AL PROBLEMS
ch s

o the Play Came to be Writteq

When The Emperor J,
psychologist§ like Freud, B

books Wwrittent. by Freud syl Can remember of al] the
T P » U1t., 1 have read onl r
Jung is the only one of the lot who interests me; Somelg hlfsc ISIII.; a?ﬁ
tions I ﬁnd_extr:aordmarlly lluminating in the light of my ggwn
experienge with hidden human motives.””

Impact’of Jung's Theories
A < . y . o, : . ").- ;
The, ‘suggestlon > which excited O’Neill'in The Emperor Jones

was Jung’s fundamental premise—the existence and power of “the
collective unconscious.”” The mind of a given man contains ideas
from “the collective unconscious’” which come to him simply by
virtue of his membership in the human race as well as ideas inheri-
ted from -his own specific race, tribe, and family. His mind contains,
in addition, unconscious ideas and symbols arising from his unique
personal situation to make up the structure of his “personal uncon-
i ’* Finally, from his personal unconscious <IIETEes his own
scious. Fmally, ‘Collective unconscious’ Jung means
consci ss, his ego. By ‘Collectly in

n‘,SClOusn.e ) : . “W dee’} {he lzncgn,
ge’s raclal Moo lenconscmus Tie means memories of one’s own
scious; by 'personaljl

jcutarty memories_of ene’s SinS 4 evit doings,
past—actions, _partcy! Ea

m e individual.
P .2 “rgonal conscious’’ or €20 of th s
n cn

b, B hown how the ego or self of Emgeror
In the play ) Ne(igrh&i simpa‘?t of terrot, and how s pcrbot?:;
Jones breaks doWiL uncrowd in upon him, cause the d|§1r}tettf}§1faa! the
and racial mem omial consciousness. 11 18 mj ‘msl i‘;d}‘iecar and
of his ego Of Pf,f,ﬁ,’,m,-ngs his present, and leads 10 f ’

undoing.

Disintegrat
g AThe Emperor

' G Jones
: d Regression of :
s Jones®, is a record of the gradual breaking dowe
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THE EMPERGp ,

jous €£o o
C(:(z:;;;(ci(ﬂlﬁ-g The first two visions—of Jeff anq " Aq
oceed from his personal unconscious bgf‘e
ced from a ra'cial memory, for }c)nu the
never actually undergone the t.rauma‘t‘w fxpcnencc of hﬁ'nagsah:?
gjoned as a sJave. nor had hg a dmct n()wledgc Of'any C«:;n'”
witch-doctor. yet under the influence of fear, when  his Veneefgu
lure is not there 1o protect him, his racial unconscious Pfﬂjec(:
ing visions and completely subjugates his conscious mim‘;’

ower of the Unconscious

in all tragic heroes had a particyl,,
Man commits a fatal error Whg;;
uch in order to fulfill his needs

of Jones'
collective w1 .
prison Guard ~pi
later hallucinations proc

CH
frighten

The Supreme P

The sin of pride scen
meaning for O'Neill and Jung.

he relies on his conscious €go t00 M :
e power of the unconscious. Hence, the

without acknowledging th

unconscicus is viewed by O’Neill as the equivalent of the Greek

cods. His play seems to preach the moral that for happiness map

must find the golden mean between humility and pride. reconciling

the unconscious needs with the conscious ones. Self-knowledge ,:
O’Neill’s protagonists seem

omething that all should strive for.
- ““who but slenderly knew him-

- much like Shakespeare’s Lear
If-discovery painfully, and arrive at it just

hefore the end  Jones like Lear, is slowly stripped of all “lendings”
0 bzcome “unaccommodated man.” The gradual disintegration
of his conscious ego. the revelation of his personal and collective
unconscious and his flight from himself (the fundamental self from
which his blind pride and its -self-image have so long separated
him' znd which inevitably comes into its own) constitute the dramatic

movement” (Mary T. David)

vy

s
Ver
self.”” They move towards se

7. “The Fmperor Jones” as a symbolic play
Or

Different symbols in the play and their effectivness.
Or

49 3 s i ® S T ke & . :
The stage settings as symbols of thought and emotions.”

