an eighteenth century courtesan has i l l-prepared her  

t o  meet t h e  r e a l  emergencies of l i fe ,  and deprived of t he  energy 

and resources to a s s e r t  i t s e l f ,  becomes an imprisoning burden of con- 

sciousness. When Deborah's r e a l  environment cannot o f f e r  her  t he  

g ra t i f i ca t ion  an secur i ty  her  fan tas ies  and anxiet ies  require, t h e  P 
summerhouse, l2ke  morphine, o f f e r s  escape. Eut both Deborah and Mary 

recogniee the  hazards of t h e i r  routes  of escape. It is  a kind of 

suicide Deborah contemplates, and she i s  caught i n  a s t rangl ing web 

of f e a r  and despair. I n  t he  character of Deborah, O'Neill creates  a 

supe r - r ed i s t i c  extreme of the  con f l i c t s  and anxiet ies  t h a t  defeat  

Mary Tyrone. Ey f reeing himself from t h e  spec i f ic  context of his own 

l i fe ,  which inhibiteci a thorough exploration of h i s  a t t i t u d e  towards 1 
h i s  own mothgr i n  Long Da'r's Journex, O'Neill en te rs  t he  garden, and, 

through Simon's eyes, watches t he  drama of h i s  own childhood. The chief  

revelation of t h i s  re-directed invest igat ion i s  the s.exual re la t ionship 
I 

of mother and son, and the appearance of t h e  powerful f igure  of t h e  

whore-mother . 
Deborah's fantasy of t h e  beautiful, powerful courtesan 1 

using her sexual chams t o  conquer and enslave kings and empemrs 

s a t i s f i e s  her  n a r c i s s i s t i c  sense of her own omnipotence and s a t i s f i e s  

1 Ehgene O ' N e i l l ,  Nore S t a t e l s  Mansions (New Haven: Yale Univ. Press, 
1964), p. 28. Subsequent references t o  t h e  play per ta in  to t h i s  edition. 



se& needs t h a t  cannot be f u l f i l l e d  i n  r ea l  relationships. It's a 

doubleedged weapon t h a t  Deborah uses to defend her  dream-world: on 

one s ide her  cel ibate  existence, l i k e  Earyt s, preserves her from r e a l  

sexual intimacy which would be threatening ta her notion of romantic 

love; on the  other  side, her fantasy l i f e  i s  so constructed as  to 

f u l f i l l  urgent sensual needs i n  a context of power and authority which 

does not admit the  poss ib i l i ty  of rejection o r  gui l t ,  the  court 

watchesn with envy and admiration as  King Louis of fers  his a m  t o  

h i s  mistress, enslaved Dy his passion f o r  her--this i s  a straightforward 

e ro t i c  e ro t ic  expression of Xary Tyronets desexualized dream of acclaim 

and success as  a/musicsl protege pmmoted by a benevolent, cmpl iant  

f ather. 

Simon's involvement, as a child,  i n  t h i s  potently 

sexual dream world was both threatening and gratifying t o  Deborah, Be 

was, indeed, an intruder  i n  the  garden, a reminder of another r e a l i t y  JI 

of marriage and motherhood t h a t  undercut the efficiency of Deborahts 

escape. Eut, on the  other hand, the  play suggests t h a t  the  s m d l  

boy's personality was easi ly manipüiated and weakly receptive to the  

mother's influence. Simon accuses bborah  of a lack of respect f o r  

his--or anyone else's--independence, and of using her offspring as  

instruments i n  the  perpetration of her f a n t a ~ i e s : ~ ~ Y o u ' v e  never cared 

about children, except as toys t o  play with--unless my memory i s  al3 

wrongt" ( ~ c t  1, p. 65) Simon's accusations are  a t  l e a s t  pa r t i a î îy  

motivated by a need to just i fy h i s  own part ic ipat ion in Deborah's 

e ro t ic  fantasies  by projecting an image of a helpless, necessarily 

dependent chi ld thoughtlessly manipulated by h i s  mother, The 

accusations are  legitimized by the  terms of O'Neillts portrayal of 
l 



Deborah's calculations and the  ease with which she estatilishes control  

over Sara, and O ' N e i l l ,  l i k e  Simon, must have f e l t  a need to j u s t i fy  

h i s  own involvement i n  his mother's fantasy life. Such involvement 

is, i n  bath cases, perceived as unacceptable, arousing incest 

and insp i r ing  f ea r s  of re jec t ion  and perhaps, a s  w e l l ,  the  kind of 

paternal Jealousy *one displayed i n  Lonp: Dag's Journey. Deborah's 

s e l f i sh ,  almost magical power over both t h e  ch ï id  Simon and tbe  adul t  

absolves Simon (and O'Neill) of gu i l t  and respons ib ï l i ty  f o r  e ro t i c  

fan tas ies  aroused by 'his  mother. The ease with which Simon can s l i p  

i n t o  t he  r o l e  of court ly  gentleman ind ica tes  t h a t  Deborah was a U e  to 

i n t eg ra t e  her  SA i n t o  her  eighteenth century l i f e  and t h a t  he became 

the dre-lover enslaved by her  charms. &cause of h i s  needs, as a 

child,  f o r  Debrah's care and at tent ion,  Simon was eas i ly  pressed i n t o  

accepting t h i s  mode of t h e  f i l i a l  re la t ionship,  and h i s  dependence 

made h i m  an idea l  agent f o r  the  f i gu re  of King Louis ensnared by h i s  

 stress, o r  Napoleon a t  the  f e e t  of Josephine. And the  ro l e  of king 

and emperor i s  a grat i fying one f o r  a l i t t l e  boy. fPlt whatenrer 

sa t i s fac t ions  Deborah could e l i c i t  f r o m  her  son, there  i s  an under- 

current  of powerful resentment t h a t  colours her a t t i t u d e  towards Mm, 

both a s  a chi ld  and a s  an adul te  Her resentment insp i res  a fee l ing  

of vindict ive h o s t i l i t y  somewhat akin t o  t h e  nrevengeful haten 

Deborah ascribes i n  A Touch of  the  Poet to the  Harford nuitches" of 

t h e  past. She says to herself ,  i n  t h e  parlour scene of strange and 

t e r r i b l e  hate  and jeelousy, "'1 never wanted him t o  be conceived--1 was 

glad to be r i d  of him when he was boni-- He made my beauty grotesquely 

ugly by h i s  presence, bloated and misshapen-- And then the  compulsion 

t o  love him a f t e r  he was boni--'n (Act II, p. 1.22) Debarah's resent- 



ment of Simon i s  natural iy  enough directed towazùs h i s  untimely in te r -  

ference i n  ber i dea l  fantasy world of t h e  beaut i ful  courtesan. The 

child 's  a r r i v a l  demanded t h a t  Debrah assume maternai functions t h e  

performance of which was i l l - su î t ed  to her  own needs. Mary Tgrone's 

posture of g i r l i s h  innocence was s imi la r ly  f ru s t r a t ed  by the  demands 

of parenthood, and she suffered the  concomitant  feel ings  of maternai 

inadequacy. But Deborah's resentment runs fur ther ,  on a deeper l e v e l i  

she complains of t h e  "compulsion t o  love  himen The t h r e a t  of forming 

an intimate re la t ionship with a r e a l  person who has existence outs ide 

t h e  control  of her pr ivate  domain i s  a ser ious  one f o r  Deborah. It 

implies exposurbof t he  characters and d r m a s  of her  dreams, and, more 

important, Che poss ib i l i t y  of re jec t ion  of her  compelled offer ing of 

intimacy. Her dependence on Simon's l o y a ï t y  deprîves he r  of t h e  

omnipotence she enjoys i n  t h e  imaginative world of King Louis' court  

--Simon can (and, i n  f ac t ,  does) discard h e r  g i f t c  and dese r t  her. 

Simon's par t ic ipat ion i n  t he  manifestly sexual dramas of i l l i c i t  

re la t ionships  opens another hazardous area of consciousness f o r  Deborah 

through implications of incest .  Deborah's e r o t i c  a t t r ac t ion  to he r  

son and the  f e a r  it insp i r e s  i n  her  lends a wider significance t o  

Mary's warning to &und i n  t h e  l a s t  a c t  of L o n ~  Das's Journex: n'Don't 

touch me. It i s n ' t  r i g h t  when I 1 m  going to be a nun."' Deborah's 

f r i g i d i t y  contributes t o  the  s anc t i t y  of t h e  *holy imagew Simon saw 

in  Sara i n  A Touch of t he  Poet, and s t r i c t l y  separates "mothern from 

sexuaî partner. 'Ihe paradox i s  obvious, one t h a t  Simon himself points 

out  t o  h i s  mothert Debrah's fearfd.  disdain of the  n f i l t h n  and vul- 

g a r i t y  of r e a l i t y  and r e d  sexual re la t ionships  i s  absurdly 
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by her own eighteenth century " l i fen  and indulgence i n  i l l i c i t  love 

a t  Louis' court. 

Simon's prolonged subscription to the terms of Deborah's 

fantasy world and h i s  continue c o d t m e n t ,  as an adult, t o  the ro le  

he played i n  it as  a chi ld i s  revealed i n  h i s  choice of m a r r i ~ g e  

partner. Ris perception of Sara as a t  once holy image and object of 

sexual desire  i n  A Touch of the  Poet i s  a ref lect ion of Deborah's 

position i n  h i s  childhood world. The precedents fonned by h i s  e a r l i e s t  

experience continue t o  determine and r e s t r i c t  h i s  response t o  Sara as 

a wife and cornpanion, bpos ing  archaic and inappropriate patterns of 

response and be d aviour shaped by his original  contact with waman. The 

l imitat ions of the  por t r a i t  of Sara i n  Mansions, the compelling 

correspondences between her personality, her needs and fantasies  and 

those of Deborah t h a t  e f fec t  a profound transformation of the  richly- 

drawn character of Sara i n  A Touch of the Poet, suggest t h a t  O'Neill 
r 
\ 

part icipates  i n  Simon's fantasy-determined vision of h i s  wife. Sara 

enjoys the  prospect of playing mistress to a Napoleon of commerce as  

much as  Deborah enjoys her dream of enslaving a powerful king to h i s  

passion f o r  her. Sara's involvement i n  the  Company achieves f o r  her ) 

an omnipotence similar t o  the power and authority t h a t  a re  Deborahls 

i n  her dream warld. Fïnally, t he  a ~ ~ a r e n t  kinship of the two wamen, 

t h e i r  feminine all iance, i s  seen as a dangerous and malevolent conspir- 

acy, a r e a l  and constant threa t  t o  Simon's manhood and autonomy. The 

pattern of perception t h a t  reveals t h i s  insidious relationship i s  

indeed a th rea t  t o  Simon's freedom from archaic needs and conflicts. 
l 

But the  play i t s e l f  lends an objective ve r i ty  to Simon's anxieties gnd <I 

t he  creat ive process of dwelopment between A Touch of the  Poet and 



Elore S ta te ly  Mansions involves the elimination of those elements of 

Sara Kelody's personality which made her a character independent of 

Simon's fantasies.  The essent ial  ca ta lys ts  i n  t h i s  process a re  Simon's 

marriage, t h a t  i s  the  s e x u d  consummation of h i s  relationship t o  t h i s  

woman who seems so l i k e  mother, and h i s  return to h i s  parent&* home 

and and the  scenes of h i s  ear ly l i f e .  

Simon suffers  debi l i ta t ing  g u i l t  and anxiety i n  the  

conpany of wife and mother i n  h i s  childhood home. The situation-- 

l i v ing  with h i s  wife i n  his father 's  house adjoined by his mother's 

garden--reawakens conf l ic t s  and sensations of ear ly l i f e  t h a t  f i n a l ï y  

overwhelm h i s  c 4 c i t y  to function as an adult. The confusion of 

i d e n t i t y  t h a t  merges Debarah and Sara, t he  s imi lar i ty  of t h e i r  fan- 

tas ies ,  and the  congruence of t h e  roles  they play i n  Simon's world 

grow from Simon's or iginal ,  i n f a n t i l e  perception of h i s  mother as 

h t h  a f igure offering mate$nal sustenance and protection and an 

object  of sexuaï desire  defended by prohibitive inces t  fears. Simon's 

r e t r e a t  from Sara's bed i s  a symptom of h i s  f ea r fu l  perception of a 

re-enactment of h i s  boyhood relat ionship with Deborah. His r e e n t r y  

i n t o  t h i s  archaic world renders h i s  adul t  i d e n t i t y  inadequate and 

frustrat ing.  He describes t o  Joel h i s  feel ings of reject ion and 

d iena t ion:  

wSometimes the  two have appeared to l o s e  t h e i r  separate iden t i t i e s  i n  
my mind's eye--have seemed, through the  subt le  power of Xother' s fan- 
t a s t i c  will, t o  merge and become one woman--a spiritwoman made f l e sh  
and f l e sh  of her made s p i r i t ,  mother and wife i n  one--to whvme 1 was 
never anything more than a necessary adjunct t o  motherhood--a son i n  
one case, a husband i n  the  other--but now no longer needed since the  
mother by becoming the wife has my four  sons to subs t i tu te  f o r  me, and 
t h e  wife, having them, no longer needs a husband to use i n  begetting-- 
And so 1 am l e f t  alone, an unwanted son, a discarded lover,  an outcast  
without meaning o r  function i n  my own home . . . . (Act II, p. 73). 

Simon i s  descriûîng himself as a man bereft  of ident i ty ,  power, sig- 



nificance, exiled from h i s  mother's garden and h i s  wife's bed--nun~anted 

son" and "discardeci lover." His estrangennent from these important 

positions effects  a profound impotence tha t  f i l l s  him with resentment 

and he ident i f ies  the  origin of his discontent i n  Deborah's n w i ï ï . n  

The al l iance between the two women, which seems to hinge on t h e i r  mother- 

hood t o  Simon's sons, h i s  r ivals ,  suspends the  useful dichotomy t h a t  

guaranteed peace i n  Deborah's garden, and Simon f e e l s  the  painful 

anxieties in f l i c t ed  by i ts  dissolution as  a d i rec t  and malevolent attack 

on him by Deborah with Sara as her accomplice. He perceives the power 

of his relat ionshi  t o  wife and mother to exert  archaic, inescapable 7 
influences as a d a p o n  heid & the two m e n  to his disndvantage. The 

g r e a b s t  significance of t h i s  projection of in terna l  disseneion l i e s  

i n  O'Neill's veiled concurrence. The merging of iden t i t i e s  *ch 

occurs i n  Simon's "mind's eyeM occurs as  well i n  the  objective eye of 

the  play. The disquieting union of the  " sp i r i tn  of Woman (maternai 

figure) with the  "fleshW of Woman (sexud. figure) i s  dramatically 

authenticated i n  the  th i rd  scene of Act Two when the  two women, hands 

clasped, become each a ref lect ion of the  other  i n  the image of the 

whore-mother. O'Neill's r ea l  understanding and consciousness of the  

determinant effect of early chiïdhood experiences on adult  behaviour 

and perception leads him t o  a s t a r t l ing  and certainly not sequential 

conclusj.on: through irwestigation of these archaic detenninants he, 

and Simon, f ind  t h e i r  source not i n  the compendium of drcumstances 

tha t  surrounded the  chiid Simon, but i n  a par t icu lar  personality who 

mercilessly and vengefully manipulated those circumstances. Deborah's 

conscious complicity i n  Simon's miserable f a t e  f ina l ly  deprives him* 

of dl control over h i s  own destiny. The power struggle t h a t  goes 



on between Deborah and Sara fo r  possession of the next generation of 

Harford sons inàicates reprehensible motives of greed and self-interest 

i n  the maternai aspirations of the two women. Debarah declares to 

Simon, with "vindic t ive  satisfaction, " tha t  her grandsons can never 

forget met (Act II, p. 104) Her boastful assertion of control 

suggests a purposefui manipulation of the i r  youthful and impressionable 

minds to her own advantage, andlegitimizes Simon's complaints of her 

treacherous calculations to  deprive him of mature freedom and render 

him captive once again. Any expression of the auehority o r  independence 

of manhood on S on's par t  evokes the presence of these powerful, P 
greedy m e n  who would reduce him t o  heïplessness and impotence by 

threatening to exile him to ta l ly  from the i r  world. Sara, her anger and 

vengeance inspired by Simon's ineffectual manoeuvring and attempts 

a t  reorganization of the family scene, says to Deborah, "'1 teU you, 

as woman t o  woman, I'd l e t  him go back and oack in to  the past un t i l  

he got so l o s t  i n  his dreams he'd be no more a man a t  dl, but a timid 

l i t t l e  boy hiding f m  l i f e  behind my ~ k i r t s f ' ~  (Act II, p. 134-5) 

5y interpreting the psychological effect  of the prox- 

imity of wife and mother as the resul t  of purposeful conspiracy between 

the women, Simon finds himself the chief object of in teres t  i n  t he i r  

world. The notion of conspiracy, i n  spi te  of i t s  obvious threat, offers 

defini te  gratification: it fac i l i t a tes  a return to a position of in- 

f a n t i l e  importance.' Yet b t h  O'Neill and Simon recognize the hazards 

and penalties of submission to the seductive, regressive influence of 

1 Accompanying the undienable central i ty of the l i t t l e  boy's. 
position i n  the mother's world, are feelings of infant i le  omnipotence. 
Simon!s notion of consumer slaves oppressed by a closed economy under 
the Company's control rewards him with similar feelings of power. He 



t he  conspiracy and to the  power of the  m e n  and t h e i r  fantasies-- 

sacr i f ice  of autonomy, abnegation of the  r ights  of an adult. The 

sexually and mentally mature male cannot w i n  admittance to the walled 

g d e n  and i t s  forbidden grat i f icat ions,  a world now enjoyed by Simon's 

young sons. The cmpulsion t o  return there, inspired by the tensions 

and conf ï ic t s  of the  present s i tua t ion  and i ts  analogy to the past, i s  

f i n d l y  ident i f ied  i n  the  play as insanity. The f ea r fu l  vision of this 

ultimate reject ion of r e a l i t y  and l o s s  of adult  ident i ty ,  sexual potency 

and mature f acu l t i e s  of reason and perception i s  Simon's greatest  

t e m r .  The insidious development of Simon's anxieties and regressive 

impulses in to  a )z'6ttslly incapacitating madness t h a t  deprives him of 

freedom and self-direction i s  determined by t he  response of the  two 

women t o  his needs. As Simon abandons h i s  cornmitment t o  r e a l i t y  he 

loses  the  potrer of self-determination through suttnission t o  a compulsive 

reliviny of archaic experience. The power struggle which ensues i s  

realized i n  the  play not as  dissension between opposing segments of 

S b n n ' s  consciousness, but, rather, as a struggle between Simon and the 

women who d d  reduce him t o  the  helpless, h p o t e n t  posture of a mal1 

boy. 

Simon reca l l s  with vital. c l a r i t y  and emotional in tens i ty  

a f a i r y  to ld  him by h i s  mother d e n  he was a boy. The t a l e  c rys ta l l izes  

i n  essence the  s c r i p t  of Simon's l i f e .  It is  a s tory  of dispossession, 

privation and fea r  and, significantly,  i t s  author was Deborah herself. 

returned t o  commerce, and abandoned in te l l ec tua l  and a r t i s t i c  goals, i n  
the  service of uncontrollahle regressive impulses which demanded e n a c t  
ment of childhood fantasies  of absolute power, such as  OINeilï described 
t o  Agnes &en he to ld  her of his walleù-in "dream estaten and the  
authority he would enjoy there. 



A young king is b d s h e d  from h i s  happy domain by the  evil a r t s  of a 

beautiful sorceress. Ijefore his departure t o  lonely exi le ,  she tells 

hirn t h a t  a dedicated search may discover a nagic door through wfiich he 

can re-enter his kingdom. Re devotes himself wholly t o  the  search and 

f ina ï ly  cornes upon the  magic door. Eut he i s  doomed t o  m a i n  f o r m e r  

on the threshold, f o r  the  enchantress reappears and suggests t o  him 

t h a t  she rnay have betrayed hfm, t h a t  the  door, once opened, rnay reveal 

a barren deser t  haunted by ghosts and ruled by an evil witch who w i ï i  

devour him with cannibaï greed i n  an e f f o r t  t o  maintain her  r igh t  to 

h i s  realm, Rie king can nei ther  turn away from t h e  door, f o r  he is 

chained there powerful spel l ,  nor can he open the door, f o r  he 

f ea r s  t h a t  the  sorceress' warning may be true. H e  spends his l i f e  i n  

f ront  of this ominous, enchanting portal ,  a beggar, starving, crying f o r  

alms. Simon recognizes the radical analogy t h i s  t a l e  has to h i s  own 

experience, and, more than this, iden t i f i e s  the  author of the t a l e  a s  

the  control ler  of h i s  destiny. The young king's obsession w i t h  regaining 

what i s  r ight fu l ly  his--an obsession which leaves h h  an aged beggar i n  

f ron t  of a closed door--is figured in the  tale as  the  mil  spe l l  of a 

malicious witch woman. Similarly, Simon's attempt t o  exercise the r igh t s  

of possession over the  garden of h i s  chiïdhood leaves him powerless and 

emasculated a t  the  hands of the  present proprietor, The closed door of 

the  summerhouse portends both the  peace and gra t i f ica t ion  of a fantasy 

world and the  t e r ro r s  and ghosts of insani*. And i n  f ront  of the  door 

stands Deborah, ent iche,  and forbidâing, courtesan and white-clad cel i -  

bate, whore-mother. 

The intensely e ro t i c  atmosphere of the  garden, peopled 

as it i s  by the  f igures of Deborahts fantasies ,  suggests t h a t  Simon's 

l o s t  kingdom i s  the  period of free,  uninhibited sensuality he q e r i e n c e d  



i n  fantasy as a s n d l  child,  The focal  point of the  garàen is the  

conical summerhouse, s i t t i n g  l i k e  a beguiling jewel amid the  à i s tor ted  

shapes of natural  vegetation. I t s  cen t ra l i ty  i s  manifest: t he  door i s  

paintod a gleaming laquer' red, and i n  one garden scene even Nature her- 

s e l f  conspires with Simon's obsession t o  highlight the.aspir ing point of 

the  roof and the  r ich  colour of the  door by à i rec t ing  the waning l i g h t  of 

t h e  afternoon s w t o  i l luminate this mysterious, enchanting structure. 

