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Abstract The publication and performance of Eugene O'Neill's new play All God's Chillun

Got Wings (written 1923) in early 1924 aroused heated controversy from both the
white and the black sides, due to its overt theme of miscegenation: a black
protagonist, Jim Harris, marries a white woman, Ella Downey. Obviously the story
reiter-ates Shakespeare's tragedy Othello; moreover, a further analysis will surface
two other Othellos functioning beyond the framework of narrative setting.
Replacing this undervalued play in the context of the African-American history and
their theatrical tradition will lead us find the American transfiguration of
Shakespeare which may be called "Sons of Othello.' Jim overlaps with Othello in
that both black men, though marginalized in the white world, are so Anglophilic that
they marry white women. While Othello hopes to gain approval in Venice through
distinguished military service and patronage of Chris-tianity, Jim struggles to pass
the bar exam to "pass' as "the whitest of the white" in the American society of the
1920s. Yet unlike Desdemona who finds happiness in marriage with Othello, Ella
istorn up between the white self and affection toward the black husband, only to go
insane. Then Jim decides to feign "Uncle Jim," a kind old man of Southern
plantation, throughout his life to satisfy his white wife's superiority complex. Is Jim
subjugated by Ella ? Does the figure of a black husband dedicating himself to a
white wife indicate a defeat of the whole black race ? It is especially noteworthy
that Jim maintains a marital relation-ship with Ella. From plantation days to the
early twentieth-century when lynching was still prevalent, the white men felt
misgivings that the black men would steal and rape their property, the white
women. However at the end of the play, Jim succeeds in gaining what the black
men in history could never obtain, that is, love of a white woman. Like the figure of
"sygnifyin (g) monkey" which Henry Louis Gates, Jr. develops, this American son
of Othello outwits the white authority. The second Othello is Paul Robeson, an
actor who played the role of Jim in the original run of All God's Chillun Got Wings.
Despite a long convention of 'Blackface,' Robeson became one of the earliest
black actors to perform black characters. Starting his career as a lawyer, he soon
turned to the theater world for more chance; in 1943, he became the first black
man to impersonate Othello in the white Broadway production. By playing Jim and
Othello against white actresses, Robeson received love of white women, which
marked the turning point in the black theater history. Furthermore, he became a
political activist in the 1950s struggling for the repeal of Jim Crow laws. Robeson's
career embodies the rise of black race that started from the Harlem Renaissance
to culminate in the 1960s; or, in other words, a transi-tion of 'Othello’ to *American
Othello' in the African-American history. The autobiographical reading of the play
gives us a clue for third Othello. It is apparent that All God's Chillun Got Wings is
modeled after the playwright's own parents, James O'Neill and Ella. Though there
was no racial discrepancy between these two, James suffered a strong sense of
class inferiority against his well-bred wife, always reciting the lines which Othello




justifies his marriage with Des-demona. According to O'Neill's autobiographical
masterpiece, Long Day's journey into Night (written 1941, staged 1956), James
often boasted of his playing Othello against Edwin Booth in 1874; yet James fell
from a talented classic actor into a cheap melo-drama star blinded by greed. When
melodrama lost popularity at the turn of the century, James was also forgotten from
the public. And it was James' son, Eugene O'Neill, that opened the curtain for the
age of American modern drama in the 1910s. The transition of American theater
history from melodrama to realism is symbol-ized by Eugene's figurative patricide.
James, a son of Othello in America, was killed by his own son, Eugene. Other
interpretation is also possible.. All God's Chillun Got Wings is a biography of the
author's father. The modern criticism since the 1970s has disclosed the discursive
nature of a biography and reduced it as a “narrative,' not Truth. A life story told in a
biography becomes a new life fabricated by way of one biographer. Thus it is
possible to assume that Eugene O'Neill “killed' his father by getting a start on the
American modern drama; but the son also “revived' his father through the act of
writing the biographical play.
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F=—)b [T XRTHDFIZIZET D L] B
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T AN 1319245910 D 2 &, Eugene O'Neill (1888-1953) #<#i{EEil
All God’s Chillun Got Wings ([T XTHDOFITIIRPZH 5], 1923FH
) 'os A BB L, = Provincetown Playhouse iz & » T RiE S
NBZEHPHEBEINGR, FHIEKrAbBLEKWmENERBELL,
HALBAWE? LB LWHHEOFEX S, (FEORTFE2HBTH LN
BIGZIRET 2% L LW ) NADEBKETKRKK 6% ) DiF 67z,
EIFHORTIS, [AFES AoMEL T 2EEEERIICLZ > T, =2 —3—7
TSI TFEREZME D ICIFFA PR E SR LT THEICH 5, #ERWE I,
ZXDFEPBETIE—H2HATHILIRERRL Lo,
(Sheaffer Artist 134-43) MIRE L %k -72nid, BABRELAALENEA
BHBEL VO URBRETH 5, HHOREICI 2 IN/AEEER, ANET
(7% LRI 2% NBIEOBER C Z 5 ERISEFAL T 5,