Or
“D“, AT N Loyl . A i
ynamic synthesis of symbol and dramatic action.

Symbolism, Defined and Explained

Symboli ) 3 ' \
characier, inr;:i,;nlmggz fb'e defined as the use of any part of a Py
not comveved by he g ag. lf:_lz,e:z(:z’e, ele.~ 1o suggest an idea oF ided
enables a dramatist urface story. In this way, the use of Sym”

*1 10 enclose vast concepts within little space: I
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.1 to suggest the deep ’
e h.lcl of his theme. Tt imp Per realit

. and
Y ]](41 . . ' X a] tS dc p y the
i !myﬁ'. Even in his carliest playg gf}]l‘d.nd tichne.. Profounder
Fpis P25 s in The Emperoy » U Neill hyg

WeT 8 . [\ d & ed : m
]{OWL“ 117()‘]5!]1 has bcen use nd Other g Symb

. olism
‘q':?;,(;imlf.wn puns throughout the play Jrom the bﬁgf,; ti and  maste 4
" s Use of It "8 1o the end

in the play, the dramatist has externai

¢ prutus Jones. Tn order to present thrélarl)lszgith; state of mind
el (he lm}idcn’. l:actor_sﬂof heredity and atayistic ?rct: er present, to
a1 10 show man's exisience on multiple levels % ’sg}v’e) fraits,
woughts more important than deeds by minimizin hCIH b
and maximizing the internal action, by giving the ;cer% o
qing. and by making the dialogue “suggestively ‘nOn‘_’r‘éa];}thbohé
(he characters abstract. Through these devices the inner exs rieti
< objectified, the audience is enabled to see the inner igteur;gnc?
(hings- Indeed, despite a lot of running around, bumpin p 0

iri g of the heads
and firing of shots on the stage, our concern remains mainly with what

is passing.in Jones’ mind.”
The Metwork of Symbols

One of the most effective devices to render the soul of Jones
i< the creation of a sub-terranean network of symbols—a use never
again equalled in subtlety by O’ Neill. The name of the protago-
inst. Brutus Jones, prepares us to see the brute in Everyman (Jones).

" The action starts in the afternoon which signifies confidence, contin-

i i i ' d disinte-
ues at nlght Wthh 1S the SYlnbOI Of ter_ror, retrogresann ap
gration and eﬂdS at dawn Wthh stands for retribution. Re'al
, .

action takes place in_the daylight, whereas the visions appear In

oht ing i olic. The forest with its sensuous
moonlight. The sCUng i e its primeval terror represents

il
blackness represents Nature, Wh t, standing at once for the glory

the primitive consciousness. In fac

s shapes
e forest assumes numerous sha
and horror of 32 L t altar); flight through tt symbolizes

A ction-room, Ship; i "~ No wonder it
(e.g. prison, lau ressive flight from one s awn Sgltfhe mind.  Brutus
psychological regre: typical of the activity 01 2% B2 ked at
proves a circular race sO tYP choes, etc., leaving him naked

. : v t, S Ul'Ss o L. v
Jones' losing lﬁls 'l:;‘;tl’ s(;?;‘bol ‘Z)f the corresponding SUIppINg of the
the end, is a physi¢

b uage within him. The
- rbarian savage within hum.
et reveal the barbe Y s
layers of civilization t0 4 0 materialism of the \x}_\l‘tci.mtn As
silver bullet, the s)’m,er shots being like a nail in hus wb‘m‘es -
' the € Kigte ltar near the tree come
b stoneatal e . .
oints o4 ﬂ;embols as if to signity t?{lt hphysgz;:le ?‘;l a
i ; ! i hat he has¢
3 Jones's feeling ! ’ \ he
spiritual births are o meolically that he has r«.turmd}?ggg ’
o j And now evil which has been I

- o ifi illi i theref )
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Colour Symbolism