The i n t e r i o r  of the house 3s dark and somehow graspingly, e ro t ica l ly  

magnetic, and powerhilly feminine, f o r  it i s  the  place of Deborah's 

most pr?vate, intimate and jedous ly  guarded sequestration. The sim- 

ultaneous f a s c d t i o n  and dread inspired by t he  s m e r h o u s e  i s  the  

co l l i s ion  of Simon's deep need f o r  sexuel acceptance by his mother and 

the  f e w  of reject ion by her and reprisal .  Simon accuses Deborah of \ 
defending the  su-nmerhouse as i f  it were a "sacred temple,n t h a t  is, 

\ '  

barring him from entrance by erecting a bar r ie r  of guilt-inspiring taboo. \ " 
A s  the  play develops, Simon1 s behaviour and perceptions 

become more and more fixed i n  the  patterns created by those early ex- i 

Ii 

periencas t h a t  a re  axpressed i n  the  fairy t a l e  of the  dispossessed king.' 
B 

The r e a l i t y  of the f i r s t  years of his l i f e  lends a profound signiâicance 1 

t o  the  message conveyed by the ta ie .  A s  a ch i ld  he experienced an ex- 

clusive relat ionship with a mother who was sensually at t racted t o  him, 

1 The planned, incomplete cycle of nine plays t o  which A Touch of 
the Poet and Fore S t a t e l s  Piansions belong was to be t i t l e d  "A Tale of 
Possessors S e l f - ~ s p o s ~ e s s e d . ~ ~  R e  dispossessed f a i r y  t a i e  king of 
Kansions already had predecessors i n  Con and Sara Eelody, banished from 
t h e i r  I r i s h  c a s t l e  and deprived of t h e i r  fortune. And A Moon f o r  the  
Misbe~otten, not intended f o r  inclusion i n  the  cycle, d s o  involves a 
th rea t  of dispossession--the Hogans f e a r  eviction fram t h e i r  farm. 



y e t  deeply afraid of intimacy. His i n f a n t i l e  position of masculine 

helplessness gave him a secure place in her  fantasy wiorld, but he could 

maintain t h a t  security only by confonning t o  the  terms of her fantasies. 

Sexual. gra t i f ica t ion  couid be achieved only i n  fantasy and Deborah her- 

se l f  was the  creator  and control ler  of the independent world of fantasy 

and gratification--her pwer  over Simon was the  power of the  wicked 

enchantress over the  banished king. Her son's consuming desire f o r  in- 

timacy with her was a dangerous th rea t  t o  her  sovereignty and, ultimately, 

he had tn be rendered helpless and emasculated, o r  he had to be effect- 

ive ly  repelled, The recounted drama of t h e  young king's p l ight  and 

h i s  prolonged d a s  climaxed by complete sutmission t o  the  power of the  

supplying images i n  both stage directions 'and dialogue tha t  jus t i fy  

\. 
witch woman i s  Simon's f igurat ive v iew of h i s  own l i f e .  OtNeïll concurs, 

Simon's lament f o r  l o s t  freedom a t  the  hands of femlnine arts. The final 

scene of the  play, i n  which Simon i s  reduced to abject pwerty of w i l l  

i n  a posture of in fan t i l e  passivity, presents a r e n d  of the t a l e ,  

rewritten as Simon asked, Sara supplanting i n  r e a l i t y  Deborah's ro le  i n  

fantasy. in this l a s t  exchange Sara i s  a f igure of great  strength and 

power, responding to the  weakened, child-like Simon as she coiild not 

respond t o  the  husband who ruled a cornercial  empire. A t  the  end of 

the  play she not only controls his material resources, but as  w e ï l  h i s  

psychologickl resources, and she assures him, with na f ierce,  passionate, 

possessive tenderness, 'Yes, 1'11 be your Xother, too, now, and your 

peace and happiness and a l l  you'll m e r  need i n , l i f e !  Cornel"' ( ~ c t  III, 

p, 194) O'Neill's presentation of the  f a i ry  t a l e  as  a metaphorical re-. 

statement of the inescapable conditions of Simon's l i f e  r e s t r i c t s  the 

vision of the  drama to t he  scope of Simon's own tortureci, obsessed per- 



ceptions. The power of myth accrues to t he  metaphor, because, more than ' 

succinctly and expressively describing the past, o r  t he  present, it 

detenaines the  future,  t he  course of the  play. Simon's commitment t o  

i t s  presentation of t r u t h  accords it a v e r i t y  jus t i f ied  by h i s  own actions 

and the  events and images of the  drama as O'Neill constmcts  them. 

Hence, it i s  more than metaphor; it i s  the  s c r i p t  of the  play, and of 

Simon's l i f e ,  from which neither he nor O'Neill can deviate. 

The world-view pmmulgated by t he  f a i r y  t a l e  cas ts  dl 

t h e  characters of Simon's l i f e  according to t h e  tenns of i ts  script.  

Simon's sons a re  dangerous r iva ls ,  and h i s  jealousy of t h e i r  privileged 

posit ion i n  t h  d feminine world i nh ib i t s  any paternal feel ing he might 

show them. Indeed, the play i t s e l f  gives than no ident i ty  o r  f o m  

beyond t h e i r  posit ion as  r iva l s  of Simon i n  the  central  fantasy of female 

power and male insecurity. Like Simon, O'Neill himself was unable t o  

maintain a sustained paternal commitment t o  his children, and his c reauve  

energy i s  arrested i n  t h i s  play a t  the  point of acknowledging Simon's 

sons as presences Mt not as personalit ies.  Joel, Simon's brother and 

another potent ial  r iva l ,  i s  characterized as  a dul l ,  self-interesteci, 

men l u s t f u l  creature. &en Simon's business l i f e ,  away fmm home, i s  

fnfected by the domestic influence and the images of the mythical f a i r y  

t a l e  world. He engineers Sara's encounter with the  ruined banker 

according to t he  specifications of the  scene of the  deposed king snsnared 

by the  merciless witch. Simon's apparently r e d  f inancial  acumen and 

t 
1 O' Neill' s okn brother completely contradicts Joel s personality 

and posit ion i n  the  family. Idhile Joel  i s  unattractive,  dui l ,  hard- 
working, and iynored by h i s  mother, Jamie was chamtng, reckless and doted 
on by R l a .  Sa profound an al terat ion of c h ~ r e c t e r  must indicate  . 
OtNefll*s jealousy of Jamiets a t t ract iveness  and privileged position. 



11.2 

a b i l i t y  (indicated by the  prosperity of his own business before he r* 

turned to h i s  fa ther ' s  Company) i s  overcome by an i r r a t i o n a l  ruthlessness 

t h a t  l eads  him from s t a b i l i t y  and productivity t o  the  verge of bank- 

ruptcyml Sara's take-over of h i s  pmperty  e f f  ec t ive ly  dispossesses 

Simon of h i s  empire, and i s  a c l e a r  extension, o r  rea l iza t ion  of Deborahls 

fan tas ies  of t he  omnipotence of the  voluptuous courtesan and Simon's 

own self-image of t he  exiled king. Responsibil i ty f o r  Simonls se l f -  

destruct ive actions i s  consequently directed towards the  perpetra tor  of 

the  fan tas ies  and author of t he  f a i r y  tale-Deborah. 

Simon's i nv i t a t i on  t o  Sara t o  join him i n  h i s  business 

l i f e  i s  impell# by h i s  growing incapacity t o  love  her  a s  h i s  wife, His 

e f f o r t s  t o  re-organize the  d m e s t i c  scene a r e  directed towards re-establish- 

ing the dichotomy t h a t  distinguished mother and s e m a i  partner i n  h i s  

childhood. The d is t inc t ion  i s  threatened by a woman who is  both wife 

t o  him and mother to Eis children, and the  bundar ies  Simon attempts to 

impose a re  i n  a constant s t a t e  of flux, pressured by t he  merging of 

sexual and ma te rna  i d e n t i t i e s  of t h e  two women. nie  dissolut ion of 

the  boundaries exer ts  impossiOle regressive influences on Simon, t o  which 

he f i n a l l y  succumbs, Simon comes t o  understand h i s  d i s t r e s s  i n  terms 

which demand the  removal of one of the  women from h i s  consciousness. 

He appeals f i r s t  to Sara to eliminate t h e  causes of h i s  misery, t o  g e t  

r i d  of Deborah, t o  put her  away where she can no longer have power over 

him; he then asks Deborah t o  join him i n  a p lo t  t o  remove the  t h r e a t  

of Sara's presence from t h e i r  existence. When, i n  Act In, he makes 

h i s  " ~ h o i c e , ~  he i s  a small chi ld  struggling ta defend himself from the  

1 I n  t h i s  aspect of h i s  l i f e ,  Simon i s  re-enacting h i s  f a the r ' i  ex- 
perience. The imprudent speculation and r i s k s  undertaken by the  osten- 
s i b l y  a s tu t e  businessman l e f t  Harford, a t  his death, i n  a f inanc ia l  
posi t ion very similar t o  Simonls. 



causes of h i s  discomfort and tor ture ,  and he focuses f i n a l ï y  on the  

female agent of the  grown-up world of anxiety and g u ï i t  he f inds  so in- 

tolerable. Marriage, which requires intimacy with a woman who is  both 

mother t o  his children and his own mate, i s  insupportable in i t s  demands. 

He chooses, instead,  r e t r e a t  to an un red ieed  world of npeace and happi- 

ness*' where i n f a n t i l e  fan tas ies  of protection,  secur i ty  and e r o t i c  

sympathy are fu l f i l l ed .  He demands of Deborah entrance to t he  summer- 

house, t h e  rewrit ing of t he  f a i r y  t a l e ,  

The l a s t  scene of the  play records Simon's confrontation 

with h i s  choice, He i s  absent from the  garden a t  t h e  opening of t he  

J scene; Sara f ind  Deborah alone, angry am3 rejected.  The women turn on 

each other  with suspicion and antagonism, but Sara's grudging sympathy 

f o r  Deborah's pain i n  what she perceives as  h e r  desertion by Simon slowly 

e f fec t s  a reconcil iat ion.  They iden t i fy  with each other 's  f e a r  and - 

anxiety and form a tenuous a l l i ance  through the  recognition t h a t  uni ty  

i s  t h e i r  strength. Together, merged i n  one soror i ty ,  they destroy the  

dichotomy of mother and whore t h a t  Simon has laboured t o  maintain, and 

they destroy Simon. Deborah imagmes the  power and securi ty  they would 

enjoy kathout h i s  d iv i s ive  presence in s t i ga t ing  dissension: 

. . . a t  l a s t  we'd f i n a l l y  be r i d  of him. Oh God, think of  how simply 
contented we could be alone together with Our children--grandmother and 
mother, mother and daughter, s i s t e r  and s i s t e r ,  one woman and another. . . . n 
(Act In, p. 171) 

The f ea r s  and needs of t he  two women coalesce, foster ing a s t ab l e  fem- 

in ine  kinship, The image of t h e i r  so l idar i ty ,  threatening t o  t he  object  

of t h e i r  conspiracy, i s  powerfully operative i n  Simon's mind, even before 

it assumes concrete shape i n  the  play: he enters  the  garden declaring 

t h a t  he has "heard" t h e i r  calculations. The re la t ionsh îp  between the two 

women becomes as  d i s tor ted  and unnatural i n  r e a l i t y  a s  it i s  i n  Simon's 
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mind. I n  the  face of t h e  cunning a l l i ance  of wife and mother, al1 

opportunity f o r  fuifi lment of his needs i s  beyond Simon's grasp. Alien- 

ated, rejected,  resentful ,  Simon au thor i ta t ive ly  and forcefu l ly  accuses 

t he  women of treachery. Eut, s ignif icant ly ,  h i s  vigorous, manly assert-  

iveness and th rea t s  t o  r i d  himself of one o r  the  other  of his tomentors  

end i n  a sobbing admission of helpless defeat. Ey exposing h i s  f ea r s  

and vulnerab i l i ty  Simon wins from the  women spontaneous maternal response 

and soothing words of comfort and reassurance of s y ~ ~ ~ i l t h ~ . ~  Ris abandon- 

ment of manly self -asser t ion gains h i m  re-instatement i n  the  feminine 

world and i t s  v i t a l  security,  and he wins a place i n  Deborah's imagined 

p ic ture  of the  d e n  "alone together with our children." Tb ensure h i s  

posit ion,  he banishes Sara, representative of t he  sexual commitments of 

h i s  adul t  l i fe ,  frorn the  garden, and withdraws i n t o  t h e  sexual i d e n t i t y  

of t he  s m a l l  boy anxiously demanding admittance to h i s  mother's summer- 

house. 14hen Sara re turns  from the mansion, so enveloped i s  Simon i n  

t h e  reawakened sensations of h i s  childhood t h a t  he  perceives h i s  wife as  

an inconverdent t respasser  whose presence i s  inexplicable and somehow 

vaguely threatening. He asks Deborah, "'h%o a r e  you ta lking t o ,  Mother? 

What i s  she t rying t o  make me remember? This i s  long before any other  

woman.tt' .(Act III, p. 187) Simonts sexuali ty,  under intense regressive 

pressure, has become t o t a l l y  passive, demanding the  polymorphous ex- 

pression of infancy. Sara i s  an unwelcome reminder of adul t  sexuai 

commitments which en ta i1  emotional reciproci ty  and vulnerabî l i ty ,  and 

which a r e  incompatible with h i s  re turn t o  childhood and the  secur i ty  

and i n f a n t i l e  omnipotence he seeks there. 

i This regressive fantasy pervades O'Neill's l a s t  plays. For ex- 
ample, Jim Tyrone, in A Moon f o r  t he  Fist=enotten, wins s imïiar  reassur- 
ance and protection f r o m  Josie  by confessing his weakness and 'helplessness. 



The summerhouse door i s  never opened to Simon. Sara's 

intervention c l ea r ly  saves Simon f r o m  madness, from entrapment i n  t he  

strange sexual world of t he  summerhouse ( the  world Mary Tyrone evoked 

by morphine addiction). Deborah's s o l i t a r y  r e t r e a t ,  fomulated a s  a 

f i n a l ,  u l t imate  expression of disdain and self-sufficiency, f r ee s  Simon 

f r o m  confrontation with t he  evil witch, and the  t e r r i b l e  fears and 

anxiet ies  t h a t  surround the summerhouse. Sara, now a will ing,  generous 

mother t o  Simon, promises to supplant Deborah and o f f e r  a more productive, 

secure dependency than he mer enjoyed with maiden mother and evil tempt- 

ress.  She vows, nt . . , 1'11 give m y l i f e  now t o  s e t t i n g  you f r e e  fa 

be again t h e  man h u  were when 1 f i r s t  met you--the man 1 loved bestl 

--the dreamer with a touch of the  poet i n  his soul, and the  hear t  of a 

boy1 ln ( ~ c t  III, pp. 190-1) 
L 

Simon has been preserved from a t e r r i b l e  end; h i s  

fu tu re  of wpeace and happiness" seems secure. Sara emerges a t  t h e  end 

of  t h e  play as  a f igure  of g rea t  power and strength,  a l oya l  protector  

of t h e  weakened, dazed, semi-conscious Simon, not  unlike the  "holy 

image" of t h e  benmolent mother who ministered to hin i n  A Touch of t h e  

Poet I n  t h e  l a s t  moments of the  drama, Simon awakens, a s  i f  from a -* 

nightmare, t o  f ind  himself s a f e  i n  strong, maternai. anns, h i s  f e a r s  and 

t e r r o r s  quieted. What are  t he  operative conditions of h ~ s  new-found 

security? 

Foremost i s  the  assurance of Sara's devotion and un- 

derstanding. l a i l e  Deborah withdraws to h e r  g l i t t e r i n g  sexual fan tas ies  

of power, Sara f inds  a new awareness of t h e  t e r r i b l e  e f fec t s  of h e r  own 

fan tas ies  on Simon, and r e j e c t s  them: "'1 see  now t h e  p a r t  my greed and 

my fa ther ' s  crazy dreams i n  me had i n  leading Simon away from himself 

u n t i l  he l o s t  h i s  way and began destroying dl t h a t  was best  i n  himl v w  



power behind a commercial empire i s  gone forever from his l i f e .  And 

Sara's commitment t o  a maternai. ro l e  i n  Simon's l i f e  rel ieves the threa t  

of reciprocal intimacy--a threa t  which a t  one t h e  drove Simon from h i s  

wife ts  bed. She says, . . . 1'11 be your Mother, too, now, . . . t II 
Sara's new position of strength and compassionate understanding pronises 

Simon escape from the  garden and mansion t o  an old f a m  where, i n  h i s  

youth, he f i r s t  t r i e d  t o  establ ish independence of family influences. 

But before Simon can win h i s  release, two spectres of the  pas t  must be 

banished: f i r s t  t he  wicked witch i s  exorcised, locked away i n  her  fan- 

t a s t i c  world. S d a's re ject ion of her own fantas ies  of power dissociates  

her  from Deboî-ah, and dissolves the dreadful kinship of wife and mother 

t h a t  so terror ized Simon. Secondly, t he  Company, Simon's legacy from h i s  

father ,  i s  destroyed, Sara declares, "'Dontt 1 know, Darling, the long- 

ing i n  your heart  t h a t  I g d  smash the Company i n t o  smithereens to prove 

my love f o r  you and s e t  you f r e e  from the  greed of itt"' ( ~ c t  In, p. 191) 
\ 

Throughout the play the influence of Simon's deceased 

f a the r  i s  apparent but never f u l l y  realized: Eenry Harford has intangible 

presence and exerts oblique pressures on h i s  son, but he i s  never con- 

fronted as a personality. His presence i s  evoked by cer ta in  important 

pa ra l l e l s  t h a t l i n k  him not only with Simon and h i s  career i n  the busi- 

ness world but as w e l l  with other  fa thers  i n  O'Neill plays. The few 

concrete d e t a i l s  t h a t  out l ine the personality behind the  paternal in- 

fluence O'Neill seems to have supplied only grudgingly, keeping the con- 

scious focus of the play on the mother-son relat ionship and away from 

t h e  f athe-son relationship. 

Yet Simon's intense reaction t o  suggestions j h a t  he 



E 
i s  U k e  h i s  father ,  t ha t  he i s  imitating the paternaï. mode1 h i s  fa ther  

1 

provided, indicates  tha t  Henry Harford has a rad iaa l  e f f ec t  on Simon's 

consciousness, and, indeed, the whole course of the  development of the 

play can be described i n  t e m s  of t h i s  subt ly elusive father  f igure 

whose entrances and exi t s  occur a t  the most c r i t i c a l  points of the drma. 

He never makes an actual appearance i n  the  play, he i s  rare ly  discussed 

by the other  characters, he i s  dead when Kansions i s  barely underway, 

and these conditions obviously limit the amount of information a b u t  

him t h a t  i s  availahle. Bu t  h i s  absence i s  conspicuous, par t icu lar ly  i n  

view of Simon's b t t e r  resentment of his memory, and i n  view of t h e  

play's regressi  / e direct ion t o  a period of the  herots l i f e  when parental  

f igures  were so important. F'rom A Touch of the  Poet we know t h a t  Melody's 

investigations found Harford's family background cannot match the dis- 

t inc t ion  of h i s  wife's, t h s t  he was perhaps i n  a re la t ive ly  s imilar  

posit ion t o  Sronet s i n  re la t ion  t o  Xary's respectaKi8 upbringing. 

Harford's death r w e a l s  r isky business ventures tha t  have threatened the 

s t a b i l i t y  of the  Company, and uncovers the gambler dreaming of grand stakes 

under the guise of the  conservative businessrnan. His f o l l y  anticipates 

Simon's risk-taking i n  the service of a wild fantasy of absolute power 

and economic contml.  Deborah, sequestered as  she was i n  her fantasies ,  

off ered her hustand l i t t l e  o r  nothing i n  the  fonn of wifely companionship, 

as  Mary had l i t t l e  t o  give Tyrone while she was oppressed by morphine 

addiction. Deborah's reaction t o  her husband's death is  simply "'1 am 

free,'" affirming the  f a c t  t h a t  she found Harford's needs denanding and 

impossible t o  f u l f i l l .  Ey the time of h i s  death, the  marriage had 

apparently se t t l ed  in to  a habi t  of m t u a l  indifference shrouding l a t e n t  

hos t i l i ty ,  but Sinon's resentment of h i s  fa ther  suggests t h a t  there was 



Y wife's affection and approval, may have shared Tyrone's jealousy of h i s  
L 
b sons, This is ,  of course, conjecture, but it would have b e n  a natural  

i react ion and one which does not jeopardize the l o g i c  of Simon's behaviour 

i n  t h i s  play. And, fur ther ,  this t r i a n g l e  of family re la t ionships  i s  not 

inconsis tent  with t h a t  presented i n  Lonp: Day's Joumey. 

When Deborah r e e n t e r s  Simon's l i f e  i n  t he  t h i rd  scene 

of t he  play, she f inds  a domestic scene f a i r l y  t ranqui l ,  a marriage of 

a dominant woman to a m a n  who asks direction.  Simon' s involvement in 

business and his marriage have undercut his attempts t o  r ea l i ze  h i s  in- 

t e l l e c t u a ï  d r e h s ,  but he adjusts  to t he  impossibi l i ty  of achieving h i s  

ideal .  He i s  winning a measure of commercial success, and i s  already 

following i n  h i s  father 's  footsteps,  although he i s  re luctant  t o  admit 

it. A s  i n  t he  l i v e s  of Sara Helody, Edmund Tyrone, ar- i  O'Neill himself, 

t he  paternai. image i n  Simon's l i f  e has ambivalent valice. A I l  these 

children express open r e senhen t  of an aloof, , jedous fa ther ,  and y e t  

they a l l  imita te ,  i n  some degree, t he  mode1 presented by Father's b e  

haviour and fantasies.  Deborah's entrance i s  a dramatic interrupt ion of 

t h e  evening scene, kt a more subt le  and equally disturbing event has 

aiready occurred. The newspaper no t ice  of Harford's funerai  catches 

Simon's eye and the sequence of dialogue t h a t  fo l lous  brings Simon to an 

out r igh t  asser t ion of h i s  new iden t i t y ,  so c l ea r ly  moulded i n  h i s  fa ther ' s  

image, and primes him f o r  acceptance of the  o f f e r  Joel and Deborah 4 
make h i m .  And mother and brother come not  of t h e i r  orm vol i t ion ,  but I 
directed by the authority of t he  dead fa ther .  The re turn t o  mother's 

garden i s  as  much a r e t u m  to fa ther ' s  mansion. Involvement i n  h ie  

Company, under the  terms of Harford's will, ensnares Simon i n  t h e  archaic 



world of sexual te r rors  and uncontrollable needs as powerfiilly as does 

h i s  renewed contact with his mother's fantasies.  The Company consumes 

him, deprivfng him of autonomy, and, importantly, alienating him from 

wife and mother. His emulation of his father 's  career, apparently 

i n i t i a t e d  by Harford's ghostly authority, a lso denies him access to h i s  

faritasy of poetic genius and in t e l l ec tua l  dis t inct ion.  The giant  

Company, greedy, dl-powerful and destruct ive of aesthet ic  sens ib i l i ty ,  

i s  conceivably a dras t ic  presentation of O'Neill Sr.*s compulsive t h r i f t ,  

and h i s  a r t i s t i c  sell-out. Simon's continued involvement i n  i ts hungry 

mechanism can ody ,  be disastrous to  f r u i t i o n  of the  "touch of the poetn 

i n  him. ' 
/ 

On one leve l ,  Rore S t a t e l s  Mansions i s  a play about 

marriage. The immediate, focal re lat ionship of the  play i s  t h a t  btween 

Simon and Sara and the development of the  drama r e f l e c t s  and is  determined 

by the changes i n  t h e i r  m a r i t a l  experience. The subject of adult  sexual 

union was heavily invested with profound personal significance f o r  

OIXeill: he approached marriage three times himself, and h i s  marital 

h i s tory  records memurial s h i f t s  between intimacy and indifference, de- 

pendence and independence, love and hate. Sara i s  several à i f f e ren t  

women i n  Kore Sta te ly  Mansions--cornpanionable helpmate, powerful mother, 

voluptuous whore, compassionate protector--and each renovation of her 

image may re f l ec t  aspects of O'Neill's experience with his several mates. 