What is the theatre for if not to show man’s struggle, whether he
is black, green, orange or white, to conquer life ; his effort to give
it meaning ? (“O’Neill Defends His Play of Negro” 47)
TP I ARIBIMRD KL, RiGHEOWHE, ERANEZME TIRBRORNZL &,
A== NHEER T TCEBWRGEEI I IO RRITSNE, LI L
[TRTHOF] ZBWTIZZ ) LABRORRIEEARERLICHY, (B4
DERIZ»2PD 5T, 19206FERDBAEDH S 2BFELHE L iRicidy
CE, 2
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[§~THDTF] (39 & iz Shakespeare? | Othello & [KAET 5,
¥ = 22 BWTH s Desdemona L BT 5 & iz, EABM Jim
Harris A A& 14 Ella Downey & #5#5T 2B I3 3 26T 2 ) AR
[Hxa] Ths, 20tl, BAFRSEEORMEAL D> SWEONIB~LH
FERULAL 6, [TNTHOF] ITEELHICTAD [Fru) s L
TWBZ ENarb, LEMOBEIELT, [TXTHOTF] OREZ
DLDREHEVEY EXLTHEF LS 2bTICHKRb -2, it FHl b4
NEZH, BEDEFRERAMRMER, KEIERWFEL LITIH ) FE
FERLTWBEEFD B, T SRICHBDONRELNE Desire Under the Elms
(19244F-30EE, #iE) HHEZ TWwbled, EERTH/RWI D wn, LrL
LWLz A 7 RAETDFer b Wi BEZEAT L L, £ZICZ0fEm
RREME S 2R U EL 2D TR L Wh. ARFTIE, A=—na [§XT
tDF] ZBALRLBAZD S HEBILDRICH 2 ITMEITSE 2 LI
FoTC, [Fenn@Feb] EMERET AN ARBITSY =247 R
T ORER E B2,

1.

FiEZSH S 2EBHBOE—DFEEIL, URDZ LA L ZDTHEITH 72,
[TXTHDOF] (FT 2 2L LD T, EHEITBEWLTE ZREEY
FT—ELENTWIRHALBADKEEE S5 FITHE IO ERL
PoHTHD, THITHKITT 2 Dion Boucicault @ Octoroon (1859) =,
Edward Sheldon @ The Nigger (1909) 13, R UFEMZ2HR->TWTLH
TDEHRICRBEL TS, 20234 =—NVDBRIIR UIEHIZ L 5 The
Emperor Jones (192080E, #138) ¥, XFLvA 24 72BELTEAN
OWE 22 HTEER & LTRWoRATLH 72, ¢