_The characters {he setting, the silver bullet -and the

. P s . Ea‘
arc all symbols _through which Jones’ inner a"gutilng
‘1y and disintegration, have been externalised, T eresh’

lour symbolism also. T wg”_,qolopr,s”ar,.c._..d.o.mmagt in the audiy is
o of fhe white and the dazzling scarlet. o

-or Jones—

all of Emperof - he WRILE. & ¢ 7 H
?qc'lpcs through the great (orest which is blatk and there js ?"equeni
mention of the red colour of the blood. These colours and ¢y,

contrasts are mnot merely dccorativc, they are valuable Symbos
which increase the expressive range of the language. Thus \&/hiteneg:3
which pre-dominates in the audlcnce’hall has not only a mora but
also a racial meaning, and Jones' tragedy consists, in fact, in his
inability to distinguish between the two. .Jones h‘a_s made his\way
from a humble origin to his present hlgh position by imitating
the cunning and wickedness of white business people. But whep
the “nigger part’, which wants to throw off “‘the white debj|”
within him, proves the stronger he returns to the black forest of his
childhood to atone for his sins. (He 1s .g_raduall_y stripped of his
‘white’ imperial veneer and emerges visibly as increasingly black
by recognizing his guilt, he returns to his original innocence
(nakedness). ‘Thus the whiteness of the audience" chamber, which
at first seemed factual, revealing Jones as an innocent man, has

roved to be substitutive, revealing only his longing for purity, ie.
his factual lack of it.”’ :

tom-tom
terror, dec

@‘dhe whiteness also symbolises the tomb. Therefore it not only
forebodes Jones’ physical death, it also implies that Jones' white
imperial existence is a death-in-life. Scarlet, the other dominating
colour, is also,symbolic. To Jones it is an imperial colour ; its true
connotations are - sinfulness, worldliness and blood. Smithers
stresses the last meaning by his constant use of the British swear-
words “bloedy” and “blecding”. He refers to Jones as_‘‘the
bleeding’ nigger” an accirate description, as we have seen, of Jone’s
status when he suffers his bloody death; and he calls the forest,
where Jones meets his end, “a.bleedin’ queer place.” Jones career
is bloody. Blood-stained, he had entered the palace two years
earlier ; his Emperorship has been marked by bloodshed ; and b
atones for his brutalities with his own blood.

‘T‘he Tom-tom : Its Symbolic Signiﬁcance

to Edz&eé):ggn% T(l)af the tom-tom is equally symbolic. According
' , “The beating tom-tom symbolises the all-pervas’’

and inescapable :
the camp of the bresence of  the primitive. The tom-tom beats P

‘and it beats in Jdggs'h niggers’ to which Jones is helplessly ra
~ charges through hig,s.s bo.dy’ representing the primitive bloo which
the normal pulse arteries. Beginning at a rate corresponding e
tively louder ang Cc2t and only faintly heard, it becomes.PEreeiy

more .
and rapid as Jones becomes increasi®
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crror-stricken, - as his . visions are regressively aboriginal, as he
" coaches the camp of the ‘bush niggers’, when he is finally killed

with a silver bullet, the tom-iom instantly ceases.”

some Other Symbols

Further, thec objectification of the contents of Jones’ haunted
mind functions as a protracted symbol of fate in the shape of the
biological past. The madness of the fear-obsessed Jones demon-
strates that.man is the sum not only of his own past experiences
hut also those of the race, a.notion that is based upon-the assump-
tion of a physical as well as spiritual continuity between ancestors

and descendants.

The crocodile stands for the evil of the self. Deoris V Falk
says, “From the symbolism of the dance and the use of the silver
bullet, we know that the evil represented by the crocodile is the evil
of the self,—that in killing it Jones has killed himself-—at least,
that distorted image of the self which was his life-motivation. He
has performed the justice demanded by the dance.”

Conclusion

In short, in the p
able synthesis of sym
the outward. Brutus Jones emerges as _
whose terror strikes, a responsive chord in the hearts of all.
are all involved in his fate ; he moves every one ol us.

resent play, O'Neill has achieved a remark-
bol and dramatic action, of the inward and
a gigantic universal figure
We

Scanned with CamScanner