Mansions i s  rep le te  with i l l i c i t  s e m a i  relationships--courtesan and king, 

d o r e  and Napoleon of commerce, mother and son--and t h i s  f e t i d  atmosphere 

of i l leg i t imate  passion " i n d l y  in fec t s  the  legi t imate sexual union of 

Simon and Sara. Sara assumes her most sa t i s f ac tc ry  posture a t  the end 

of the  pllay, engineering Simon's escape from the  f i e rce  and seeningly 

i 



i l l i c i t  passions tha t  tonnent h i m .  Her effectiveness a s  a del iverer  i s  

l a rge ly  based on her wi l fu l l  dissociation from the  parental personal i t ies  

t h a t  overwhelmed her husband and her marriage. She becomes a strong 

and vîgorous agent t rea t ing  with SimonTs archaic sexual aNcieties and 

te r rors ,  confronting them i n  their present embodiments--the wizened, 

witch-like Deborah and the  powerful Company. 

Closely related to t h e  promise of Simon and Sara's 

fu ture  l i f e  together i s  the  promise of potent ial  creat ive achievement. 

We s a w i n  A Touch of the Poet t h a t  Sara's sexuality and motherly mini- 

s t r a t ions  were ca ta lys ts  t o  Simon's c rea t iv i ty ,  and t h a t  she figured 

prominently i n  tAs diary and poetry. And a t  t h e  end of Kore S t a t e l s  

Mansions Sara's declaration of devotion to Simon's welfare and securi ty  

encompasses renewal of h i s  creative propensities: . . . 1'11 give 

my l i f e  now t o  se t t ing  you f r e e  to be again the man you were when 1 

first met you--the man I loved bestt --the dreamer with a touch of the  

poet i n  h i s  soul, and the  heart  of a boy! T N  (Act III, pp. 190-1) A s  

Simon's marriage became fur ther  and fu r the r  embroiled i n  the conf l ic t s  

and experiences of his e a r l y l i f e ,  he was l e d  away from " h i m ~ e l f , ~  and 

l o s t  contact with t h a t  par t  of h i s  consciousness which was asserted i n  

h i s  attempt a t  youthful independence when he l ived  aïone i n  the  woods, 

writ ing poetry and organizing h i s  in t e l l ec tua l  notions. Yet h i s  regress- 

i v e  impulses, which i n  extrernity would rob him of h i s  independence, a re  

a t  t h e  same time components of his creat ive consciousness: the "dreamer 

with a touch of the poet i n  h i s  soulw possesses the  "heart of a boy." 

tenuous balance must be maintained between the  child-like a t t i tudes  

t h a t  pe&eived Sara as toth a nholy imagen and a compelling sexual 

f igure,  and made her an object of imagination and poetry, and the vicious 



1 influences which unleash incapacitating sexual fantasies ,  Sara has 
t 
I 
I already described how the  unmitigated power of these fantasies  would 

ef fec t  Simon: he would "' . . . go back and back in to  the pas t  u n t i i  he 

1 L got so l o s t  i n  h i s  dreams hevd be no more a man a t  dl, but a tirnid 
e 

l i t t l e  boy hiding from l i f e  behind my skirtst "' (Act II, p. 135) 1 

would suggest t h a t  i n  this aspect of the  play O'Neill describes h i s  own 
I 

! creat ive experience, He recognizes the  v e r i t y  and energy t h a t  his 

sexual fantasies  and archaic experience lend ta hi s  work, y e t  he fears 

their wholesaïe power, feel ing horr ible  g u i l t  and finally insanity as 

t h e i r  ult imate conclusion. 
/ 



A Wait f o r  Death 

A Moon f o r  t he  Nisbeaotten re turns  to t h e  r e d i s t i c  

mode of Long Day's Journeg and A Touch of t h e  Poet. After the  phantas- 

magorical excursion i n t o  Simon Harford's fantasy world of witch-nothers, 

betrayal and insani ty ,  O'Neill r e c a ï l s  h i s  more fami l ia r  themes of 

aicoholism and loveless,  wasted l i ves .  Eut some of the  same f igures  

t h a t  populated the  Harford s tage reappear i n  A )Taon f o r  t he  Foisbegotten. 

The fundamental t r i ang le  of archaic re la t ionships  t h a t  i s  t h e  chief 

determinant of f!! he course of 1a:ore S t a t e l s  Y7ansions--mother, fa ther ,  son-- 

i s  r e i t e r a t ed  i n  Fisbenotten: Eogan i s  Jirn Tyronels surrogate fa ther ,  

an improvement on the  or iginal ,  and Jirn sees i n  Hogan's daughter, Josie,  

q u a l i t i e s  which f i t  her  f o r  t he  r o l e  of mother. The strong, pragmatic, 

se l f -suff ic ient  f i gu re  t h a t  Sara Harford vas i n  A Touch of t h e  Poet and 

i n  t he  l a s t  scene of More S t a t e l ~  Nansio- becomes Jos ie  Hogan. Jos ie  

5s  indepenoent , resourceful , physically massive. l. As Sara i s  purged 

by t he  climax of l.~ansions of her obsessive fan tas ies  of power ("'1 see 

now the  pa r t  ny greed and: my father 's  crazy dreams i n  me had i n  leading 

Simon away from himself. . . ."'), Josie,  too, unburdens herself  of her  

fantaçies  of sexuaï pover and, l i k e  Sara, gains strength i n  her new free-  

dom. And Jim, l i k e  Simon, benefits  from t h i s  f resh  resource of feminine 

1 A t  the end of More S ta te lg  Mansions Sara can, and must, o f f e r  he r  
bodily s t rength t o  the  weakened, semi-conscious Sinon, l i f t i n g  him t o  
h i s  f e e t  and leading him out of the  garden. Jim's phys i cd  weakness makes 
s imilar  demands on Jos ie  and her  s i z e  and s t rength w e l l  suit her  f o r  t h e  
r o l e  of del iverer  and protector. 



strength.and c lear  vision. The s imi la r i t i e s  between Josie  and Sara 

tha t  a re  most persuasive are the  congruences i n  t h e i r  respective re- 

lationships t o  husband and lover. %th Simon and J i m  are  inconpetent, 

weak men, demanding of maternai protection and attention: Simon's 

dramatic business bankmptcy is  matched by Jim's ostentatious display 

of dissipation and failure.  Josie  and Sara each have within than a 

r ich  fund of motherly sympathy with which they spontaneously respond 

t o  the  appeals of these defeated, tonnented men. Yet Josie  Hogan, in 

more than one way, i s  the  l a r g e r  f igure of the  two, f o r  she is more 

f u l l y  conscious f the  par t  she can play i n  Jimts f a n t a s y l i f e .  She 

5s 1 a BI0 of the  exploitative nature of Jim's feel ing f o r  her, 

ye t  she yields to h i s  dmands with understanding and compassion. Her 

self-consciousness i s  an important dramatic product of the  play, and 

i t s  emergence, unlike Sara's sudden reject ion of powerful archaic 

fantasies,  has sound motivational basis  and occurs within a careful ly 

constructed sequence of dialogue. The sustained depth of O'Neill's 

p o r t r a i t  of Josie  underscores the  l imitat ions of the  characterization 

of the  women i n  the  Harford play, and adds resonance to his treatment 

of Jim, achieving a revealing and hard-edged d is t inc t ion  between fantasy 

and r e a l i t y  t h a t  was inimical to  the  tone of More S t a t e l s  Mansions. 

The external dramatic s t ructure of A Moon f o r  the  Fis- 

b e ~ o t t e n  r e s t s  on a promise made by an irresponsible alcoholic--a promise 

apparently broken but essent ial ly  trustworthy. The bargain involves 

the home and livelihood of the Hogans and Jim's a b i l i t y  t o  r e s i s t  the 

expensive sexual temptations of Eraodway i n  return f o r  the respect and 

friendship of the  Eogans. The i n a b i l i t y  of the  three people concèmed 
Q 



to communicate d i r ec t ly  and honestly with each other  makes t h i s  &den.. 

some subject a cause of resentment and suspicion i n  s p i t e  of the  t i e s  

of affection t h a t  bind the  three together. The in tens i ty  of the feelings 

generated by the  Eogans' f ea r  of eviction and treachery and J i m l s  rg. 

sentment of t h e i r  suspicions i s  transferred, through Hogan1s machinations, 

t o  the  sexual encounter between Josie  and Jim i n  Act III, which i s  the 

heart  of the  play. The jokes, "kiddingn and games assume a deadïy - 
seriousness f o r  t h e i r  perpetrators, and when t h e i r  i n t e n t  i s  discovered, 
Y 

Jim's nightmare of anxiety and guilt and s e x u d  f e a r  i s  exposed. 

J i m  Tyrone i s  ostensibly the  inhe r i to r  of the  posit ion 

and personcilit / of Jamie i n  Lona Davts Journev. He remains lonely, 

alienated, cynicaï, tremulous i n  the  face of intimacy. His aicoholism 

bas strengthened i t s  grasp on him, and the  soume of i t s  power i s  more 

f u l l y  explored i n  t h i s  play. Eut within the  context of these l a s t  four  

plays of O'Neill he has a kinship with Edmund, Simon, Con Xelody and 

Tyrone Sr. t h a t  affords h i s  characterization i n  lulisbe~otten a wider sig- 

nificance than it would have as simply a representation of O'Keillts 

older  brother. He i s  the  f i n a l  synthesis of these male characters, re- 

moved from the family t h a t  always seems to close so t igh t ly  around, pre- 

venting O'Eeill from seeing them from suff ic ien t  objective distance. 

Jim i s  presenteù a t  a moment of c r i s i s  t h a t  one f e e l s  i s  not unique o r  

contrived, but a permanent image of Jim's m r l d .  The momentary r e l i e f  

he finds i n  Jos iers  arms, unlike the  securi ty  Sara offers  Simon, 5s 

plainly and painfully t ransi tory,  a rich but evanescent moment of peace 

estranged from the  intolerable  demands of rea l i ty .  Josie's simultaneous 

self-discovery and acute awareness of what J i m  i s  r ea l ly  asking of h e r  

and the  boundaries he i s  imposing on t h e i r  relationship lead to a f u l l e r  



understanding of these men who people O '~?e i l l ' s  plays. 

The behaviour and s i t ua t ion  of Jim Tgsone has firm 

roots  i n  the  l i f e  of OtNeill ls  brother. After the  death of O'Neill Sr., 

Jamie d id  enjoy a period of apparent heaï th  and contentment with R l a ,  

k r i n g  these years he seemed a t  l a s t  t o  win the  maternal favour and 

protection he f e l t  was denied i n  childhood. The tensions engendered 

by the presence of male r i v a l s  f o r  Z i ï a l s  a t ten t ion  were dispelleci: 

f a the r  was dead and brother Eugene was busy l i v i n g  h i s  own l u e .  Ella'  s 

v i c to ry  over her morphine addiction suggests t h a t  she may have f i n a l l y  

corne to terms with r e a l i t y  and was prepared, as  she had never been before, 

t o  assume t h e  mdternaï m l e  Jamie demanded of her. Seeing t h a t  her  

recovery was permanent, Jamie a t  l a s t  gave her h i s  t r u s t ,  but h i s  response 
\ 

t o  her  death showed t h a t  it was child-l iko f a i t h  demanding sustained, 

predetermined reward and confirmation from EUa. h%en he arrived from 

t h e  west coas t  i n  New York with t h e i r  mother's body, he shocked Eugene 

with the  s to ry  of h i s  hyster ical ,  consumately decadent behaviour on the  

t r i p  home, The s tory  obviously touched an exposed area of acute sensi t iv-  

i t y  i n  OINeill's consciousness, f o r  it eventually pmvided the basis f o r  

t h i s  f i n a l  brooding, despairing invest igat ion of the  themes t h a t  control  

and d i r e c t  a l 1  the  creat ive work of h i s  l a t e r  l i f e .  Jarnie's retun? ta 

alcoholism and diss ipat ion a f t e r  h i s  mother's death i s  the  psychological 

point  of departure f o r  A Moon f o r  t he  Y i s t e ~ o t t e n .  

J i m  Tyrone's r ea l - l i f e  biographical background i s  

supplemented by the  p o r t r a i t  of Jamie i n  Lonp Dayls Journey. Descriptions 

of character and appearance which occur i n  t h e  s tage direct ions  of both 

plays a r e  consistent,  indicating t h a t  OINeill's i n i t i a l  in tent ion WQS 

t o  extend and develop i n  Misbenotten the personali ty he had presented i n  



Lone B y ' s  Journey i n  t h e  f i g u r e  of Jamie. Jamie experiences Mary's wia- 

d r a w d ,  with t h e  help  of morphine, t o  a d i s t a n t  golden world of youth 

i n  t h e  same way Jim Tyrone remebers h i s  mother's death. In  t h e  c o f f i n  

Rary looked t o  J i m  . . . young and p r e t t y  l i k e  someone 1 remembered 

meeting long ago. P r a c t i c a l l y  a stranger.  To whom 1 was a stranger.  

Cold and ind i f fe ren t .  Not uorr ied  about m e  any more. "'l Jamie responds 

t o  b!aryls r e j e c t i o n  of him i n  Lonc Day's Journey by paying a visit to 

a motherly whore, F a t  Violet. I n  t h e  comfort of  h e r  s o f t  bsom he seeks 
-2,- _, 

some consolat ion f o r  h i s  in jury ,  but f inding h e r  too ~ r e o c c u p i e d  with 

h e r  own needs y ie ld  t o  h i s  demands, he a s s e r t s  h i s  f r u s t r a t i o n  by 

promoting a s e  encounter through which he i s  ab le  t o  express t h e  

f e e l i n g s  of power t h a t  have been thwarted by Mary's indifference.  J i m  

expresses h i s  f r u s t r a t i o n  and h u r t  a t  h i s  mother's f i n a l  r e j e c t i o n  by 

seeking o u t  t h e  most conspicuously whorish female he can f i n d m 2  I n  both 

cases Jim's behaviour i s  os ten ta t ious ly  shameful, e l i c i t i n ~  recrimination 

f r o m  those  around him, self-recrimination from within,  and in tens i fy ing  

h i s  sense of  h i s  own worthlessness. I n  both cases confession of  h i s  

misdeeds i s  compulsive, i n  s p i t e  of t h e  pain it incurrs .  This r e - i t e r a t e d  

p a t t e r n  o f  behaviour underscores the  con t igu i ty  of  t h e  two  ort traits of  

O'Neill's o lde r  brother. I n  my discuss ion of L o n ~  Zay's Journee 1 

suggested t h a t  the aura of helplessness  and incornpetence projec ted  by 

Jamie may have been a posture adopted e a r l y  i n  childhood ca lcu la ted  t o  

1 Eugene O'Neill, A Moor. f o r  t h e  Xisbenotten (Kew York: Random, 1952), 
p. 147. AL1 subsequent references  t o  t h e  p lay  w i l l  p e r t a i n  t o  t h i s  edi t ion .  

2 h%en Simon Earford f i n d s  h i s  mother's ind i f fe rence  and he r  i n t e r e s t  
i n  h i s  sons f i n d l y  i n t o l e r a b l e ,  he too  seeks 8 vengeance by transfonn- 
i n g  Sara i n t o  a whore, making her h i s  mistress fns tead of his wife.' 



win maternai at tention.  Mien Jim Tgrone appears i n  A Moon f o r  t h e  Mis- 

b e ~ o t t e n ,  t h e  s tage direct ions  ind ica te  t ha t ,  i n  s p i t e  of middleage,  

he has preserved t h a t  aura of lovable incornpetence: 

. . . he s t i l l  has the  ghost of a former youthfui, i r responsible  I r i s h  
cham--that of t he  beguiling ne'er-do-well. It is  h i s  humour and charm 
which have kept h h  a t t r a c t i v e  to women and popular with men as  a drink- 
ing cornpanion. (Act 1, p. 37) 

It i s  an e f fec t ive  charm: Josie  responds t o  it  spontaneously, t e l l i n g  

Jim t o  eat ,  not  t o  drink so much, t o  take care  of himself, f i n a ï l y  yield- 

ing t o t a ï l y  t o  h i s  demands f o r  materna  solicitude.  And Jim i s  not unique 

among O ' N e i l l ' s  maïe characters i n  using t h i s  fonn of appeal t o  e U c i t  

a sa t i s fac torg  re ponse fmm his environment. =und Tyrone continually ,k 
confronts h i s  fa7iily with h i s  s ick ly  helplessness and uncontrollable 

coughing. S r o n e  Sr. 's t a l e  of hardship and misfortune draws a mumur 

of sympathy and compassion from even so antagonis t ic  a l i s t e n e r  as  Edmund. 

Con Nelody displays h i s  wares of lovable weakness before an ind i f fe ren t  

Deborah Harford and does indeed e l i c i t  h e r  a t ten t ion  and in te res t .  O f  

a l 1  Jim Tyrone's ciramatic ancestors, however, Sinon Harford i s  the clear-  

e s t  link between Jim and the other  l a t e  characters  through whom O ' N e i l l  

explored h i s  own fantasy wrld. Simon's i l l n e s s ,  i n  the  f i r s t  of t h e  

two plays i n  which he i s  involved, and the  "touch of the  p e t "  he harbours 

within himself, bear obvious resemblance to t he  a f f l i c t i ons  and l i t e r a r y  

aspirat ions  of Edmund, OtNeill*s s ta ted  surmgate  i n  Long Day's Journex. 

A t  the  same time, Simon's experiences i n  More S ta te ly  Mansions, t he  

nature and resolut ion of the  con f l i c t s  he suf fe rs ,  a r e  c losely a i l i e d  

to t he  presentation of Jim i n  Misbe~otten.  Finally,  t h i s  c i r c l e  of in- 

clusive, over-lapping i d e n t i t i e s  i s  drawn t i g h t  by the  soror i ty  of O'NelU. . 
wornen who r e f l e c t  each other  i n  t h e i r  re la t ionships  to these men. 

Jim's treatment of Jos i e  through t h e  f i r s t  th ree  acts 



of the play reveals h i s  subscription t o  Simon's r i g i d l y  c lass i f ied ,  

dichotomized vis ion of woman. He i s  c l e a r l y  offended and revolted by 

Jos i e t s  rough language, her new-found and pretended t h i r s t  f o r  alcohol, 

and her honest expression of sexual desire. He has h i s  own image of 

Josie,  an image which i s  threatened and contradicted by these other  

qua ï i t i es .  J i m  t e l l s  Jos ie  t h a t  she i s  "real and healthy and clean and 

f i n e  and wann and kindtl ( ~ c t  II, p. i18),  t h a t  is, consummately maternal. 1 

A s  long as  Jim sees i n  Jos ie  t he  sacred image of mother, he cannot 

have sexual intercourse with her, When Jos i e  i n v i t e s  him t o  her bed, 

he answers with exaggerated l u s t ,  rever t ing t o  the  impersonal slang of 

Eroadway gatnblez'ç and whores, using h i s  language to e l M n a t e  the image 

of mother, and to ward off Josie 's  o f f e r  of intimacy. Jim f inds  Jos i e t s  

sensual i ty  disturbing and unaccepta6i.e; he can deal with it, and h i s  

own involuntary response, onïy i n  terms of t he  same d is t inc t ions  t h a t  

separated mother and sexual partner f o r  Simon Harforà. J i m  accuses Jos ie  

of de l ibera te ly  enticing him i n t o  a c a p a b l e  posit ion,  of betraying h i s  

t ru s t .  I n  More S t a t e l s  Mansions Simon a t t r ibu ted  h i s  d i s t r e s s  to t h e  

treachery and caïculat ion of Debrah and Sara, and O'Neill seemed t o  con- 

cu r  with t h i s  interpreta t ion.  I n  t h i s  play, however, O'Neill makes it 

c l ea r  t h a t  Jim's resentment of Josie 's  dis turbing behaviour i s  unjus t i f i -  

able. This suggests t h a t  some of O ' N e i l l ' s  neumtic ,  unconscious 

projections were beconing conscious and t h a t  t h e  s t r ingent  realism of 

t h i s  play was making it d i f f i c u l t  t o  maintain some life-long unconscious 

assumptions f o r  which h i s  a r t  had been a vehicle. 

Jimts resentment of Josie 's  i nv i t a t i on  t o  love-making 

9 

1 Mary Tyrone's fr igicii ty,  abetted by morphine, may have made her  
seem "cleann to her sons, but " h e a ï t h ~ , ~  %cal," and M w m w  are hardly 



i s  c l e a r l y  i l legi t imatez 

" . . . 1 warned you, didn' t  1, i f  you kept on-- Why did p u  have t o  
a c t  l i k e  a whore , asking me t o  came t o  bed? That wasnlt what 1 
came here  for. And you promised tonight would be d i f f e r en ten  ( ~ c t  III, 
P. 139) 

Jim needs the  Mnd of maternai love and acceptance he f e e l s  Josie  can 

give h i m .  '&en he f inds  Jos ie l s  r o l e  as  mother becoming confused with 

h e r  potent ia ï  as  a sexual partner, he r eac t s  as  Simon did. Simon, 

faceà with a s imi la r  s i tua t ion  when wife and mother form t h e î r  f an t a s t i c  

e l l iance,  makes a determined e f f o r t  t o  re-organize circumstances to h i s  

advantage, constructing a f i m  boundary between o f f i c e  and home, be- 

tween whore and mother. Jim, too, labours to reshape Jos ie  u n t i l  she 

conforms to h i s  n ëeds, knocking the  glass  of bourbon from he r  hand, an- 

swering her  sexual overtures with hardened,*repelling cynicicrm, exploit- 

ing her  maternal resources with the  same kind of helpless,  injured 

posture Simon adopts i n  t h e  l a s t  scene of Elore Skatelg Xansions. L o n ~  

Dayls Journes drew the connection between morphine and whores, and now 

t h a t  association seems t o  be transferred t o  alcohol and i l l i c i t  sexe 

Jos i e  cannot even pretend t o  s i p  a t  her  g lass  of whiskey without con- 

juring i n  Jim's mind images of "drunken tramps" and d i r t y  ho te l  rooms. 