==z & > GERBIZKIL Y 5 £ TOVHAT £ ) ZEBIOB T,
BAX+ 77 —3FERERLT LI B L WEEART LI 272,
FRITTBAFLOHEE Jim Crow RE2 D4 Zip Coon, LME LW
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#*X° Old Black Joe L Wo 72 AT VAL T, SRV Y3 —D
BEZIILOTHPS IR EBLUTAIEERN, H{ELBELTWRDOTH
%, 72k 2% Harriet Beecher Stowe @ Uncle Tom’s Cabin (1852) (&
X ) R MEMNEERED B S EERHE 2R L, MRS 25 s
L72BLLTHAETHE, L LEROEFIIAANBMNERICHLTED,
FABRT V70 P LADZIZANCRRIEL M LEREOERE LTEEL
Tz, 1990 IR ICRAIC L 5723 v A MLV« &3 — ST AFF
FICEIUL, P CNLDBABEITRTAADEBHICL->TIEYIEN
77y V—ICBEL G, 2L OEBIRESEB TR, EED
BACHET ARSI M > BB ERI O CEZNBEL L Lk
BATELY, Lo, WHDI AL v a—Tl3, BAEREY [7
S92 724 R] OBENLME LT, BEINBAXS 75 —2iF
LTwiz, HABKI, B5 LTAAREELZEMOBENMEEHED
BALTIRBLLI LT, WEHICHT 3 REL2 TN, E~ORM &k
BERT IO TERDIE 72, HIAESF»RDOYBAEBELI V2L
e v a—DERICER LT SE, HHIZEWILCE 57 5 8% ) (L
# LTCAMNBEDKRDLEAX » 57 5 —2EBINICEL, RKAREEL
726 S LTEADZAT VA S A4 7320~ LRI N T <,

[T XTHDT] I 72192001, BAROHRTHEREBHE IR
LENTH 5, MALBSEHHER, BAZI) & CRLBIFET 22250
HEALD—#2 2 M), MRERIZEEET 2 PO »FRT L, B—RKRE
RICET 7 - 7Y o ALEHEET 5 EEEROFHMR & k12 KKK A
TG L7z, oo KKK 3EEEHOE T OBRABRDETLHEZ R
ZWIZE KRBT, FERNLTAANRIET TR S v b, 2FPA, BRE
LEFATEANIMLUBEDEHIZR &5 I NI,

ZDORMEL0Fi3N—V & s Nty F o 2ORERTOH D, BAED
ARBRBELHEOLER, ANDOBMHER LW BRFREEE 55T,
Za2—3 =7 2P OIRBAMLDBENRI 572D TH b, BAICK HIE
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BTG EN I ITiE R L 72, (Londré & Watermeier 312-17) B AMIEH
722k B I 2 — U Shuffle Along (1921) Rt F 2R DI,
Ve XL TN—RERY ANTARSES K2 L BIE S 1, 1924412 13 Col-
ored Actors Union %5 % A %, 1910418 52041812 13 Georgia
Douglas Johnson, Mary P. Burrill, Zora Neale Hurston 7 ¥ D% {(E
) rFRMEBRKMELZTFRZBEFABEREL T, BAICL 258
WEhZ B L7z, 77 AU DB LOE £ VI3RS L R0 2
L, BAIlDE S =X LEHICIKRELHEL L b, ZORHL=—
VY The Dreamy Kid (19184E¥E#, 19194F40H), [EF Y 2 — X,
The Hairy Ape (192148, 19224401H), [T XTHDT] 8B A%
FARE L7EREZRR ERELL, 2O L ODEEIOFHEE IR L
T b,

L L%ass [TXTHOF] e RE L, BAHOAZ LTEA
7 5 HEH L7z, Bl Ty oot Hattie #5 “Oh, you soft, weak-
minded fool, you traitor to your race!” (2:309) X% U3 k912, YA
FEADMEBRICHUAT 22BN 6 TH L, VADREULEFHENZL
LIV 2 A7 AETDF R EL S, ZALOBAMEICH > TER
PoRTNIARICMEL, BFLNLHFETHE, V222 T3t tn
{2 “an old black ram” (1. 1. 88), “the devil” (1. 1. 91), “a Barbary
horse” (1. 1. 111-12), “a lascivious Moor” (1. 1. 126) TH Y, T XY
A DBADHARKD 5192042 T T R EEMN L EBICE P LT
722 X BRICBATIE ) Th B