Jim succeeds i n  uncovering and exposing Jos i e l s  fantasy of sexual prowess 

and promiscuity, asking her to be " h e r ~ e l f , ~  demanding from her  a 

promise t h a t  tonight  w i l l  be Hdifferent.n Eut Jim i s  not seeking to 

overturn t h e i r  sexuaï games and pretenses i n  favour of a frank, open re- 

lat ionship.  Rather, a l1  his e f fo r t s  a re  directed towards reconstruction 

of an idea ï  and acceptable re la t ionship with h i s  mother. Jim's fantasy 

apt  descr ipt ions  of the  remote woaan so imrolved in her own fantasy l i f e  
i n  Lona Day's Journey. I n  h i s  persuasive catalogue of i d e d  femininè 
q u a l i t i e s  Jim i s  describing a fantasized image of h i s  mother, and pre- 
scr ibing the  conditions under which Jos ie  can par t ic ipa te  i n  t he  isage. 
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is  congruent with the world-view presented i n  t h i s  play's th ree  pre, 

decessors, and O'Neill probably imagined t h a t  t h i s  central  fantasy was 

a t  l e a s t  p a r t i a l l y  real ized when h i s  brother enjoyed Ella's exclusive 

a t ten t ion  i n  t he  few years before her death, Freed from he r  morphine 

addiction, Xary Wne-ELla  O1h'eill was no doubt able  t o  e f f e c t  a t  l e a s t  

a functional escape from the  fantasy world of sexual g ra t i f i ca t ion  t h a t  

vas s imi la r  t o  t he  world t h a t  exis ted within Deborah Earfordls walled 

garden and caused Simon so much tonnent. The rou te  to t he  peace and 

secur i ty  Simon wins a t  the  end of Kore S t a t e ly  Mansions involves three 

e s sen t i a l  steps: the  e l h i n a t i o n  of male r i va l s ,  the  dissolut ion of t h e  

seni& f an tas i  4 of mother candidates which st imuiate gui1 t i n c u r r i n g  

sexual des i res  on the  p a r t  of the  muld-be son, and a concommitant t h i rd  

s tep,  which i s  the  escape from adul t  sexual commitir,ents,1 When Sara 

Harford promises to destroy the  paternal  Company and t o  devote her  ex- 

c lusive a t ten t ion  t o  Simont s needs, male. r i va l s ,  both f a ther  and sons, 

a r e  effectively dispelled,  Within the  context of A Noon f o r  the  Misbe- 

gotten,  Rogan, Jos ie l s  fa ther ,  i s  Jimls only po ten t ia l  r iva l ,  but he 

ac tua l ly  works t o  pronote t he  l i a i s o n  between h i s  daughter and h i s  f r iend,  

Perhaps f o r  t h i s  very reason, Jim f inds  him an a t t r a c t i v e  f a the r  f igure  

and i s  wil l ing t o  adopt a f i l i a l  a t t i t u d e  towards himO2 Josf e l s  virgin- 

i t y  ensures t h a t  there a r e  no o ther  r i v a l s  on t h e  scene; and the l a s t  

3. The rela t ionship between E l l a  O'Neill and Jamie t h a t  developed 
a f t e r  he r  cure s e m s  to have f u l f i l l e d  a l 1  t h r ee  of these conditions, 
The sexual fan tas ies  stimulated by morphine would be l e s s  powerful a f t e r  
the  cure: Papa was dead and brother Eugene married and with a famiiy of 
h i s  onm; and the mother-son re la t ionship otviously negated needs f o r  
aduî t  sexual conmitment, 

2 The whiskey 'lgames'l Hogan and J i m  play a re  a more light-heayted 
but s ign i f ican t  re-enactment of the  deadïy ser ious  "Dattle of witsw Jamie 
and h i s  f a the r  engage i n  Long Dasls Journey, 
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brother was exiled from the  farm a t  t h e  opening of t he  play. Edth Sara 

Harford and Jos ie  undergo the  stripping-away of t h e i r  pr ivate  fan tas ies  

t h a t  in te r fe red  with t h e i r  s u i t a b i l i t y  a s  po ten t ia l  sources of materna  

sustenance. Sara discards her  "crazy dreamsN of her  own vol i t ion,  and 

Simon does not par t ic ipa te  ac t ive ly  i n  t h e  expulsion of Deborah's dis- 

turbing influence. Eut i n  A Noon f o r  t h e  1:isbenotten the  exposure and 

dissolut ion of Josie's fan tas ies  a r e  a r e s u l t  of Jim's calculat ion and 

manouevring. Finally,  Simon's re jec t ion  of adulthood i n  favour of the  

secur i ty  and unal ienat le  r i gh t s  of a boy i s  matched by Jim's regression 

t o  t he  saqe sphere of fantasized peace and secur i ty  offered by a mother 

who promises d O love him "no matter whatH and who withdraws her adul t  

sexual claims. J i m  wants tonight t o  be "differentW i n  very specif ic  

aspects and t h a t  i s  what he achieves through determined and v i g i l a n t  

manipulation of Josie. 

I n  s p i t e  of the  exaggerated offence he takes a t  Josie 's  

sexual advames, Jim's a t t rac t ion  t o  her  i s  by no means asexual, H i s  

fascinat ion with her  breasts and he r  weaïth of s o f t  f lesh,  h i s  plan f o r  

s l ipping i n t o  her warm bed and spending the n igh t  with his head pillowed 

on her  bosom indica te  t h a t  Josie 's  femaie physical i ty  i s  v i t a l  and en- 

t i c i n g  t o  him. His re jec t ion  of her  sexuel i nv i t a t i on  i s  spec i f ica l ly  

a re jec t ion  of p e n i t d  sexual i ty  and t h e  "poisonw of g u ï i t  t h a t  i n f e c t s  

it i n  his mind. In s p i t e  of h i s  acute perception of the  f an t a s t i c  nature 

of Josie 's  proaiscuity,  J i m  sees no far ther .  H i s  v is ion of Jos ie  i s  

t o t a l l y  confined within the  dichotomy of wonen he i s  committed to through 

h i s  ear ly  experience with h i s  own mother. According to t he  qua l i t y  of 

Josie 's  physical response t o  him, maternal o r  gen i ta l ,  he sees her as  

e i t h e r  t he  sacred image of a forgiving mother o r  the  "blonde pig on the  
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t r a in t t  inspir ing e ro t i c  feel ings  t h a t  w i l l  incur r  g u i l t  and threaten 
! 

al ienat ion and recrimination. Jim unconsciously assumes t h a t  t he  only , 
i 

r way he can w i n  and r e t a i n  Josie 's  love i s  through t h e  i n i t i a t i o n  of an 

i n f an t i l e ,  polymorphous sexual relationship.  H i s  need to re turn t o  a 

pre-genital s t a t e  renders him incapable of an adul t  re la t ionship with 

Josie ,  and his incapacity pa ra l l e l s  Simon's enforced suspension of 

s e m a i  r e l a t i ons  with Sara as  long a s  t h e  mother-wife boundary between 

h e r  and Deborah is i n  jeopardy. 

The guïlt feel ings  aroused i n  Jim by recol lect ions  of 

h i s  behaviour f llowing h i s  motherls l a s t  i l l n e s s  and death to r tu re  and P 
obsess him. 'mey a re  the  stimuli t o  t he  repeated pat tern of behaviour 

t h a t  was f i r s t  shaped i n  h i s  e a r l i e s t  experience and now determines t h e  

course of h i s  re la t ionship t o  Josie. The  ode of perception with which 

Jim saw and s t i l l  sees his mother's death i s  t h a t  of a small child,  

abandoned by an ind i f fe ren t  and perhaps vengeful mother, H i s  experience 

of her death i s  analogous t o  Simon's sensations of t he  treacherous 

a l l i ance  of wife and mother. There a r e  d i s t i n c t  s imi l a r i t i e s  of language 

and image i n  the  descriptions of these two feminine betrayals, widely 
1 

separate as  they a re  i n  kind. I n  t he  e e r i e  parlour scene of Fore S ta te ly  

?!ansions Simon describes h i s  sensations a s  he f e e l s  t he  conspiracy of 

Deborah and Sara kn i t t ing  i t s e l f  back together: 

" . . . Hother and Sara have vanished--Xother took her hand and l e d  her 
back--as i f  she opened a door i n t o  t he  pas t  i n  whose darkness they van- 
ished t o  reappear as  one wonan--a woman r e c d l i n g  Mother but a strange 
woman--unreal, a ghost coldly r m o t e  and proud--with a smile de l ibera te ly  
amused by i t s  own indifference--because she no longer wants me--has 
taken a l 1  she needed--1 have served my purpose--she has ru th less ly  got 
r i d  of me--she i s  f ree-and  1 am l e f t  l o s t i n  myself, with nothinil" 
( ~ a n s i o n s ,  Act II, p. 1256) 

Jim r e c a l l s  his mother's appearance as  she l a y  i n  he r  coffin: 

I t I  couldnlt  hardly recognize her. She looked young and pre t ty  l i k e  some- 



one 1 rmembered meeting lofig ago. P r a c t i c d l y  a stranger. Cold and 
inàifferent .  Not worried about me any more. Free a t  l a s t .  Free from 
worry. e o m  pain. From me." (Act III, p. 147) 

These a r e  two highly d i s s i n i l a r  events t r ea t ed  with s t r ik ing ly  s imilar  

language, Through the  congruencies of language Simon's suspicion of 

treachery directed de l ibera te ly  towards him seems transferred t o  Jim 

i n  h i s  react ion t o  his mother's death. He sees her  f i n a l  d e ~ a r t u r e  as  

a personal re jec t ion  of her  son, a de l ibera te ,  ru th less  escape from h i s  

grasp.l And, more than th i s ,  the  congruencies of language suggest t h a t  

Jim, l i k e  Simon, experienced d i e n a t i o n  from a beautiful ,  aloof mother 

a s  sexual re ject ion.  The nyoung and prettytt  f i gu re  i n  t he  coff in  and 

the  beautiful ,  remote wonan i n  Simon's mind a re  analogous to 

ce l iba te  schoolgirl  i n  the  adolescent f an t a s i e s  t h a t  deny Mary Tyrone's 

r o l e  as  mother and wife. Deborah, another extension of Mary TyroneEUa 

O'Neill, speaks very exp l i c i t l y  of her  aversion to the  intimate b d i l y  

association with her  young son motherhood demanded of her. F i n d l y ,  i t  

i s  c l ea r  t h a t  Jim's f rus t ra t ion ,  h o s t i l i t y  and g u i l t  a t  his mother's 

death i s  not an i so la ted  o r  s ingular  incident i n  h i s  l i f e ,  but r a the r  

one more expression of sensations he has repeatedly experienced s ince 

h i s  e a r l i e s t  years. I n  my discussion of Long Day's Journey 1 suggested 

t h a t  Jamie, as a chi ld ,  saw a causal re la t ionsh ip  between h i s  feel ings  

of h i s  own worthlessness and his motherls withdrawal i n to  fantasy o r  

morphine. Underlying Jim's behaviour i n  Fisbegotten i s  a firm and con- 

tinued commitment t o  t h a t  in te rpre ta t ion  made ear ly  i n  l i f e ,  and i n  t h i s  

play the  source of h i s  feel ings  of worthlessness is p la in ly  revealed as 

his geni ta l  sexuaïity. Hs del iberate  attempts t o  reconstruct  a gratify- 

1- 
t 1 Jim's resentment of his mother's escape thmugh death i s  obviously 

un jus t i f iab le  and i t s  i r r a t i o n a l i t y  undercuts j u s t i f i ca t ion  of Simon's 
pa ra l l e l  feelings,  



ing, secure relationship with h i s  mother through Josie's understanding 
- 

and compassion involve an i r ra t ional ,  spontaneous avoidance of s e x u a  

intercourse with Josie as long as  she has potent ial  as  a mother surro- 

gate. His confession of wrong-doing and expression of pain and injury 

i s  siinilar t o  Simon's dilemma i n  the l a s t  scene of Xore Stately Xansions. 

For both men confession and adoption of a pose of abject helplessness 

effect a return t o  an i n f a n t i l e  sexuality which assures them of achission 

t o  the security these strong , maternal wornen can of fer  And i n  infant- 

i l e  e ro t ic  expression they are no longer threatened by the  competition 

of naïe r iva is ,  

Eecause Josie i s  a sensi t ive,  perceptive and kind- 

hearted woman, Jim achieves h i s  goal. She honours her promise t o  "lovett 

him no matter how shocking and t e r r i b l e  the  nature of h i s  confession. 

Eut, i n  s p i t e  of his momentary victory over a hos t l l e  world, J i n  i s  

ultimately the  loser.  Josie herself i s  acutely aware of how much more 

love she couid o f fe r  him beyond the s t r i c t l y  drawn bundaries of maternai 

love, and, by the  end of the th i rd  act,  she i s  painfully conscious of 

Jim's incapacity to accept the  ful lness  of her feel ing f o r  him. Jim's 

l i f e  and vis ion have so narrowed and constricted tha t  he can see no 

far ther  than the  ins is tent ly  repet i t ive  scenario of a r c h d c  frustrat ion 

and guiit and i t s  nightmare recurrence i n  the scene of h i s  mother's 

death and the  journey home. The drawing roon on the  t r a i n  s l i p s  between 

him and the immediate, a l ive world t h a t  surrounds him with i t s  fresh 

opportunities f o r  love and beauty. His feelings f o r  t h i s  world a re  

1 The f igure of the  benevolent, forgivinr,  protective Mother i s  active 
i n  all these four plays. She i s  introduced i n  Lona Day's Jazrnex, I n  the  
shape of the  Virgin liary who i s  v i t a l l y  a l ive  i n  Xary Mone 's  fantasies. 
Presunably EUa 0 '~eU. l  communicated her playWright son the  ve r i ty  and 
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strangled by a crippling cynicism t h a t  j u s t i f i e s  his reject ion by a 

~ r o r l d  t h a t  necessarily must be aghast a t  his spectacularly decadent 

behaviour. I n  t h e  morning, when hé awakens to a magnificent sunrise, 

he remenbers h i s  offering of confidence and t r u s t  t o  Josie  with shane 

and anxiety, a t t r ibut ing  h i s  moonlight self-revelation t o  the loose 

mouth, of ttold John Barleycorn." He greets  Jos ie  and the morning with 

wary cynicism, cutting through the r ich  experiences of the night before 

with a sharp-edged self-mockery. Eut somehow Josie  reassures him of her 

commitment t o  him, and, i f  he couldn't see the  beauty of the  moonlight, 

he can f ee l ,  ai, a s t  f leet ingly,  t he  warmth of t h e  sunrise. Watching 7 
the  dam with ~ o s i e ,  he experiences profound motion t h a t  he f i r s t  

chokes on, and then can f i n a l l y  accept and acknowledge: 

"Gad seems t o  be puttinp on qui te  a display. 1 l i k e  Belasco better. 
Rise of curtain. Act Four stuff." Eer face has f a l l en  in to  l i n e s  of 
b i t t e r  hurt ,  but he adds quickly and angri ly  "Gad d m  i t l  Fjhy do 1 
have to pul l  t h a t  lousy s tuf  f?" b!ith genuine feeling. "God, it' s 
beauti-tul Josiel 1-1'11 never forget  it--here with you." (Act I V ,  p. 1.74) 

A t  t h i s  moment Josie  is ,  f o r  Jim, an agent of r ea l i ty ,  piercing tempor- 

a r i l y  the  hard she l l  t h a t  surrounds Jim's fea r fu l  vulnerabi l i ty  and 

torturous fantasies  of guilt and rejection. She possesses the strength 

t o  quie t  her o m  needs and f ea r s  i n  order to  o f f e r  Jim a brief and peace- 

f u i  resp i te  frorn the  ghosts that  haunt him. She achieves far-reaching 

awareness not onïy of herself ,  but of J i m ,  too. Sara of fers  Simon 

life-long devotion and protection from t h e  spectres of h i s  childhood, 

but Josie  recognizes the uitimate f u t i l i t y  of her  love f o r  Jim and the 

importance of such a f igure i n  dealing with sexual anxieties and confl ic ts ,  
f o r  the "holy imagett i s  as  s igni f icant  and powerful i n  the minds of Simon 
and J iq  as it i s  i n  Xary' S. 



impossitAe strength of h i s  fears,  It seems t h a t  O'Neill i s  taking y e t  

another look a t  the  personcilities confronted i n  Lowr Day's Journq,  

A Touch of the  Poet and Fore Stately Xansions, and t ha t  the  dramatic 

s i tua t ion  of A >loon f o r  the  ?!isbeootten i s  not q u d i t a t i v e l y  à i f f e ren t  

from those of the  other three plays, Perhaps the  disparate conclusions 

of Kansions and Yisbemtten groa. from O'Neill's grnater, more vigorous 

commitnent t o  r e a l i t y  i n  the  l a t t e r  play; the  absolute control t h a t  

Simon's consciousness, obsessed and tor tured by archaic fantasies  as it 

is, wields i n  Xore S t a t e l s  ?:ansions i s  i n  t h i s  play surrendered. The 

powth of t h i s  & bears a desolate, death-like despair f o r  J i m ,  so un- 

l i k e  Simon's promised future of peace, security and fulfilment. Yet 

Josie  emerges strengthened and revi tal ized through her her arduous, 

painful confrontation with fantasy and rea l i ty ,  She i s  the  ultimate in- 

he&tor of the  "touch of the  poetM shared by Edmund, J a d e ,  Tyrone, 

F!elody and Simon. 

Josie's personality and position bear fundamental, con- 

vincins resemblance t o  those of other of O'Neill's feminine characters, 

I n  her relationship to her father ,  she seems born of the same system of 

a t t i tudes  tha t  produced both Nora and Sara >ielody, Kara possessed a 

ce r t a in  unalienable authority over Con, i n  s p i t e  of her display of weak- 

ness, through her willingness to support and perpetrate h i s  fantasies  of 

nobi l i ty  and dis t inct ion.  L i t t l e  Kogan has h i s  own fantasies of power, 

even i n  the  face of Josie's immensely superior physical stature. Josie  

wields her broomstick, a to t a l ly  unnecessary weapon, with t he  same 

cunning Xora employed i n  her pers is tent  pose of abject s u ~ s s i o n  tomcon's 

fantasized authority. I n  the behaviour of both wmen i s  the  implici t  



asser t ion of t h e i r  consciousness of t h e  r e a l i t y  behind the  image of 

power, and t h a t  consciousness i s  an imminent t h r e a t  t o  t he  securi ty  of  

both Con and Fhil. Sara's posit ion i n  r e l a t i on  t o  Simon a t  t h e  end of 

!<ore S ta te ly  Eansions o f f e r s  mother  para l le l :  Simon's fearç  and 

fan tas ies  have been broadly and exp1icit;ly exposed t o  her  view. Her 

l'lovett f o r  him, l i k e  Nora!s love f o r  Con, and Jos i evs  f o r  both her  f a the r  

and Jim, then involves t he  same awareness of t h e  deepest, most radical  

components of Sinon's mind, with a l i fe- long commitment t o  compassion 

and devoted understanding.¶ 

JO i e  shares some of t he  same fee l ings  f o r  Phil as  /" 
h'ora experienced f o r  her. husband. Josie'  s kinship with Sara i s  manif e s t ,  

and i n  A Touch of t he  Poet Sara, i n  one area of her  consciousness, en- 

vis ions  herseif  as her  f a t h e r t s  mate. Jos ie  has been motherless s ince 

childhood and very ea r ly  assumed the  r o l e  of mother t o  her  fa ther ' s  sons. 

Phi1 himself perceives and a9preciatively affirms the  s imi l a r i t i e s  be- 

tween h i s  long-dead wife and h i s  daughter. hihat a i l  t h i s  adds up t o  

i s  t h a t  i n  a powerfully determinant aspect of Josie 's  personality, one 

fonned ear ly  i n  l i f  e, she i s  her  fa ther ' s  mate, h e r  brother' s mother. 

The sexuaï pat terns  t h a t  grew from t h i s  configuration of her  chjldhood 

experience, coupled with the influence of her fa ther ' s  personality, 

f o s t e r  t he  f an t a s i e s  and anxiet ies  t h a t  obsess her  as an adult ,  

Phil Hogan i s  a wary l i t t l e  nan, suspicious of t he  world 

1. This re- i terated aspect of man-woman partnership seems t o  develop 
progressively through these three plays. Kora's "lovett f o r  Con is  gen- 
uine to a degree, but her "pridem i n  it, and the  wholesale power she has 
over him, render it somewhat suspect. in Mansions Sara's power over Simon 
i s  eventually resolved t o  h i s  apparent advantage, but up t o  t h a t  .point  her  
and Deborah's cognisance of h i s  weakness i s  a dangerous threat .  In Q- 
begotten O'Neill seems able t o  confront Josie 's  super ior  stength and aware- 
ness without seeing i n  it an inescapatle t h r e a t  t o  Jimts security. 



and i t s  motives. He t e l l s  Josie, "' . . . my motto i n  l i f e  i s  never 

t r u s t  anyone too f a r ,  not even myselfew' (Act 1, p. 23) His love f o r  

h i s  daughter i s  deep and genuine, but he is unwllling and unable to ex- 

press it unguardedly and openly. Iiis i n s t i n c t s  f o r  self-preservation 

daand t h a t  he couch his affection f o r  her  i n  t h e i r  habitual games, jokes, 
- -- 

kidding, and a kind of defensive cynicism t h a t  protects  him from betrayal 
-. 

of any serious cormnitnent he night  make t o  her. Phi1 f e e l s  the appropriate- 

ness of a match between Jim and Josie, and i s  interested,  i n  a fa ther ly  

way, i n  such a l i a i s o n  ,being realized; but vhen, i n  the  f i r s t  act ,  he 

and Josie  sgeak of Fe poss ib i l i ty  he can discuss i t s  des i r ab i l i t y  only i n  

terms of f inancial  advantage and material gain. IIis e l a b r a t e  p lo t  t o  

bring the couple together shields  his r e a l  feel ings f o r  Jim and Josie; 

h i s  pretended drunkenness offers a quick escape route i f  Josie  discovers 

an6 r e j ec t s  h i s  plan. Josie  as a l i t t l e  g i r l  must have been confronteci 

with t h i s  same guarded, ind i rec t  affect ion from a f a the r  who feared be- 

t r a y d  of his t r u s t  and love. Her adul t  fan tas ies  of sexual promiscuity, 

publicized a t  every opportunity, a re  d i r ec t  outgrowths of her chïidhood 

relationship t o  her father:  on the one hand they operate to  e l i c i t  from 

her f a the r  a jealous, possessive response; on t h e  other hand they create  

a world where her sexual needs a re  spontaneously accepted by men who 

w a i t  upon her favour, and are  subject t o  her authority. in sp i t e  of her 

physicil  a t t ra t iveness ,  Josie  vants t o  see herself  a s  t o t a l l y  devoid of 

f m i n i n e  cham. Fer mannish posit ion i n  t h e  household, and the game of 

being her father 's  pal,  avert  t he  th rea t  of incestuous feelings. A t  the  

same t h e ,  through her  declarations of e ro t i c  conquest, she i s  demanding . 
from her fa ther  an assertion of h is  own r igh t s  of proprietorship over 



h e r  s e x u ~ l  f ~ v o u r s . l  She asks hirn why he has no t  intervened i n  h e r  l o v e  

l i f e ,  but t h e  quest ion i s  framed i n  half-joking language t h a t  need not  

exact  a p o t e n t i a ï l y  p a i r f u l  answer: ll'I've o f t e n  wondered why a man t h a t  

l i k e s  a f i g h t  as much a s  you didn' t  grab  a t  t h e  excuse of my disgrace  

t o  t e a t  t h e  l i g h t s  o u t  of t h e  men.'" ( ~ c t  1, p. 19) Hogan i s  too wel l  

aware of t h e  f a n t a s t i c a ï  na tu re  of her  proniiscuit,y, and too r e l u c t a n t  
t 

ta openly express h i s  l o v e  f o r  her ,  t o  a s e e r t  h i s  author i ty .  hhen he 

o f f e r s  drunken suggest ions on how t o  e n t i c e  Jim i n t o  bed, J o s i e  responds 

with b i t t e r n e s s  and r e s e ~ t m e n t :  "'You're fu l l  of s l y  advice a l1  of a 

sudden, r i n ' t  y o u y  You d i r t y  l i t t l e  t i c k l  . . . i t ' s  no t  r i g h t ,  a f a t h e r  

t o  t e l l  h i s  daughter how to-- ( ~ c t  II, p. 93) Hogan side-steps with 

a g i l i t y  Jos ie ' s  expressions of f r u s t r a t i o n  and p l e a s  f o r  acceptance 

and a t t en t ion ,  ~ n d  has no doubt done so  throughout h i s  daughter ts  l i f e .  

The ch i ld  J o s i e  mey have found an e f f e c t i v e  rou te  t o  

h e r  f a t h e r ' s  h e a r t  through emulation of h e r  dead mother. Her conver- 

s a t i o n  with he r  brother i n  t h e  f i r s t  scene o f  t h e  p lay  revea l s  a pro- 

t e c t i v e ,  ~ a t e r n a l  personali ty.  She probably won approbation and approval 

from h e r  f a t h e r  f o r  such behaviour when she was a g i r l  and she has sus- 

ta ined her  commitment to t h i s  role. Jos ie ' s  ac t ions  i n  t h e  first scene 

of t h e  p lay  gain  add i t iona l  s ign i f i cance  i f  they a r e  seen i n  t h e  l i g h t  

of Jos ie ' s  e l h i n a t i o n  of al1 r i v a l s  f o r  h e r  f a t h e r ' s  a t t en t ion .  Mike 

i s  no t  t h e  f irst  son t o  l e a v e  t h e  f a m ,  and Hogan shows not  anger but  

s a t i s f a c t i o n  a t  Jos ie '  s p a r t  i n  h i s  escape. Hogan' s i m p l i c i t  concurrence 

i n  t h e  l i a i s o n  between himself and h i s  daughter, a s  long a s  it requ i res  

no o u t r i g h t  dec la ra t ion  of t r u s t  o r  a f f e c t i o n ,  makes dl t h e  more s p e c i a l  . 
1. Jos ie '  s f a n t a s i e s  of  i l l i c i t  s e x u a l i t y  may shed some l i g h t  on t h e  

motives behind Jamie and Jim's whoring, I n  a i l  t h r e e  characters ,  indul- 
gence, whether i n  fan tasy  o r  i n  r e a l i t y ,  i n  i l l e g i t i m a t e  e r o t i c  r e la t ion-  



and valuable  h i s  acceptance o f  Jim. J o s i e  must f e e l  he r  f a t h e r l s  

approval of h e r  l o v e  f o r  J i m ,  and draw from it t h -  s t r eng th  t o  embark, 

f i n a l l y ,  on a s e x u d  re la t ionship .  

A i l  t h e s e  archaic  components of  Jos ie ' s  p e r s o o d i t y ,  

f a n t a s i e s  and a n x i e t i e s  and u n f u l f i l l e d  needs i n h e r i t e d  by t h e  a d u l t  

from t h e  c h i l d ,  shape h e r  r e l a t i o n s h i p  t o  Jirn. I n  t h e  f i r s t  p a r t  of t h e  

play t h e i r  dialogue i s  l imi ted  to o v e r t l y  sexual  jokes and "kidding," 

both of t h m  r e f r a i n i n g  f r o m  commitment u n t i l  t h e  moonlight d a t e  i s  s e t ,  

and even then t h e  would-be lovers  h ide  t h e i r  r e d  seriousness. The 

mock-agressive ba e r  t h a t  J o s i e  and Jirn engage i n  opera tes  i n  t h e  same 
C. p". 

way h e r  v e r b a l  àue l l ing  with he r  f a t h e r  does. I n  f a c t ,  J o s i e  emulates 

i n  h e r  response t o  Jirn her behaviour towards Hogan. She promotes he r  

promiscuous image i n  Jim's presence a s  v igorously  a s  she does i n  he r  

fa ther ' s .  Her o s t e n t a t i o u s l y  displayed t h i r s t  f o r  alcohol, which i s  a 

new extension of h e r  r o l e  a s  a loose ,  sexudly-experienced woman, e l i c i t s  

f r o m  Jim a t  f i rs t  only a disappointed ind i f fe rence ,  but h e  eventually 

explodes wi th  anger and displeasure ,  h o c k i n g  t h e  whiskey g l a s s  from 

h e r  hand. J o s i e  responds t o  J i n ' s  a u t h o r i t a t i v e  ges tu re  with "suprising 

meekness: ' A l 1  r i g h t ,  Jim, i f  you don1 t want m e  to-- "' ( ~ c t  III, p. 121) 

Her submission and easy cornpliance to h e r  l o v e r ' s  commands suggests 

t h a t  t h i s  i s  t h e  response she wanted f r o m  J i m ,  j u s t  a s  she des i red  t h e  

in te rven t ion  of au thor i ty  from h e r  f a the r .  

Cer ta in ly  J o s i e  i n i t i a l l y  e x h i b i t s  the  same f e a r s  of 

intimacy with J i m  a s  she does with Hogan. I n  Act II, a s  she s tands  alone 

and humiliated when t h e  hour f o r  h e r  rendezvous with Jirn has long passed, 

i s h i p s  seems t o  occur i n  response t o  pa ren ta l  indifference.  ( ~ n d  t h e r e  i s  
t 

a vengenace on Deborah implied i n  Simon's whoring a t  t h e  off ice . )  

i ib 
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he r  love  for  him rapidly turns t o  hate  and t h e  need f o r  vengeance. She 

experiences Jimls absence as a betrayal of he r  t r u s t ,  the  painfui re-. 

ject isn she feared. Although she must know t h a t  her  f a the r  i s  an in- 

ve te ra te  l i a r  and schemer, Hogan needs to exer t  l i t t l e  e f f o r t  t o  persuade 

her t h a t  Jim i s  t o t a l l y  untrustworthy. Her mind computes a l1  circum- 

stances as evidence of her own sexual unworthiness, and she resolves to 

play a n t r i ckw on him t o  punish him f o r  causing her  such pain. She re- 

t e a t s  to the  s a f e s t  posit ion she can hold: the  person who perpetrates 

t he  c leveres t  "jokeN i s  the  person who avoids a l1  commitment and avoids 

a l 1  the hazards f intimacy and honesty. This posit ion involves an un- P 
ceasing, v ig i l an t  defense of genuine feeling.  Her anger a t  Jimls 

assumption t h a t  he could ea s i ly  seduce her  i s  r e a l l y  an expression of 

f ea r  a t  t he  power he has over her--the power of her  own feel ings  f o r  him-- 

t o  rob her of t he  g ra t i f i ca t ion  she i s  accustomed t o  through her  fan tas ies  

of sexuai omnipotence. m i l e  p a r t  of  her  yearns f o r  real e ro t i c  g r a t i f i -  

cat ion,  another p a r t  forbids t he  re laxat ion of  vigi lance i t w o u ï d  e n t a i l  

and draws back from danger. When Jim pu l l s  her  t o  him with wgenuine 

passionw and then suddenly re leases  her, "Her face betrays the confused 

conflict within her of f r i gh t ,  passion, happiness and b i t t e r  resentment." 

(Act III, p. 114) A t  t h i s  point i n  t he  play Jos ie  i s  s t i l l  unable t o  

understand sexud  reject ion a s  having a cause outside herself ;  simultaneous 

"frightN and "happinessn dr ive her  back i n t o  her  ro l e  of  loose woman, 

self -suff ic ient  and ind i f fe ren t  t o  t he  men she seduces, avoiding r ea l  

sema1 commitment. 

The success of Jos ie l s  elaborate scheme of revenge, 

which w i l l  deprive Jim not only of actual  in tercourse  with her, but a s  

well of t he  money with which t o  buy the  sexual favours of the  &ores on 



Eroadway, i s  threatened by her strong sexual and maternal feel ings  f o r  

him.1 Rten i n  t h e  f i r s t  a c t  of the  play, she responds to him I n  a 

decidedly protective,  motherly way, t e l l i n g  him t o  hide i n  her  bedroom 

during Ilarder's v i s i t  t o  Save himself from implication, offering h i s  

wakted b d y  food, finding r e a l  pleasure i n  h i s  admiration of her breasts. 

The success of her  "joke" i s  l a t e r  jeopardized by her spontaneous 

react ion t o  Jim's ~ i t i f u l  misery. She i s  r e sen th i l  when she rea l izes  

t h a t  t h i s  i s  the only kind of love t h a t  J i m  can accept from her, t h a t  

h i s  r e a l  purpose i n  coming to her i s  t o  exploi t  her  maternal resources. 

Eut when J i m  t h  eatens abrupt departure, l i k e  a hur t ,  helpless boy, P 
Jos ie  can only ca l1  him back, f i n d l y  offer ing him a motherts uncon- . - - - _ -  -_ 

d i t i o n a l  love,, She sac r i f i ce s  her own needs and desires  to f u l f i l l  h i s  _ 4- -_ ^ _ -  

demands, and accepts the  ro l e  i n  which Jim wishes t o  c a s t  her  i n  h i s  

scenario of confession and forgiveness. Sara does the  same f o r  Simon, 

offer ing him peace, unconditional devotion, und ienab le  security. Eut 

i n  t h i s  play t h e  happiness t h a t  was to be immutable i n  More S ta t e lx  

Nansions i s  seen as impemanent, evanescent and a r t i f i c i a l .  What 

elements of Nisbepotten expose the  f u t i l i t y  of the  myth of ever las t ing 

devotion t h a t  concludes Yore State ly  Mansions? 

There i s  a fundamental consistency i n  the  dramatic 

s i t ua t ion  of dl these four  plays. Jim Tyrone i s  a character re- i terat ing 

not only the  personali ty of Jamie i n  Lonp Dases Journex but a lso the  

prenises t h a t  determine the  behaviour of Edmund Tyrone, Con Melody and, 

par t icular ly ,  Simon Harford. The regressive d i rec t ion  taken by a l l  these 

1 Josie 's  v e ~ g e f u l  scheme, i f  successful ,  would ef fec t ive ly  mascula te  
J i m ,  thwarting the  sexual hunger she  te l ieves  t o  be uppennost i n  h i s  mind. 
I n  t h e  same way, the  malicious a l l i ance  of Deborah and Sara seeks t o  render 
Simon impotent and s e x u d l y  ~ n f u l f i l l e d ~  
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men i n  t he  face of con f l i c t  i s  consummately figured i n  t he  image t h a t  

emerges from the  th i rd  a c t  of A Poon f o r  t h e  YisDeaotten: Josie  gazes 

with sadened countenance a t  the sleeping, boyishly helpless man she 

cradles  i n  her strong protective - S . ~  Powerful anxieties,  g u i l t  and 

sexual f e a r s  have created a nightmare i n  J i m ' s  mind t h a t  dr ives  him 

blindïy t o  Josie 's  arms f o r  comfort and consolation. The con f l i c t s  t h a t  

tonnent him a r e  not qua l i ta t ive ly  d i f f e r m t  from the contests t h a t  a r e  

waged i n  the  minds of h i s  predecessors. The information supplied by 

L o n ~  Cayts Journey a b u t  parental persona l i t i es  and ear ly  faroily l i f e  

o f f e r s  substant ia t ion of the log ic  of Jimts behaviour i n  the  l a t e r  play. 

A Touch of the  develops the same themes and makes more spec i f ic  t he  

s e m a i  dimensions of the re la t ionship between parent and chi ld  and i t s  

influence i n  the  child 's  development of adul t  sexual i den t i t y  and re- 

lat ionships.  I n  Eiore S ta te lg  Nansions there  i s  v io len t  parental  in te r -  

vention i n  the hero's sex l i f e  and f o r  Simon the  most desirable  mode of 

e r o t i c  expression becomes polymor~hous i n f a n t i l e  sexuality. A Noon f o r  

the  Misbe~ot ten extends these c l a r i f i ca t ions  of O'Keill's preoccupations, 

and i n  J i m  Tyrone maternal re jec t ion  o r  indifference i s  c l ea r ly  associated 

with a f e a r  of s e m a l  intimacy. 

1 A recapi tula t ion of Jim's predecessors and t h e i r  respective modes 
of regression may be i n  order here. I n  Long Day's Journey Edmund's i l l n e s s  
renews h i s  dependency on parental  care;  Jamie's alcoholic i r respons ib i l i ty ,  
h i s  f a i l u r e  to f ind  a place f o r  himself i n  t he  world, and h i s  general in- 
cornpetence (he can't even be t rusted t o  cu t  t he  hedge s t r a i g h t )  render him 
no l e s s  dependent than h i s  inval id  brother. I n  A Touch of the Poet Con 
Yelody can only deal with a troublesome world by stepping backwards to a 
period of h i s  l i f e  t h a t  represents expression of h i s  own authori ty  and om- 
nipotence; Simon Earford's i l l n e s s  marks the f a i l u r e  of h i s  attempt t o  
achieve independence of h i s  family and draws him i n t o  a child-l ike posi t ion 
of helplessness. And, of course, >:ore S ta te ly  Mansions imprisons Simon 
i n  h i s  childhood, and culminates i n  Simon winning assurance of maternal 
so l ic i tude  s imi la r  to but not indent icai  with t h a t  which Jos ie  of fe rs  Jim. 
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A Yoon f o r  t h e  Yisbegotten, then, continues t o  ex- 

p l o r e  t h e  fantasy  which obsessed O'Neill i n  Nore S t a t e l y  Mansions. And 

t h e  f i n a l  scenes of t h e s e  two plays a r e  so  s t r i k i n g l y  s i m i l a r  t h a t  they 

beg compartson. Yet, a t  t h e  same time, t h e r e  a r e  s u b t l e  d i s p a r i t i e s  

i n  t h e i r  tone  and hue t h a t  my be reve la to ry  i n  analysis.  Such ana lys i s  

of l e s s  than concre te  d e t a i l s  i s  a hazardous area  of  c r i t i c i sm,  with i t s  

tempting oppor tuni t ies  f o r  sub jec t ive  response, but l e t  u s  look a t  t h e  

language of  t h e  scene d i r e c t i o n s  t h a t  open Act I V  o f  Misbe~ot ten .  J o s i e  

and J i m  remain i n  t h e  postures t h a t  closed Act III: 

"Jos ie  'sits i n  t same p o s i t i o n  on t h e  s t eps ,  a s  i f  she had no t  moved, 
h e r  arms around &ne. Be i s  s t i l l  asleep,  h i s  head on h e r  breast .  His 
f a c e  has t h e  sme exhausted, death-l ike repose. Jos ie ' s  f a c e  i s  s e t  i n  
an e l r e s s i o n  of nurnbed, resigned sadness. Her body sags t i r e d l y .  I n  
s p i t e  of h e r  s t rength ,  holding h e r s e l f  l i k e  t h i s  f o r  hours, f o r  f e a r  of 
waking him, i s  becoming too ttuch f o r  her. The two make a s t r ange ly  
t r a g i c  p i c t u r e  i n  t h e  wan dawn l igh t - - th i s  big, sorrowful woman hugging 
a haggard-faced, middleaged drunkard aga ins t  h e r  breas t ,  a s  i f  he were 
a s i c k  c h i l d a n  ( ~ c t  I V ,  p. 157) 

The l i g h t  of t h e  s u n r i s e  o f f e r s  l e s s  comfort than does t h e  romantic l i g h t  

o f  t h e  moon; it i l l u n i n a t e s  t h e  painful ,  barren f u t i l i t y  of Jim's fan tasy  - 
of  forgiveness and secur i ty .  H i s  expectat ions of J o s i e  a r e  revealed a s  

s e l f i s h  and inpossible.  Ey dawn her  body i s  cramped and weary, h e r  f a c e  

sad and numb with wasted mot ion ,  This t r a g i c ,  b i t t e r  image of l o v e  i s  

i drawn with t h e  precis ion and o b j e c t i v i t y  of a medieval tableau,  s t e r n l y  

represen ta t ive  of  a fundamental t ru th . I  1s t h i s  t h e  i n e v i t a b l e  morning 

t h a t  must be boni of  t h e  moonlight encounter i n  t h e  Hogans' yard--and o f  

1 I n  h i s  chapter  on Xishegotten i n  The Late  P1ays of Eugene O'Neill, 
Rolf Scheibler  notes  t h e  inf luence  of  t h e  powerf'ul image of t h e  P i e t a  i n  
t h i s  scene. C e r t a i d y  h i s  i n s i g h t  i s  l eg i t ima te ,  and no doubt O'Neill 
was conscious of  h i s  imi ta t ion  of  and h i s  s i g n i f i c a n t  depar tures  from t h e  
Chr i s t i an  image of  t h e  Virgin Mary holding t h e  dead Chr is t ,  But explor- 
a t i o n  of such a correspondence does no t  necessa r i ly  i l lumina te  t h e  real 
motive power behind t h e  playwright's w o c a t i v e  const ruct ion of  t h e  scene. 



the  evening scene i n  the  walled, f an t a s t i c  gardenll 

Often enough we have seen t h a t  Jos ie  and Jim a r e  

leg i t imate  kin of Sara and Simon. And the  problem of t h e i r  divergent 

des t in ies  pers i s t s .  I suggest, i n  answer to t h a t  question, t h a t  i n  t h i s  

play the  character of the  strong, protect ive woman responded more f u l l y  

t o  OtNeill's portrayal,  and Josie  developed i n t o  a dramatic personali ty 

of impressive dimension and offered a resource of realism t h a t  was un- 

available i n  t he  other play. The playwrightts consciousness seems to 

f l o a t  omnipotenfly through the  f i r s t  scenes of t he  play, f ix ing  i t s e l f  

I n  no one person/aaity,2 ye t  meticulously constructing the  d e t a ï i s  of 

circumstance t h a t  climax i n  the  confrontation i n  Act III between fantasy 

and rea l i ty .  h'hen Jos ie  experiences the exposure of  her fan tas ies  and 

achieves new awareness and freedom from t h e i r  cons t r i c t i ons ,  OtNeill 

joins her i n  her  awareness. She experiences sexual re ject ion a s  both 

Simon and J i m  did,  ye t  she r ides  through t h e  waves of turbulent emotion --- . 

t h a t  threaten t o  flood her  consciousness, and i s  able  t o  understand 
\- - 

Jimus re jec t ion  of- her a s  having a r e a l ,  immediate cause, external t o  
---- - -- - -  

% 

herse l f ,  independent of her p r iva te  f ea r s  and fantasies.  Of utmost - .- - - 

significance i s  t h a t  with t he  freedom won through painfui. confrontation 

with the exposure of her  e ro t i c  fan tas ies ,  she gains a newlanguage, -- - 
*- 

- 

a frank, even beautiful  mode of self-exp-ression t h a t  bespeaks t ru th  and 

which O'Neill allows her  t o  recognize a s  "poetrybtt I n  her  soliloquy 

1 The other  three plays of t h i s  grou? a l1  conclude with a midnight 
o r  evening scene; onïy Eisbegotten waits f o r  sunrise. 

2 This ob jec t iv i ty  i n  i t s e l f  separates lv!iste~otten from Kore Stately: 
Fansions: i n  t h e  l a t t e r  play Simon's f ea r s  and fan tas ies  control  ana 
d i r e c t  the  whole development of the  drama. 



a t  t he  conclusion of Act III she expresses he r  understanding of the 

nature of her  s e l f l e s s  g i f t  to J i m :  

" . . . ouy night t h a t ' l l  be d i f f e r en t  from a l1  others,  with a dawn 
t h a t  won't creep over d i r t y  windowpanes but w i l l  wake i n  t he  sky l i k e  
a promise of Gad's peace i n  the  soul's dark sadness. . . . W i l l  you 
l i s t e n  t o  me, Jiml 1 must Le a poet. Who would have guessed i t ?  
Sure, love i s  a mad wonderfui inspiration! (Act III, p. 153) 

And eken a f t e r  the  noon has waned and the  harsher l i g h t  of day discovers 

t he  pain and sorrow of her  position, Jos ie  maintains her  cornmitment t o  

r e d i t y ,  and with it  her claim t o  poet ic  languagemi I n  a few simple, 

dramatic words she describes the c rue l  i rony and t e r r i b l e  beauty of 

her  noctun?al experience: "'A v i rgin  who bears a dead ch i ld  i n  t h e  night, 

and the  dawn f i n  d s her  s t i l l  a virgin. If t h a t  i s n ' t  a miracle, what 

islUt ( ~ c t  IV, p. 1.60) I n  a play so fraught with exaggerated i f  colourful  

language, "kidding,!' jokes, l i e s ,  dissimulation, Josie's words a re  

importantiy d i v e  and r e d .  She must and does r e v e r t  t o  t h e  h a b i t u a  

mode of communication between her  f a the r  and herse l f ,  so disturbed i s  

he by her "queertt talk. Yet she preserves her  profound consciousness of 

her experience, as  witnessed t y  the  straightforward, f rankly expressed 

emotion and understanding of her f i n a l  words: 

Eer face  sad, tender and pitying--gently. "May you have your wish and 
d i e  i n  your s leep soon, J i m ,  darling. 14ay you r e s t  forever i n  f o r g i v e  
ness and peace." She turns  slowly and goes i n t o  t h e  house. (Act I V ,  
Pm 177) 

The impl ic i t  con f l i c t  t h a t  threatened Simon's fu tu re  as  a poet a t  the  

end of Fore S ta te ly  14ansions involved h i s  simultaneous f ea r  of wholesale 

regression and h i s  need f o r  p a r t i a l  regression i n  order to regain the  

posit ion of  t he  "dreamer with a touch of t he  poet i n  h i s  soul and the 

1 It i s  tempting t o  speculate t h a t  Act I V  may have been an addit'ion 
t o  t he  play, t h a t  i n  i t s  i n i t i a i  conception Eisbegotten may have con- 
cluded with Josie 's  f i n e  and touching moonlight soliloquy. Act IV seems, 



h e a r t  of a boy." in A Koon f o r  t h e  Ydsbegotten J o s i e  undergoes arduous 

, 
r e v e l a t i o n  of  h e r  sexual  f an tas ies ,  rooted i n  long-past experience, and 

survives  t h e  ordeaï  a s  Simon could not. She becomes the  r i g h t f u l  h e i r  

t o  t h e  "touch of  t h e  poet," 

i n  some ways, a courageous c l a r i f i c a t i o n  of t.he t r u t h s  exposed in the  
t h i r d  act.  Indeed, t h e  ~ l a y  could have ended, without jeopardy to i t s  
l o g i c ,  n i t h  t h e  Act III scene of t h e  weak, defeated  man comforted by 
t h e  strong,  devoted mother, a s  Yore S t a t e l s  hransions was concluded, 



The Las t  Hansions 

1943 and the  completion of A Yoon fo r  the  V i s b e ~ o t t e ~  

brought an abrupt end t o  O'Neill's long career  as  a productive dranat is t .  

h?iile he and Carlot ta  were s t i l l  l i v i n g  a t  Tao House i n  California O'Neill 

had ten ta t ive  plans f o r  a cycle of one-act ~ l a y s  en t i t l ed  '%y Way of 

Obit," but Hughie was the only drama of t h a t  group t o  be completed. 

O'hTeill had already made h i s  f i n a l  a r t i s t i c  statement, and the  planned 

obituary was e i t h e r  superfluous--or painful ly  impossible. 

/ I n  1943 O'Neill had t e n  years of l i f e  before him. 

Writing was d i f f i c u l t  as  the  sever i ty  of h i s  hand tremours increased, 

but h i s  best  plays were wri t ten under t he  s t r a i n  of t h i s  a f f l i c t ion .  

And h i s  health was not so poor as  t o  prevent him from engaging i n  a busy 

soc i a l  l i f e  i n  New York i n  t he  l a t e  1940's. Carlot ta  was a s  a t ten t ive  

t o  h i s  needs a s  ever, l e t t i n g  no unwanted in te r rup t ion  d is turb  h i s  peace. 

There was enough money t o  buy b t h  i s o l a t i o n  and comfort. But during 

these l a s t  years OfMeill was overcome by a brooding, sombre despair  t h a t  

l e f t  h i s  c rea t ive  energies strangled and impotent and h i s  pr ivate  l i f e  

dismal and joyless. Formerly there  had been a vital. urgency i n  h i s  w r i t -  

in€: out  of each play grew manifold d i rec t ions  and images f o r  other  

dramas, generating pressures and tensions i n  h i s  consciousness t h a t  could 

oriiy be a ï leviated through fresh c r e a t i v i t y  and new explorations of 

pressing themes. 

The chronology of O'Neill's f i n a l  works seerns t o  have 

been as follows: a f t e r  t he  removal from Casa Genotta to Tao House in 1937 
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he worked with the  cycle, "A Tale of Possessors Self-Mspossessed,~ 

bringing A Touch of the Poet and More S t a t e l s  Kansions closer t o  corn- 

pletion. The cycle must have been posing d i f f i c u l t  problems because 

Carlotta reported t h a t  The Iceman Cometh, writ ten i n  1939, was f e l t  by 

her husband t o  be a kind of escape o r  release from w r k  on the cycle. 

Iceman returns t o  the  early years of O'Neill's adulthood, t o  the scene - 
of his own suicide attempt a t  Jimmy the Priest 's. Later experiences, 

which followed h i s  decision t o  become a dramatist, a re  incorporated i n t o  

the  play as  well, i n  the f igures  of various Greenwich Village personal- 

i t i e s  he had kno . Thelangu~ge  of Iceman returns t o  the  source of P 
O'Neill's e a r l i e s t  dramas--his sea-faring experience of des t i tu t ion  and 

raw l i f e  amang societ ies  outcasts. Long Das's Journes in to  N i ~ h t  was 

b e , ~  l a t e  i n  1939 and completed nearly two years l a t e r .  Its temporal 

setting--1912-makes it a sequel t o  Iceman's presentation of the  months 

O'Neill spent as  a lodger a t  Jimmy the Priest 's .  The parental themes 

of Iceman, orily obliquely expressed i n  the  t r iangle  of relationships 

among Larry, the  imprisoned Rosa, and her son, a re  c l a r i f i ed  i n  

Dayts Journey. The radical  personal c o d t m e n t  involved i n  writ ing of 

the  Tyrones caused O'I2eî.11 acute anguish; he suffered nentally and 

physically. A Koon f o r  the Xisbenotten was begun and completed i n  1943, 

and the eighteen month interval  between the completion of Long Dayls 

Journez and the undertaking of !{isbenotten was occupied with other work, 

probably preparation of the  extant versions of t h e  two cycle plays.i 

1 There i s  evidence t o  support this .  F'irst, O'Neill was a t  work, 
spasmoàically, on the  cycle from h i s  a r r iva l  a t  Tao House i n  1937 u n t i l  
1943, and he was becoming increasingly reluctant  about undertaking w r k  
t h a t  could not De completed i n  a r e l a t ive ly  shor t  t h e  (considering a 

reasonatüe period to be twelve months, more o r  l e s s ) .  So it sems  l i k e l y  
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The Tyrone plays and the  cycle plays speak i n  e x p l i c i t  family terms as 

Iceman does not. When O'Neill f inished Misbegotten he re jected t h e  - 
poss ib i l i t y  of fur ther  work on the  cycle and turned instead t o  his 

%y Way of Obitn se r ies ,  and IIu~hie,  t h e  one completed drama of t h e  

group, re turns  to the  medium of Iceman. The flashy, pathet ic  jargon of 

the  dom-and-out probes hes i tan t ly  a t  fantasy and f rus t ra t ion ,  at tacking 

again the  "pipe dreamtt theme of Iceman, but with l e s s  courage and less 

success. Perhaps O'Neill was t q d n g  ta begin again, to re turn t o  t he  

point of departure t h a t  The Icman Cometh had provided f o r  Long Day's 

Journez and P!isbe~.otten. Eut the realism of A b o n  f o r  the  Nisbe~ot ten  

had gone so far  / i n  exposing and destroying t h e  life-long unconscious 

be l ie fs  t h a t  had been the  basis f o r  O'Neill's a r t  t h a t  he could not 

re turn  e f fec t ive ly  t o  h i s  o r ig ina l  premises. h'or could he r i s k  fu r the r  

development of t he  t ru ths  reveded  through Jos ie  Hogan's arduous con- 

f rontation w i t h  f antasy and r e d i t y .  Carlotta '  s recol lect ions  conf i m  

the  sever i ty  of the  deb ï t i t a t i ng  trauma t h a t  gripped O'Neill i n  t h e  com- 

posit ion of these l a s t  dranas. Hughle must have been an ineffectual  es- 

cape from t h e  con f l i c t s  aroused by i t s  predecessors, fo r ,  when Yughie 

was completed, OtKeill did not m i t e  again. 

t h a t  Poet and bcansions, as  the  segments of the  cycle nearest  completion, 
wouîd denand h i s  a t ten t ion  before t h e  rough d r a f t s  and scenarios of t h e  
o ther  plays. Secondly, i n  t h i s  same in te rva l ,  between Long DRY'S Journey 
and >!isbe~otten, Oona's career as  a glamorous debutante was a tout  t o  
climax i n  her  marriage to Chaplin, a man her  fa ther ' s  age. O'Neill's 

j seething anger i n  response to her  soc i a l  a c t i v i t i e s  and f i n a l l y  to her  
marriage neat ly  pa ra l l e l s  the  behaviour of one of h i s  o m  characters: Con 
Xelody, hem of Poet, reac ts  with v io len t  and i r r a t i o n a l  jealousy to h i s  
daughter's a f f a i r  with t h e i r  b a r d e r .  Thirdïy, t he  preoccupations and 
conclusion of Ifore S t a t e ly  F?ansions bear such close com arison w i t h  those 
of Ydsbe ot ten,  known t o  have been completed l a t e  i n  1g3, t h a t  it,seems 
proba T-%T y t a the  Harford play underwent f i n a l  revision immeàiately 
prier t o  t he  w r i t h g  of A F!oon f o r  t he  l I isbe~ot ten.  



O'Neill's return to his experiences a t  Jimmy the 

Priest ' s  i n  Iceman revis i ted  a period of h i s  l i f e  t h a t  contrasted sharply 

with his existence a t  Tao House. The adventures of h i s  ear ly adulthood, 

a t  sea and on the docks of Euenos Aires and New York, were a source of 

inmutable pride to him throughout h i s  l i f e .  For many years a f t e r  he had 

e sbb l i shed  a sedentary, well-regulated l i f e ,  he wore, a t  every oppor- 

tunity,  the American Lines sweatshirt he had been issued on h i s  voyage 

, t o  Liverpool, reminding himself of a l e s s  secure, more dynamic s t y l e  of 

l i f e .  I n  L o n ~  Dayls Journeg, when Tyrone eulogizes h i s  à i f f i c u l t  youth 

and i t s  scarc i ty  Pd i n s t ab f l i t y ,  &und ins i s t en t ly  reminds h i s  f a the r  

t h a t  he, too, has suffered and hungered, thousands of miles from home. 

Eut O'Neill was des t i tu t e  by choice; James was always ready with a 

modest but adequate cheque, and h i s  son need never have been hungry f o r  

an hour, except by design. O'Meill gained a sa t i s fy ing  sense of kinship 

with the shanty I r i s h a n  his father  once was, by seeking out hardship, 

The descriptions of h is  adventures he offered Agnes were images of v i r i l e  

manhood and stubborn endurance, an ostentatious asser t ion of the young 

man's posit ion as an adul t  male, While h i s  son was growing up, James 

O'Neill was a matinee idol--a handsome, compelling symbol of v i r i l i t y  

i n  the  American theatre,  exuding confidence i n  his own masculinity. 

H i s  son's youthgul adventures a re  sonetimes interpreted as a rebellion 

against t he  estatjlished values of hard work and ambition of his f a the r l s  

wor1d;l more l i k e l y  they were an attempt to win h i s  f e the r l s  appmval 

and an attempt to ident i fy  with the  v i r i l e ,  authori ta t ive f igure  was on 

1 bris Alexander's Temperinç of Eu~ene O'Neill, particularly,  in- 
t e rp re t s  O'Neillls adolescent behaviour a s  youthful rebellion. 
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stage and i n  life. Significantly,  young hgene 's  attempt t o  pat tern 

himself a f t e r  h i s  f a the r l s  image climaxed i n  fa i lure ,  attempted suicide 

and a return t o  his family; Simon Harford's career as  the n i l e r  of his 

father 's  commercial empire ends, h o ,  i n  sobbing, helpless defeat. For 

both men, involvement i n  the  father 's  world excluded a r t i s t i c  o r  

creat ive act ivi ty .  Con Melody, too, forcibly denies the  m r l d  of t h e  

p o e t a r i s t o c r a t  through ident i f ica t ion  with his shanty I r i s h  father. In 

t he  l a t e  1940's O'Neill made another attempt to f ind  gra t i f ica t ion  and 

secur i ty  through a f f i n i t y  with h i s  father;  by t h i s  t h e  O'Neill was i n  

While O'Neill was writing of the  raw experiences of 

bis   ou th, he l iv ing  a l i f  e of t o t à l l y  d i f f  erent character. Carlotta 

orchestrated f o r  herself  and her husband an existence of gentle harmony 

and t a s t e fu l  refinement. OINeill demanded a perfect ly  ordered domestic 

milieu within which t o  carry on his work and Carlotta sought every con- 

ceivable means t o  achieve t h i s  end. Eouse guests were even r a re r  a t  

Tao Fouse than they were a t  Casa Genotta. O'Neill kept up his corres- 

pondence with old friends,  but his l e t t e r  were frequently laments over 

his poor heal th  and h i s  disturbed s t a t e  of mind and, as such, impl ic i t  

! 
i 
f 

warnings to would-be v i s i t o r s  t o  s tay away. He had extricated Umself 

from all family responsibi l i t ies ;  he communicated with neither Sh%e 

nor Ona and they were never invi ted t o  the  house, although Oona d id  pay 

one brief and highiy unsuccessfd visit. Carlotta had long ago assumed 

stewardship of t h e  mariage,  and responsibi l i ty  f o r  the  untroubled 

course of the relationship was solely on her  shoulders. The dream t h a t  

had fonned i n  young OtNeill ls  mind i n  Greenwich Village days, the  

fantasy of the  walled e s t a t e  unthreatened by inter lopers ,  had corne t o  



I f ru i t ion  i n  r e d i t y ,  but it threatened a bleak harvest of despair i n  o ld  

age, 

A corollary of the e s t a t e  fantasy was the  fantasy of 

i unique and powerrul genius, expressed by so many of the characters i n  

I O'Neill's l a t e r  plays. Tyrone, Hary, Edmund and even Jamie shared it 

i n  Long Dayls Journey. Simon Harford was restored to love and sani ty 

through confirmation of h i s  fantasy of boyish genius a t  the  end of More , 

Sta te ly  Mansions. Eut the character of Con Kelody i n  A Touch of the  Poet 

most c l ea r ly  emphasizes the l ink  between the  l o s t  cas t l e  and the  e r s L  

while poet, Castle Melody was the f igurat ion of the  e s t a t e  OINeill de-. 

scribed t o  Agnes 6 t he  f i r s t  months of t h e i r  l i f e  togethe-the valled-in 

mansion offering absolute securi ty  and omnipotence to i t s  proprietor. 

Castle Melody' s f e u d a  character l e n t  Melody indisputable authority over 

t he  inhabitants and accorded him unlimited sexual privilege. When, i n  

l a t e r  years, he r e l i v e s  h i s  days as a feudal lord ,  it i s  the "buch of 

the  poet," the spark of special  genius, t h a t  distinguishes him f r o m  his 

ordinary fellows and ca r r i e s  him back to the  d i s t an t  world of heroic 

omnipotence and universally recognized privllege. So mch of Con Melody 

i s  Eugene OINeF1l t h a t  it would be profi table  to explore some of the 

implications of t h i s  fantasy cluster.  ?!elodyts claims on h i s  c a s t l e  and 

t he  authority associateci with it are  suspect: h i s  f a t h e r t s  ambition 

and possibly unscrupulous methods won him materiaï advantage, and h i s  

father ,  l i k e ,  Janes OIFeill ,  was shanty I r i sh .  Although it was the  elder 

Nelodyts success tha t  brought h is  son wealth and power, h i s  f a t h e r t s  

background makes Con's aristocratie position dubious. Yet the "poetW 

and the  romentic hero i n  Yelody a re  rea l  i n  the t e m s  of the drama, qnd 



t h e s e  l e g i t i n a t e  q u a l i t i e s  a r e  t r a g i c a l l y  u n f u l f i l l e d .  The handsome, 

v i r i l e  o f f i c e r  of  e r e c t  pos ture  has much i n  him of  t h e  matinee id01 

OINeil l  once aspired t o  emulate, and i'!elodyls p a s t  sexurrl conquests a r e  

a source of p r i d e  t o  him and t o  h i s  chi ld .  Xelodyls methods of  s e x u d  

over tu re  a r e  O I N e i l l l s :  t h e  encounter between Con and Debrah  Harford 

i s  p l a i n l y  reniiniscent of C a r l o t t a l s  d e s c r i p t i o n s  of h e r  e a r l y  meetings 

with OINeill. Eoth the  playwright and h i s  cha rac te r  adopt postures of  

appealing help lessness ,  and lm-en t  t h e  b i t t e r n e s s  of  unrewarded o r  un- 

appreciated meri t .  And t h e i r  boyish c h a m s  a r e  t o  varying degrees 

/The genius fantasy ,  j u s t i f i a b l e  a s  i t  happeneci t o  be 
l 

i n  OINei l l l s  case, was perpet ra ted  by him wi th  f a c i l i t y  throughout h i s  

l i f e .  Agnes vas c e r t a i n l y  r ecep t ive  a t  t h e  o u t s a t  of t h e i r  r e l a t i o n s h i p ,  

a s  kritnessed by h e r  e f f o r t s  to a d j u s t  t o  t h e  d e a a ~ d s  her  hust>and made f o r  
1 

i s o l a t i o n  and freedom from family commitments, She m i t e s ,  i n  h e r  record 
II 

H 
of  t h e  e a r l y  years  of t h e i r  marriage, of  h e r  unquestioning acquiescence 

i n  t h e  requirements of  t h e i r  m a r i t a l  "agreeaer t.," which made no room i n  

t h e i r  l i v e s  f o r  h e r  daughter  o r  f o r  t h e i r  okn children--"so preposterous 

would have been t h e  idea  of my poet-genius h5t.h a c h i l d  amund." (boulton, 

pp. 171-2) Even Agnesl choice of language suggeats h e r  wi l l ingness  t o  

subscr ibe  t o  h e r  husbandts f an tasy  and p lay  h e r  r o l e  i n  it. The chief  

import of O I B e i l l t s  v i s i o n  of h i s  otjn genius i n  i t s  e f f e c t s  on h i s  c a r e e r  

were t h e  s t r i n g e n t  condi t ions  it imposed on h i s  a b i l i t y  ta m i t e .  Only 

i n  a p a r t i c u l a r  atmosphere could he respond f u l l y  t o  t h e  c r e a t i v e  inpulse.  

Ee made t h e  decis ion  t o  become a playwright a t  &ylord Farm t h e  tuber- 

c u l o s i s  sanitorium where he spent  f i v e  months i n  1013, L i f e  was s t r i c t l y  

regimented a t  Gaylord; rest, physica l  exe rc i se  and s o c i a l  a c t i v i t i e s  were 



each assigned t h e i r  portion of t he  day. The s t a f f  were parental ly  

au thor i ta t ive  and genuinely devoted t o  the  welfare of the  pat ients  under 

t h e i r  care. I f  O'Neill f e l t  t h a t  h i s  family had f a i l ed  to  confront the  

seriousness of h i s  a f f l i c t i on ,  a s  L o n ~  Day's Journes suggests, then a t  

Gaylord he must have found h i s  needs s incerely  respected. For many 

years a f t e r  he l e f t  the  sanitorium he remained i n  f r iendly  contact with 

. one nurse i n  par t icu la r ,  a motherly woman who had taken a special  in- 

t e r e s t  i n  him. The family atmosphere a t  Gaylord offered him impetus 

t o  make a commitment t o  h i s  a r t ,  but h i s  commitment could o f i y  be main- 

ta ined through rs ing himself again i n  t h e  kind of securi ty  Gaylord 

provided. The first prolonged period of concentrated work i n  his career 

occurred during the f a l l  and winter of 1913-14 when he l i ved  with family il 
f r iends ,  t he  Rippins, i n  New London. The Füppin household, apparently, 

was warm and jovial ,  and young Ehgene was welcomed as  a paying guest. 

&S. Rippin took a motherly i n t e r e s t  i n  h i s  health, and her daughters 

typed h i s  manuscr ipts~ One of t he  daughters reports  t h a t  O'Neill seemed 

t o  be romanticaily a t t rac ted  t o  her, but he expressed h i s  tender senti-  

ments only i n  l e t t e r s ,  a f t e r  she had l e f t  h'ew ~0ndon. l  O*NeFll's de- 
1 

votion t o  h i s  new vocation amused and fascinated the  Rippins, and h i s  B 
precarious heal th  and blossoming t a l en t  e l i c i t e d  from them the  a t tent ion 1 
and respect accorded an especially charming child.  O'Neill responded 

and wrote p r o l i f i c a l l y  during t h i s  period, 1 i 

1 O'Peill seemed much more a t  ease i n  expressing sentiment o r  affect ion 1 
i n  correspondence than he did i n  f ace to - f ace  s i tuat ions .  Even a f t e r  h i s  '1 
marriage to Agnes began t o  f a l t e r ,  he wrote her loving ep i s t l e s  when they 
were apart. And the sentimental i n s c r i  t i ons  on manusc r i~ t s  he resented 

I 

to Carlot ta  m u i d  suggest t h a t  t h e i r  r e  ! ationship uas rnuch less &peso 
tuous than it r e a l l y  was. &en i n  h i s  moods of darkest  despair  he wàs I 1 

able  to compose messages describing i n f i n i t e  Uiss and undying devotion. ' ! 
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One of the symptoms of discontent t h a t  forewarned the 

end of Otli 'eillts second marriage was the increasing d i f f i cu l ty  he ex- 

perienced i n  concentrating on h i s  work. The domestic routine t h a t  had 

been so productive suring the spartan years a t  Provincetown and Peaked 

H i l l  Ear disintegrated as more demands were made not only on O'Neill's 

a t tent ion but on Agnes' as well. A s  t h e i r  family and soc ia l  l i f e  grew, 

Agnes' exclusive devotion was denied him, and he reacted with f i t s  of 

i r r a t i o n a î  jealousy. His health became a subject of concern and he 

a t t r ibuted  h i s  discontent and physical malaise t o  recurrence of tuber- 

cu la r  symptoms, alt ough the disease had years before been diagnosed as 1 completely a r r e s t  d. I n  I3ermuda writing was extremely d i f f i c u l t  and h i s  

health deteriorated. 

What Geylord, the Rippin home, and Carlotta offered 

O'Neill Agnes was now unwilling t o  supply. To work successfully, O'Keill 

had to f e e l  the terms of h is  fantasy of genius sat isf ied.  A s  he grew 

older those terms became more and more r e s t r i c t ive ,  crowding out other 

face ts  of h i s  l i f e .  A t  Gaylord, and the Rippins', he found himself i n  

a posit ion of child-like c e n t r d i t y ;  both the  sanitorium and the Rew 

Londog boarding house honoured him as a special  guest. As a s m a î l  child 

he had been obsessively watched over by El la  f o r  signs of ï i lness .  

Guilt over the  l o s s  of her second son drew from her a specif ic  mode of 

maternai solicitude, and it was awakened by signs of inf i rmity i n  l i t t l e  

ELigene. Her addiction t o  morphine, a possessive husband, and an elder  

child t o  whom she was part icular ly attached a l 1  competed with Argene 

i n  Eilat  s mind. I n  Long Day's Joumey Edmund, a t  twenty-three, i s  s t i l l  

nurturing hopes of winning from h i s  mother a concerned, protective re- 

sponse t o  h i s  t 4 ercular  condition. The deter iorat ion of O'Neill's 
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heaï th  during the  period of h i s  separation from Agnes indicated a 

smiiar recurrence of ungratif ied,  child-l ike needs. 

While l i v i n g  i n  h i s  l a s t  s t a t e l y  mansion, Tao House, 

O'Neill's physical condition demanded unceasing ca re  and vigilance from 

Carlotta,  She defended her  hom and her  husband from a i l  invaders with 

f ea r l e s s  ardour. The O'Neillsv c i r c l e  of soc i a l  intercourse had con- 

t rac ted  t o  exclude nearly 811 t h e  old f r i ends  with whom O'Neill had 

spent hours, days, even weeks of aï.coholic conviviaï i ty  i n  the  ear ly  p a r t  

of h i s  career. ïndeed, i f  there  was one conspicuous cont ras t  between 

the  days a t  Jinny the Priest ' s  and the  genteel  refinement of Tao House 

it was the absenc / of alcohol, Carlot ta  had teen s t r i c t  and au thor i ta t ive  

on t h i s  count: t he  few tbes he had broken h i s  abstinence during the 

f i r s t  years of t h e i r  relationship,  she had responded with sharp rebuke. 

Agenç, on the  other  hand, had tendered no impediment t o  O'Eeill's d r i ~ k -  

i n  Through the  f irst  p a r t  of t h e i r  marriage she would wait pa t ien t ly  

f o r  h i s  need f o r  l iquor  t o  subside, then nurse him through the  painfui 

remorse and convalescence t h a t  always followed. I n  l a t e r  years, she 

drank with him. Until  he fonned h i s  l i a i s o n  with Carlotta,  alcohol 

was a severe and chronic problem f o r  O'Neill, pa r t i cu l a r ly  i n  view of 

the  f a c t  t h a t  only under a program of s t r i c t  abstinence could he 

approach h i s  work. The'origins of h i s  drinking problem may l i e  i n  

several  areas, His fa the r  was not a heavy drinker, or,  a t  l e a s t ,  he was 

r a r e l y  incapacitated by l iquor ,  but he had a pa r t i cu l a r  a f f i n i t y  f o r  

the barroom and i t s  r ibald,  jocular atmosphere, Jarnie's alcoholism was 

more ser ious  than h i s  trother 's;  l i quo r  f i n a ï l y  k i l l e d  him. I n  both 

h i s  f a the r  and brother Zugene surely  found pa t te rns  of masculine be- 
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haviour with which he wished t o  identify.  Eut more fundamental t o  the  

m o t  of O'Neillws alcoholism was the pa r t  it played a s  a defensive 

ploy against  intimacy and a j u s t i f i ca t ion  f o r  h i s  incornpetence i n  t he  

da i ly  business of l i f e .  In  th ree  of these four  plays drink becomes an 

agent f a c i l i t a t i n g  escape from personaï commitments and from confrontatior, 

with rea l i ty .  For Jamie, i n  Long Day's Journey, it is  a counterfoil  t o  

h i s  brother's i l l ne s s ,  a function of h i s  own desperate jeaïousy of h i s  

r i v a l  i n  t he  s t ruggle  f o r  h i s  mother's affection. Liquor o i l s  t h e  

mechanisms of escape f o r  Con Melody, enabling an easy regression to 

archaic fan tas ies ,  nd erecting a defensive bar r ie r  between him and h i s  

wife and daughter 1 Drink has a s imilar  regressive influence on Jim 

Tyrone, on the one hand affording him the  means t o  re turn t o  h i s  mother's 

amis, and a t  the  same t h e  guarding him from int imate  personaî commit- 

ment to Josie. O'Neill's alcoholism was a problem which, unlike h i s  

brother's dcoholism, was overcome abruptly and decis ively i n  middle-age. II 

l 

I n  h i s  youth, his drinking had been primarily associated with whoring 

and intemperate, ind i f fe ren t  sexual re la t ions .  Armed with the raw 

cynicism and careless  a t t i t udes  l iquor  and h i s  brother's influence could 

bestow, the  bdolescent Eugene overcame the  trauma of adul t  s e m a l  

in i t i a t ion .  That it was indeed a traumatic period f o r  h i m  seems cer ta in ,  

f o r  three of  these l a s t  four plays deaï, with increasing profundity, 

with the  young adult 's  emergence i n t o  sexuai i d e n t i t y  and adul t  s e m a i  

relationship.  Fears of re ject ion,  inadequate performance o r  insuf f ic ien t  

stimulation were mitigated, for  the  adolescent, by alcohol. O'Neill 

was nearly t h i r t y  when he met Agnes, and was s t i l l  drinking heavily. . 
Liquor was a ser ious  impediment t o  t h i s  work; drinking was carr ied on i n  



cycles, a l ternat ing,  never over-lapping, with h i s  writing. Days, 

sometimes weeks of convalescence were necessary before he recovered 

suf f ic ien t ly ,  mentally and physically, from per iodic  and prolonged 

binges. A s  t h e  re1,ationship between O'Heill and Agnes developed, it 

was punctuated ty merely moderate drinking o r  more severe lapses  from 

abstinence. During these lapses  he d d  t r e a t  Agnes with cruel  in- 

difference or  stubborn cynicism, as  i f  she were one of t he  whores of h i s  

youth. After t h e i r  marriage, when the re la t ionsh ip  had s tab i l ized  i t s e l f ,  

O'Neill's alcoholism seemed chief ly  to a s s e r t  i t s e l f  when the  couple 

came i n  contact  with e i t he r  of t h e i r  families. The imminence of t h e i r  

f i r s t  meeting witd ELla and James caused a ser ious  lapse  i n  t h e i r  son's 

abstinence. The s i t ua t ion  was an ant ic ipat ion of the  themes he was t o  

deal with i n  l a t e r  dramas. Debrah Harforà's possessive jealousy and 

se l f i sh  intervent ion i n  her son's marriage was something he l a t e r  de- 

scribed i n  Fore S ta te ly  Fansions. Md Ot1\Teill expect o r  des i re  i n  fan- 

tasy  t h a t  the  lady-like, gent le  E3la would make the'maternal claim on 

him t h a t  he f e l t  she had f o r  so long avoided? in Desire Under the  E l m s  

f a the r  and son r i v a l  one another f o r  the a f fec t ions  of t he  young mother. 

Did O'Keill f ea r  t ha t  Agnes would be suscept ible  to the  compelling 

at t ract iveness  h i s  fa ther  once possessed a s  a matinee idol?  Fantasies 

of childhood were re-awakened by the s i t ua t ion  and h i s  treatment of Agnes 

the night before the  v i s i t  foretold Simonts behaviour i n  Fore S t a t e l s  

Yansions when ear ly  experiences of family l i f e  overwhelmed him. O'Neill 

struck Agnes, publicly and unjust ly  attacking her  f l i r t a t i o u s ,  '200seN 

behaviour. In  Simonts mind, when archaic, f a n t a s t i c  images of h i s  mother 

and f a the r  exer t  in to le rab le  pressures, h i s  wife, too, becomes a whore. 

For O'Neill, aicoholism and regressive impulses were 
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CO-operative. hiring the  f i r s t  years of his marriage t o  Agnes h i s  

drinking was not a s  disrupt ive a problem a s  it became a f t e r  the  b i r th  

of Shane. One of t h e  most s ign i f ican t  f a i l u r e s  i n  O'Neillls l i f e  was 

h i s  i n a b i l i t y  t o  ad ju s t  to the  demands made on him by h i s  parental  

responsibi l i t ies .  P3.s acute perception and sens i t ive  expression of t he  

source of Aary ~yrone ' s  inadequacies as a mothv  i n  Lonp Day's Journey 

mst surely have grown, a t  l e a s t  i n  par t ,  frorn h i s  own unfortunate 

experiences as  a parent. Nhen Shane was b r n ,  the  byhood dream of 

perfect  aloneness t h a t  O'Neill had described t o  Agnes during t h e i r  court- 

ship was shattered. Shane, l i k e  Simon's sons i n  Xore S t a t e l s  Kansions 

o r  the i n f a n t  boy n Desire Dnder the  Elas, was an F ~ p e d h e n t  t o  the 

efulfilment of O'Xeill's fantas ies  of exclusive affect ion and appeared i n  

t he  l i g h t  of a r i v a l ,  as  both h i s  f a the r  and brother seemed t o  the  boy 

Ehgene. Xary's fan tas ies  of t he  triumph of the child-genius a r e  OIKeill ls ,  

too, and nei ther  ; h ry  Tyrone nor O'Neill could forgo i t s  g ra t i f i ca t ions  

i n  favour of commitment to parental  functions. \&en t h e  pressures of 

r e a l i t y  became in to le rab le  f o r  Xary, morphine supplied a f a c i l e  regression 

t o  archaic fantasies.  Similarly, O'Neill found slcohol a for tu i tous  

escape from the  pressures h i s  own fatherhood exerted on him. And Agnest 

new ro l e  a s  mother to his  son may have stimuïated anxiet ies  comparable 

t o  those Simon Karford suffered as mother and wife fonn t h e i r  f an t a s t i c  

a l l i ance  in h i s  mind. Simon leaves h i s  wifels  bed, sundering t h e i r  

marital  intimacy. Aicohol had a s h i l a r  e f f e c t  on OIMeill's second 

marriage: a t  Bdgef ie ld ,  when houseguests and l i q u o r  were p len t i fu l ,  

he of ten s l e p t  i n  t he  barn. 

Agnes describes O'Neill's need f o r  l i quo r  as  having 

been most intense before soc ia l  encounters which were, f o r  onereason 



o r  another, par t icü iar ly  significant.  She in t e rp re t s  h i s  need as a 

des i re  to stimulate i n  himself a suf f ic ien t  amount of emotion o r  in- 

t ens i ty  of feeling he feared he might otherwise lack. However, it seems 

tha t ,  ra ther  than make up f o r  a deficiency of feeling, alcohol justifier3 
Y 

inappropriate o r  extravagant emotion. O'Keill was an extremely shy man, 

withdrawing from social  intercourse whenever he was without the special  

amour of aïcohol. He confided to a friend, i n  l a t e r  years, t h a t  a f t e r  

es ta 'dishing t o t a l  abstinence he avoided par t ies  and gatherings i n  which 

he would be required to carry on normal soc ia l  functions. One of 

Carlotta's compla s against the  continuance of her husband's friendships 7 
with old acquaintances was t h a t  reunions were always drunken a f fa i r s  of 

unpredictalbe outcome. And O'Neill seemed to conply unprotesting with 

the  severance of those friendships. Some observers of the  OfNeill house- 

hold as it gradually withdrew i t s  welcome t o  v i s i t o r s  f e l t  t ha t  Carlotta 

was exacting a high pr ice f o r  her devotion. Lut O'lJeill rarely,  i f  

ever, made any attempt to contact, even surrept i t iously,  those who had 

been excluded from the  mal1 c i r c l e  of favour. 

Carlotta was a f i d y  parental f igure i n  O'Neill's I fe .  

The suicide note of her ex-husband, Ralph barton, indicated t h a t  she knew 

well the r o l e  of protector and del iverer  of the neurotic a r t i s t ,  al- 

though she met will l i t t l e  success i n  her  marriage t o  Larton. One of 

her most appealing a t t r ibu tes  i n  O'Neill's eyes ~ u s t  have b e n  her per- 

f e c t  aloneness i n  the  ~mrld .  Her maternal resources were t o t a l l y  a t  h i s  

disposai: her own daughter had no place i n  her l i f e  and there was 

apparently nevery any thought of her and O'Neill having children of t h e i r  

own. She was'.immediately receptive t o  O'Neill's fantasy of the child- 

genius, secure i n  a special  and unique posit ion i n  the world, and her 
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r o l e  i n  the  fantasy was appealing and grat i fying t o  her. She b u i l t  

f o r  him h i s  s t a t e l y  mansions, kept v i g i l a n t  watch over h i s  ever-precarious 

health,  organized an e f f i c i en t  routine of work and l e i s u r e  f o r  the  grea t  

dramatist. She demanded nothing of hin he was unable o r  unwilling to 

give; she obeyed h i s  needs as  an i ron  command. And she stopped h i s  

drinking, O'Neill's abstinence was a naturaï  off-shoot of t h e i r  relation- 

ship f o r  his drinking in terfered with h i s  work and heal th  and disturbed 

the  hannony of rout ine Carlot ta  exerted herself  to establish.  The 

L 

i s t r e s se s  which had in tens i f ied  O'Eeill's drinking problem i n  the  l a t e r  
! 

years of h i s  marria e to Agnes had been a l lev ia ted  through Carlotta 's  

in tervent ion and 1 upport. Shane and Oona were gone from his l i f e .  He 

was no longer required to assume respons ib i l i ty  f o r  domestic a f fa i r s .  

I n  s p i t e  of the companionship and love she had once given him, Agnes had 

been cal lously dismissed as  s e l f i s h  and grasping. The fantasy of the  

magnificent es ta te ,  sequestered home of the prodigiously taiented chi ld  

and h i s  devoted protec t o r  had become suff  i c i e n t l y  real ized f o r  O' Meill 

t o  escape h i s  need f o r  alcohol, and the  r e s t r i c t i v e  pat tern of aggressive 

behaviour and painful  remorse it imposed upon him, A t  the  same t h e ,  
1 

OrReill 's abstinence enforced an estrangement from old f r iends and drink- 1 

ing cornpanions f o r  it withdrew h i s  accustomed means of r e l a t i ng  t o  them, 

requiring an intimacy and sober honesty he couid not give. Acquaintances 

who had the opportunity t o  v i s i t  o r  meet with the OtNei l l ls  i n  l a t e r  years i 
observe2 O'Neill' s increasing dependence on Carlot ta  i n  soc ia l  s i tuat ions ,  

and t h e i r  apparently imp l i c i t  agreement t h a t  she shouïd carry the  burùen 

of conversation and, ult imately,  of a l 1  t h e i r  in tercourse  with the world 

outside t h e i r  insu la r  realm. 



The form of Carlotta 's  and O'Neill's courtship has 

already been describedi he came t o  her  as  a mlsunderstood genius, a 

helpless  boy, il1 i n  heaîth,  impoverished i n  l ove  and attention.  He 

laniented not  only Agnes' inadequacies, but a s  well the  hardships of h i s  

e a r l i e r  l i f e .  H i s  notion of t h i s  re la t ionsh ip  to Carlot ta  f inds  c l ea r  

presentation i n  the  hopeful fu ture  of Sara and Simon a t  t he  end of 

Nore S t a t e l s  iriansions, and the dynamics of each s i t ua t ion  a re  parai le l .  

Simon's marriage t o  Sara has three d i s t i n c t  phases. I n  A Touch of t he  

Poet the engagement of t h e  young couple portends a partnership of the  - 
poet-boy with pragmatic woman. Simon experiences d i s  t ress ing 

anxiet ies  emanattng from the  con f l i c t  of fan tas ies  of Sara as  a holy 

image and h i s  response to her  as  an e r o t i c a ï l y  st imulating woman. Agnes 

appeared to O'XeiU, during the  days of t h e i r  courtship, a s  a potent ia l  

par t ic ipant  i n  h i s  boyhood dream of i d y l l i c  dwotion.  A t  t he  same t h e ,  

she aroused i n  O'Neill natural  sexual des i res  which he a t  f i rs t  attempted 

t o  deal  with through alcohol and the  manipulation of ra ther  sordid scenes 

of care less  indifference and una t t rac t ive  inv i ta t ions  t o  sexuaï inter-  

course, The i n i t i a l  d i f f i c u l t i e s ,  however, were overcome: A Touch of 

the  Poet suggests t h a t  genuine love and Sara's strength of mind cemented 

the  re la t ionship,  and O'Neill and Agnes must have themselves achieved 

a degree of intimacy and joy t h a t  brought them those few years of con- 

tentment and peace. 

The second phase of Sara's and Simon's marriage i s  the 

subject  of Kore S t a t e l s  Kansions. James, E i l a  and Jamie a i l  died, within 

t h ree  years of one another, during the  corresponding period of O'Neill's 

marriage to Agnes. Sinon, a t  t he  beginning of t he  play, seems s imi la r ly  



f r e e  of family t i e s ,  H i s  mother has suspended communication with him, 

h i s  fa ther  dies ,  and Simon has long been estranged from h i s  brother, 

Yet t he  domestic t r anqu i l i t y  and straight-forward realism of Act 1 i s  

rapidly undercut by the  r*mergence of family commitments with the 

a r r i v a  of Deborah and Joel  bearing the  commands of t h e  dead fa ther ,  

A s  chïidhood influe-nces overwhelm Simon, t he  play becomes phantasma- 

gorical  i n  atnosphere, and powerful f an t a s i e s  and f e a r s  of insan i ty  

i n t e r rup t  t he  intimacy of husband and wife. Under Deborah's witch-like 

influence, in tens i f ied  by the  spectra ï  presence of the  dead fa ther ,  

Simon's sons becom r i v a l s  i n  h i s  s t ruggle  f o r  s an i ty  and sumrival. /" 
Sara a ï t e r s  profbundly i n  personaïi ty,  and joins d e b r a h  i n  her  ven- 

geance on Simon, 'Ihe dream of a r t i s t i c  triumph t h a t  Simon continued to 

cherish,  even a t  the beginning of t he  play, i s  t o t a l l y  abandoned, 

renedered impossible by his uncontrolled regression i n t o  t he  fantasies  

and experiences of childhood, I n  the  l a t t e r  p a r t  of his marriage to 

Agnes, O'Keill was finding work increasingly d i f f i c u ï t ,  and, indeed, 

a t  Spithead, he declared to f r iends t h a t  writ ing was ttimpossible,w His 

children,  Shane and Oona, had a s  l i t t l e  intimate e f f ec t  on t h e i r  fa ther ' s  

l i f e  as  d id  Simon's faceless  sons. Yet i n  b t h  cases t he  children 

figureci prominently i n  fantasies  of r i v a l r y  and jealousy, having privi-  

leged access to maternai resources, OtNeill 's unfeeling, cruel  t r e a t  

ment of Agnes during separation proceedings suggested t h a t  he, l i k e  

Simon, saw his wife as r ad i ca l ly  d i f f e r en t  from t h e  wm-an who had once 

given him happiness. An episode described i n  Chapter One ind ica tes  t h a t  

OtXeill may have begun t o  experience the  confusion of i den t i t y  of sexual 

par tner  and rnaternal f i gu re  t h a t  caused Simon such acute anxiety, 1; 

t h i s  incident  Agnes' wearing of a mant i l la  t h a t  had once belonged ta El l a  



s w e r e l y  disturbed her husband and he to re  the l a c e  from her head and 

l a t e r  t r i e d  ta drag her home by the hair. One of the  symptoms of 

Simon's trauma i s  the suspension f o  sexual re la t ions  between him and 

Sara, and t h e  re-introduction of re la t ions  on a basis of fflegitimate,  

clandestine eroticism, O'ReiU's heavy drinking surely inhibi ted ex- 

pressions of genuine intimacy between the  two, and his unreaçonable 

jealousy of Agnes put her i n  the l i g h t  of a loose woman, sexually 

promlscuous . 
The foundations of the th i rd  phase of.,Simon and Sara's 

marriage are l a i d  a t  the end of Xore S t a t e l ~  Elansions. Simon i s  weak 
/ 

and helpless, a s  b 'h 'eil l  was when he went to Carlotta i n  New York. The 

eruption of uncontrollable regressive tendencies has sapped him of the 

energy to pursue i n t e l l w t u a l  o r  a r t i s t i c  goals. The t e r r i b l e  charm of 

t h e  l o s t  kingdom and i t s  associations of e ro t i c  relat ionship with h i s  

mother have a t t rac ted  him t o  the verge of insanity. His father's impiicit ; l  

censure of h i s  sonts sexual l i a i s o n  with Deborah i s  figured i n  the  con- 

s w i n g  power of the Company over him. W%i.le Simon sits i n  the  garden, 

a he lp 'ess  chSd, incapable of quieting the psychologicaï s t r i f e  wit;hin, 

t o m  from himself, Sara emerges as h i s  del iverer  and protector. She re- I 
spnds spontaneously to  his h e l ~ l e s s n e s s ,  offer ing assurances of dwotion, 11 

/1 
1 

and a reverence f o r  the  poet i n  him, and the  boyîsh heart. She force- il 
f u l l y  expells the wltch-mother and the greedy Company from h i s  conscious- 

ness, and votrs an undying vigilance to ensure t h a t  they never return to 11 
Il 

haunt himai The sons a re  forgotten, disnissed, no longer important . Y j 1 

1 During O'Neillts separation and divorce proceedings, Carlotta issued il 
l(!I 

s t r i c t  orciers to fr iends forbidding mention, even i n  l e t t e r s ,  of Agne's 
and her children and t h e i r  ac t iv i t ies .  FIany years l a t e r ,  when Oona was jll/ ' '1 
enjoying a measure of notoriety, Carlotta again imposed censureship of 1 1  

I 



t Sara i s  something l i k e  the woman with whom Simon f e l l  i n  love i n  A Touch 

of the  Poet, but with one important difference.  The adventuress, with 

a t a s t e  f o r  vengeance, whom Deborah perceived i n  Sara a t  t h e i r  f i rs t  

meeting, i s  now absent from her personality, Her affect ionate  but amused 

a t t i t u d e  towards Simon's l i t e r a r y  aspirat ions  and fan tas ies  of gïorious 

acclaim becomes a profoundly serious respect  f o r  the  p o t e n t i d  genius 

&%thin her  husband, The ruthlessness of t h e  ambitious woman O'Neill 

must have seen as the  f a t a l  flaw i n  Agnes, t h e  flaw t h a t  j u s t i f i ed  h i s  

repudiation of her t the time of t h e i r  divorce. I n  l e t t e r s  t o  h i s  f f r iends,  during separation and divorce proceedings, O'Neill character- 

ized Agnes as  a vicious adventuress, bent on exploit ing her  re la t ionship 

t o  hin. The divorce decree i t s e l f  included a proviso inh ib i t ing  Agnes 

from wri t ing of t h e i r  marriage, indicat ing an i r r a t i o n a l  suspicion i n  

O'Xeill's mind t h a t  Agnes would t r y  t o  cap i t a l i ze  on h i s  weakness. 

Carlot ta  took very ser iously her okm r o l e  as del iverer  and protector, 

and complemented O'Keill's fan tas ies  of t he  lovable  helplessness of 

boyish genius. f i on  the  very f i r s t  t h e i r  re la t ionsh ip  was based on terms 

i ~ f o r m a t i o n  about h i s  daughter t h a t  might reach her  husband's ears. Car- 
l o t t a  accurately perceived t h a t  O9?Jeill was unable to r eac t  r a t i ona l ly  
and appropriately t o  e i t he r  s i tua t ion ,  jus t  a s  Sara Earford f i n a i l y  
learned t h a t  her  husband was incapa.de of coping with the ostensibly in- 
nocuous reappearance of family influences i n  his l i f e .  



t h a t  mitigated the  need t o  es tab l i sh  sexual i n t h a c y , l  a need which had 

caused OIKeill t o  behave e r r a t i c a i l y  and unreasonably i n  t he  first 

months of his l i f e  with Agnes. There were no r i v a l s  f o r  love  i n  Car- 

l o t t a t s  iwrld; she was wil l ir ig and eager t o  devote herself  whole-hearted- 

l y  to her husband. 

A t  t h e  end of A Touch of t he  ?oet Mora explains the  

qua l i t y  of her love f o r  her husband, t e l l i n g  her  daughter: '*' . . . 1'11 
play any game he l i k e s  and give him love i n  it. Havenlt 1 always? Sure, 

1 have no pr ide a t  dl - -except  that.'" (Poet, Act I V ,  p. 181) Through- 

ou t  her l i f e  with .Con, Nora has accepted the  posi t ion dicta ted her  by 

her  husbandls fantasies ,  and now she.wïî.1 be the  mate of the  shanty I r i s h  

innkeeper ins tead of t he  abused wife of t h e  poet-aristocrat. Sara, a t  

t h e  end of Eore S ta te ly  llansions, accepts a s W a r  r o l e  i n  marriage, 

and Simon's future,  imprecise as i t s  d i rec t ion  may be, seems hopeful. 

I n  his p o r t r a i t  of Con Melody, O'Neill approached recognition of t he  d e  

s t ruc t ive  nature of t he  pe t -hero ls  f u t i l e  fan tas ies ,  and the  dashing 

major1 s l igh tn ing  r e  jection of one fantasy l i f e ,  o r  ngame," i n  favour of 

another game with greater  immediate compensations undercuts the  v e r i t y  

of t he  hallowed 'Itouch of the  poet" within Eelody. Yet, i n  )lare S ta te ly  

I~!ansions, these painful ly  revealed t ru ths  , so per t inent  t o  OIKeilll s 

o w n l i f e ,  a r e  re jected i n  favour of a renewaï of the  myth of the  dis- 

possessed genius. The very depth of t he  exploration of h i s  own fantasy 

world, through the character of Simon, caused O'l<eill t o  r e t r e a t  from 

1 OIKeilï came to Carlot ta  as  a helpless  child,  and Carlotta re- 
sponded a s  a motherly, smypathetic flangelit--as Raplph Barton, her  ex- 
husband, described her  i n  h i s  suicide note. Carlotta 's  recol lect iops  of 
t h e i r  courtship a r e  of long hours of t a l k  i n  which O'Neill reveaïed him- 
s e l f  as  a tortured,  misunderstood genius, and not  of passionate love- 
making. 
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i t s  in to lerable  revelations in to  t h e  peaceable, secure world t h a t  the  

new Sara would build f o r  him, jus t  as he turned away from Agnes to the 

devotion of Carlotta, The most s igni f icant  revelation of Fore S ta t e lx  

FIansions l i e s  i n  the transformation of Mary of Lona Day's Journey 

i n t o  Ceborah Harford, 14aryts avoidance of intimacy becomes i n  Deborah 

wilfuï  seduction and malicious manipulation of Simon, I n  Deborah, 

Xary's f r i g i ù i t y  and guilt feel ings associated with her sexual commit- 

ments t o  her husband become a fea r  of inces t  involving intense e ro t i c  

a t t r ac t ion  to her  son, Ilary's fan tas ies  of genius and the  triumph of 

the  child protege develop i n t o  Deborah's fantasy of female omnipotence 

and the subjuga d on, through sexual manipulation, of men and emasculation 

of kings , whether they 'be a Louis o r  a Napoleon, o r  merely ru l e r s  of 

commercial empires l i k e  Simon o r  h i s  father ,  The r e s u l t  of this pro- 

cess of transformation is, f i r s t ,  the son's movement in to  a posit ion 

of v i t a l  importance i n  the mother's world, a posit ion of i n f a n t i l e  

central i ty .  And, secondl.y, Simon (and ~ ' i ' e i l l )  o f f e r s  an impl ic i t  

jus t i f ica t ion  f o r  h i s  own ero t ic  a t t r ac t ion  to h i s  mother by casting 

her as a greedy woman of magicaï power and immutable strength. Simon 

is,  i n  effect,  aïigning himself with h i s  f a the r  and asking pardon fo r  

h i s  e ro t ic  des i re  f o r  h i s  mother and h i s  feel ings of aggressive jealousy 

towards h i s  father ,  Simon's enotional turmoil was i n i t i a l l y  sparked by 

ordinary marital  re lat ions and t h e i r  reawakening of archaic parental 

influences which f i n a l l y  inundated him, Such re la t ions  of conjugal in- 

timacy had to be avoided i n  favour of the kind of l i f e  Sara can provide 

at t h e  end of the play, She i s  c lear ly  accepting a parental role,  but 

one purged of the  unacceptable aspects of Debarah's posit ion i n  Simo'n's 
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l i f e .  Her rescue of Simon, as  she ca r r i e s  him weak and s tr icken i n t o  

t h e  house, ant ic ipates  the scene of the  v i rg in  mother cradling the 

wasted chi ld  i n  A Noon f o r  the  . : isbe~otten, but i n  the  l a t e r  play OIMeill 

was to make much more specif ic  the  par t icu lar  nature of the  sexual avoid- 

ances i n  the  relationship between surrogate mother and middle-aged child,  

A Touch of the  Poet and the nightmares of ;!ore S ta te ly  

Kansions threatened t o  expose deeply-rooted fan tas ies  tha t  had controlled 

O1h'eillls l i f e  and work, Lon? Dayls Journey, f o r  a i l  its sensational 

frankness, had oriiy begun t o  probe the trauma of f a m ï l y l i f e  plagued by 

morphine and alcoholism, leaving untouched cer ta in  unconscious assumptions 

which OINeïL1 h t/ d held throughout h i s  l i f e .  Among these was the p o r t r a i t  

of 0':Jeii.l Sr. as  a stingy, unfeeling man who deprived h i s  family of 

love and rnateriaï comforts he couid eas i ly  provide. I n  fac t ,  James was 

deeply attached t o  his wife, and generous t o  h i s  sons, although he un- 

derstandablylacked the sens i t iv i ty  t o  comprehend the causes of his wifels 

addiction o r  his sons* apparently rebellious behaviour. OINeilî seldom 

acknovledged the securi ty  h i s  f a ther  had t r i e d  to provi.de f o r  him, o r  

h i s  attempts t o  promote his career, Such an acknowledgement would have 

jeopardized his own fantasy of the suffering of the deprived, misunder- 

stood genius. thncommitanthzith the  p o r t r a i t  of the stingy Tyrone was 

OINeillls image of himself as a victim, exploited and injured by those 

close t o  him. Ecimund, i n  Lono Dayls Journes, i s  helpless and aggrieved 

through no f a u l t  of his own: tuberculosis and his fu?iïiyls unwillingness 

t o  respond t o  h i s  legi t imate needs a re  ju s t i f i ab ly  lamented. Yet there 

i s  no h is tor ica ï  evidence tha t  the  OIKeills did not o f fe r  sympathy and 

care when Eugene needed it. Gaylord Farm was a highly respected in* 

s t i t u t i o n  and the best treaetment availaiîle was provided. These fan tas ies  



of victimization are exposed i n  Con Kelody, who was dispossessed of h i s  

e s t a t e  not through unscrupulous t ac t i c s  of wheeler-dealers, but through 

h i s  o ~ m  greed. I n  some ways !{ore S t a t e l s  Mansions i s  a backward step, 

i n  terms of commitment t o  rea l i ty ,  from the  revelations of A Touch of the  

Poet but lhnsions, i n  i t s  sur rea l i s t ic ,  dmost  uncontrolled explorations -9 

of fantasy l i f e ,  exposes with expl ic i t  c l a r i t y  the  nature of O'Neill's 

sexual att i tudes.  And it must have revealed to him the dynamics of h i s  

break-up w i t h  Agnes. H3.s f l i g h t  to Carlotta and the fantas t ica l  e s t a t e  

she 1~0d.d build f o r  him i s  jus t i f ied  by the  co~c lus ion  of More S ta te lx  

hiansions, but an a r t i s t  of O'Neill's honesty and vigour, constanUy 

d driven by the  ne d t o  fur ther  explore; was necessarily impelled t o  con- 

tinued investigation, t o  examination of the  peaceable world of the  child- 

poet a f te r  victory over the  t e r r i b l e  assai iants  i n  Deborah's walled 

Jamiet s l i f  e with R l a  af t e r  his f ather' s death must 

have caused O'Neill some envy, f o r  he vas himself a t  the t h e  involved i 

I 
i n  a marria.ge he found d i f f i c u l t  and ungratifying. Chapter Fïve has 1 

already described the  nature of the relat ionship b e t ~ e e n  mother and son: i 

Eila's a t tent ion was exclusively Jamie's; Zl la  vas cured of her addiction; 

Jamie, a t  F,Zlats insistence, had stopped drinking, and the  two travel led 

together. And James' death had wrought a s igni f icant  change i n  m a .  

Once the sheltered, del icate  wife of the  authori tat ive husband, she had I 

become an e f f i c i en t  businesswoman, competent i n  the  management of her 
1 

OIM a f fa i r s  and Jamiets. h'hat al1 this meant i n  O'l?eill's mind was t h a t  

h i s  brother had von the  position he himself sought, and would l a t e r  f ind 

with Carlotta. Jarnie had found a mate who, while offering him maternai 

sustenance, could make no demands f o r  sexual intimacy. The O'Neill 



family h is tory  suggests tha t  both ELla and James regarded t h e i r  e lder  

son as possessing superior potential ,  while they were genuinely u n p r e  

pared ~rhen bene s h o ~ e d  talent.  So R l a  could g r a t i f y  her son's sense 

of his owi spec ia l  genius. That O*Î?eill should choose these l a s t  years 1 
of h i s  mother's and brotherts l i v e s  as a subject  f o r  dramatization is 

not surprising. The l i f e  t h a t  Jamie l ed  with R l a  closely paraïleleci 

t he  fu ture  t h a t  Simon faces with Sara a t  t he  end of Fore S ta te ly  Kansions. 

Kor i s  it surprising t h a t  O'l<eïLl chose the  period a f t e r  Ella's death 

f o r  t h e  temporal se t t ing  of the play. To have written of E U a  à i r e c t l y  

wouïd have incurred the  r i s k  of re-opening the chasms of archaic fantasy 

t h a t  Iv!ore ~tatel-ykfansions uncovered i n  de ta i l ing  the  f an ta s t i c  relation- 

ship between Siron and Bborah. And it was h i s  own l i f e  with Carlotta 

t h a t  most deeyly concerned O'I\:eill in 1943. Although one suspects t h a t  
1 

Carlotta, sophisticated and refined as she was, may have been offended 

by conparison 1~5th Josie  IIogan, Jim 'I"yronets seduction of Josie  i s  

1t i s  conceivable tha t  O'Neill undertook the  writing 

of A 1,;oon f o r  the i2i.sbe~otten   ri th the intent ion of supplementing and 

affirming the vision of the strong, loving woman delivering f m  h e l l  t he  

weak, defeated mm-child, the vis ion t h a t  concluded Xore Sta te ly  Fansions. 

And, if 1:isbe~otten had been confined to  three zcts,  it i s  possible t h a t  

tHs purpose would have been achieved. Eut the  power and profundity of 

the po r t r a i t  of Josie  Hogan propels the drama in to  a fourth act. Josie  

i s  the only character i n  these four plays, possihly i n  dl of O'Neillf s 

r~ork, >;ho escapes frorn the  i n i t i a l  prernises of the  playwright's uncon- 

scious be l ie fs  and her o n  unconscious assumptions about the  world and 

herself .  lIer r eb i r th  i s  painful and strenuous. A t  t he  end of the play 



she i s  done ,  unsupported by myth o r  fantasy. There i s  no magical re- 

l ease  awaiting her a t  dam--only progound and b i t t e r  motion and the 

beauty of the r e a l  world. I4hy did O'Eeill's career end with t h i s  s tark 

and f ine  achi evement? 

Through the writing of E!isbeaotten O'Keill came in to  

confrontation with c e r t ~ i n  aspects of r e a l i t y  which severely threatened 

him and caî led i n t o  question the va l id i ty  of h i s  work, h i s  l i f e ,  h i s  re- 

la t ionship to  Carlotta. Although J in  'ipone f e e l s  threatened by and re- 

sentfui  of Josie's s exud i ty ,  the drama c l ea r ly  s t a t e s  t h a t  her desires 

a re  essent ia l ly  trustworthy, and innocent of the kind of malicious in- 

tentions ascribe d t o  Debrah and Sara i n  ?ore S ta te lg  ~ :ans ions .~  This 

questioned the very basis of jus t i f ica t ion  O'Neill had employed to  expel 

so callously Agnes from h i s  l i f e .  Josie, l i k e  Sara, must be purged not 

onîy of her e ro t i c  fantasies  but 2s well of her  sexual needs before she 

can s l i p  in to  her place i n  Jim' s fantasy l i f  e. i u t  t h i s  play makes much 

more specif ic  the th rea t  t o  Jim of s e x u d  intimacy a d ,  unlike E!ansions, 

determines the  high pr ice each lover  pays f o r  t h e i r  adherence to the 

terms of Jim's fantasy of forgiveness and unalienable security. Josie  

perceives the qual i ty  of the i r  sacr i f ice  to ghosts from the past  when 

she cradïes Jim on h e r l a p  and l e t s  him begin h i s  confessionr "' . . . 1 
have a i l  kinds of love f o r  you--and maybe t h i s  i s  the grea tes t  of dl-- 

because it costs  so much."' (YAsbe~otten, Act III, p. 142) While the 

sunrise i n  1,:isbeaotten revealed the b i t t e r  pathos of the v i rg in  mother 

¶. Josie's plan of seducing Jim i n  the service of vengeance and the  
des i re  f o r  power over him suggests tha t  O'ifeiil's or iginal  intention may 
have been to r e c a s t  the fantasies  t h a t  detemine the course of Eansions. 
Ut her scheme i s  soon defeated by her honest love f o r  Jim. 

r 
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burdened with the middle-aged child,  it a t  t h e  same t h e  illuminated 

OtEei l l ts  own loneliness i n  h is  marriage to Carlotta. And, more than 

th i s ,  Josie, f o r  her c l ea r  vision and sensi t ive perception of beauty 

and r ea l i ty ,  no matter how te r r ib l e ,  achieves the s ta ture  of a p e t .  

After t h i r t y  years of creat ivi ty ,  O1h'eillls conception of the  a r t i s t  

had suddenly altered: h i s  a r t  could no longer function as  a fantasy 

vehicle. The genius was no longer the protected, revered child, but an 

autonomous adul t . 
During the l a t e r  years a t  Tao Eouse O'Neill suffered 

a growing, merciless despair. A t  the roo t  of h i s  despair was the in- 
/ 

escapable collig'ion between h i s  fantasy l i f e  and the r e a l  world, a 

co l l i s ion  which was foreseen i n  the  f i r s t  th ree  of these four plays and 

f i n a l l y  confronted and presented dramatically i n  Misbeaotten. With 

Huahie O'Neill t r i ed  to  return t o  the or ig ina l  premises f o r  h i s  a r t ,  

but h i s  anxieties of again uncovering the unacceptable and intolerable  

images of Deborahts garden o r  again confronting the f u t i l i t y  and de-. 

s t ruc t ive  power of his own fantas ies  rendered his a r t  impotent and in- 

effectuai. An a r t i s t  of O1h'eillls magnitude must have seen t h a t  m ~ h i e  

was a tepid f a i l u r e  i n  comparison with the four  major plays tha t  were 

contemporary t o  it. 

Con Melody, i n  a fantasy l i f e  of sexual prowess secured 

through child-like appeal and of the  omnipotence of the poethero,  gra t i f -  

ied archaic needs. And he, l i k e  O'Neill, came in to  forceful co l l i s ion  

with reality--dramatically figured by a knock on the head from a Boston 

policemants night-stick. He endures a feu hours of consuming despair, 

then suddenly r e j ec t s  the insular  l u e  of the  Major i n  favour of con% 

p le t e  ident i f ica t ion  with h i s  long-dead father. Ile turns t o  the con- 



v i v i a l  atmosphere arid cheers of whurroolw i n  t h e  barroom. When he and 

Carlotta returned to h'ew York a f t e r  t h e  war, O'Neill, too, seemed t o  be 

seeking some form of securi ty  through patterning himself a f t e r  h i s  father. 

He emerged from the  seclusion of many years t o  become a grand old man 

of the  theatre ,  fe ted  and celebrated a s  James had once been. If Carlot ta  

had adapted to t h i s  new gregariousness, a s  l?ora did t o  her  husbandls new 

tt game," O'Neill might have continued i n  t h i s  l i fe -s ty le .  It was a r e  

v i t a l i z a t i o n  of the  young man who once looked f o r  a f f i n i t y  with his 

f a t h e r  through adventure and hardship. The young man sought t o  overcome 

t h e  g u i l t  and anxiet ies  associated with sexuaï maturation by winning h i s  

f ather'  s approv d and sharing i n  h i s  v i r i l i t y  and masculinity. The 

middleaged playwright had uncovered the  source of g u i l t  and f ea r  i n  

Fore S t a t e l s  >'ansions and I.l5sbenotten and, by doing so, unleashed those 

emotions i n  t h e i r  o r ig ina l  fury. Essent ia i ly ,  and s implis t icaï ly ,  t he  

nature of the  son's e ro t i c  fee l ing  f o r  h i s  mother, the  revelations t h a t  

confronted him i n  his a r t  drove h i m  t o  abandon not  only the  agent of h i s  

despair-his a r b - b u t  as  well t he  spec i f ic  regressive impulses t h a t  con- 

s i s t e n t l y  l e d  him back to the  ancient s t ruggle  f o r  survivaï so awesomely 

. re-enacted i n  Deborah's garden. The acclaimed dramatist  now returned t o  

h i s  f a t h e r 9 s  town, having achieved success i n  h i s  fa ther ' s  world, to play 

out  t h e  l a t e r  chapters of James1 l i f e ,  The c i rcus  of Eboadway soc ia l  l i f e  

warded-of f despair  by suppl anting the jeopardiz ed f antasy of the  child- 

genius sequestered within the w a l l s  of t he  grand e s t a t e  with a new 

ego-ided. : % t t h i s  was not the  OIKeill Carlot ta  had married and promiseci 

undying devotion and she, unlike Xora E-elody, refused to play her  p a r t  

i n  t he  new game. I n  A Touch of t he  Poet O'Reill had already perceived 
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t h a t  14elody's shanty I r i s h  posturing lias only a react ion t o  in to le rab le  

aspects of h k  accustomeci fantasy l i fe - - spec i f ica ï ly  his incestuous 

feel ings  f o r  Sara--and not an honest expression of the  man he r e s l l y  was. 

With t h i s  perception already recorded and acknowledged, OINeUlls new 

l i f e s t y l e  was on shaky foundation, even i f  Carlot ta  had subscribed to 

it. I n  any case, Carlotta rebelled and f i n a l l y  l e f  t New York and her  

husband. O'Keïil was desolate, and responded with the treatening appeal 

quoted i n  Chapter One. Xe spontaneously reverted to t he  fantasy of t h e  

lovable, helpless genius, and managed to break h i s  shoulder and r e tu rn  

to Carlot ta  as 4 ival id .  Together, t o  t he  end of h i s  l i f e ,  they con- 

tinued i n  t h e i r  search f o r  the  s t a t e l y  mansion i n  whose magic O I N e i l l  

could no lonser  believe. 

The conclusion of Eiore S t a t e ly  Eansions describes the  

boundaries within which O1!Teill ' s crea t ive  a c t i v i t y  had t o  be contained. 

He recognized, i n  A Touch of the  Poet, t h e  significance of ce r t a in  r e  

gressive tendencies as  a ca t a ly s t  t o  c rea t iv i ty :  Simon's poetry and 

à i a r y  a r e  products of h i s  child-l ike response to Sara. Eut a t  t he  same 

t h e ,  uncontrolled regression stimulated emotions which were intolerat i le  

when threatened with exposure through an a r t i s t i c  medium. While under 

the  influence of the  magical atmosphere of h i s  motherls garden, Simon 

must abandon h i s  a r t  and employ a l1  h i s  psychological energy i n  the  

s t ruggle  against  insanity.  The fantasy of the  child-genius, omnipotent 

y e t  protected by a powerful woman, i s  the  operative myth t h a t  in temenes 

a t  t h e  end of Fansions, preserving Simon from the  t e r r i b l e  phantoms of 

des i re  and f e a r  t h a t  inhabi t  the  childhood realm and simuïtaneously, 

g ra t i fy ing  i n  a more acceptable way the needs t h a t  originated there, 
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I n  oràer t o  pursue h i s  a r t ,  O'Neill had t o  s t e e r  t h i s  precarious course, 

I on t h e  one hand avoiding the  t o t a l ,  blank repression of t h e  regressive 

impulses t h a t  were fundamentaï to h i s  a r t ,  and, on the  o ther  hand, sk i r t -  

ing the chasm of insan i ty  t h a t  he feared l a y  beneath confrontation with 

t he  images of t he  wailed garden. 

If these were the prendses of O'Neill's art, then Josie 's  

emergence a s  a poet i n  Misbeaotten must have profoundly threatened them. 

O'Neill consistenfly i den t i f i ed  with the  a r t i s t s ,  poets and sundry 

i d e a l i s t s  i n  h i s  work, y e t  he was probably unprepared f o r  Josie's new 

presentation of the  p o s s i b i l i t i e s  f o r  autonony i n  t he  poetic personality. 

I n  s p i t e  of t he  / ainful revelat ion of t he  emptiness and lonel iness  of 

Jim Tyrone's loveless  l i f e ,  O'f\reill couid oniy resign himself to the  

same joyless wait f o r  death t h a t  faced Jim. 
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