ZO—FTANELBALLTOHCHYLZKDEZ L% <, HAHS
PHLDEMELEL, Tal3REELTTX VR MR eHETHZ LT,
Tr 2 AFMRRRITANOLGNE ) £ 5, 2L 2IEXT o RABENDFEIEIC
HELENLTITCHEB%Z, “Vouch with me, heaven, I therefore beg it
not/To please the palate of my appetite” (1. 3. 261-62) ¥ EWikRL T,
VR MBI ZREBRZHEL, KB ICEERE2E LB TRbE



78

“Are we turn’d Turks, and to ourselves do that/Which heaven hath
forbid the Ottomites?/For Christian shame, put by this barbarous
brawl” (2. 3. 170-72) &W5, 2V IFENTEZ(E LiaAk, “[Her]
name, that was as fresh/As Dian’s visage, is now begrim’d and black/
As mine own face.” (3.3.386-88) tME< DL, ZHIFBEBEZHRENICY
BRI REN LD L AL THADMEBE 20 FHEBEL T L5256
Th 5,

AR [TRTHOTF] OBARY AL, BATHY &ht b EADTE
BEiantwnb, FHROBERNOBEZEC T 520ICARZHKA, KA
ﬁ‘o’(ﬁ‘ (3R 2 FE A AR R R I E %)TJL%W‘%) VAT E - THRERIC
l_/\/fg‘J FTHIEE, $abbAAELT f }ﬂ_l T52 L ERFELE,S
75 MHOBEIBITRTAAKBEZZIZED LNV TDHTH S, “I've
got to prove I can be all to her! Tve got to prove worthy ! I've got to
prove she can be proud of me! I've got to prove I'm the whitest of the
white!” (2: 309) X P APHRZ L LT, BAAGARSLBALRKER
AHOLNE2oici, TBAULEICAW] FETH LI L 2L TAR
TN L wDTH L, BIFRE LD KI5 “the whitest of the
white” Zc 2 Wl LI, F -t “If virtue no delighted beauty lack,/
Your son-in-law is far more fair than black.” (1. 3. 289-90) &£#rd&n b
ClrHBIEL, L2 AL AARELHEEBT S, RXb-a0=
T Y XL DMFER Frantz Fanon 2 LU, BABEICL > TEALSL
BIET 22X 3EL0 [AAE LT OMEEHRAT S L TH D,
“white culture, white beauty, white whiteness” (63) & [E{L3 % 32D
izbThoT

SOEIHANE LT MBS §52 & KT 2 BAOREE, Kol
HHEDBREDPTIELNTELRAT VA I A TIZEDP L HL v, —RD
BbD)TYART T LREETICHh), XT@) AAFED [BGER] &%
L5lrEE,



FrunBTichb 79
“I don’t ask you to love me ... I don’t want nothing—only to wait...
to serve you...to preserve and protect and shield you from evil and

sorrow...to become your slave! Yes, be your slave—your black

slave that adores you as sacred! (He has sunk to his knees. In a
frenzy of self-abwegation, as he says the last words he beats his head
on the flagstones.) (2: 294, THA5IFH)

EZAN, FRTFTE—F Ao LB L TR L) ZEEkeE, =
TRV LLDBHRIZRWIET I L TEL W, TFIFBACRHELLZ L
T, RICHTHEBEE AAMEICH T 2HFRICHFENL, ZAITHE
LT b—ELHEBEI WY, CNEIBALORBIRL-TATILD
HELENDEZSHEIEBTEROTH L, VLDEITHIC “Today she
raved on about ‘Black ! Black I’ and cried because she said her skin was
turning black—that you had poisoned her—” (2: 308) &3 2 5. Hi8
77/ vOBIIBAGAANEHEET LI L TAANLEMLT 22 & 272
L5505, LR EIIAANIBALORBICE - TR EEIILER
N2zDTHb, 2I7DNEBICIZMRFDH D, METHEIEVLERLT
W HLBWREFILTIZIBVWLNT, VAPRERBRICABTLIILE
BEVDO DL BAVRELICL LI LIIFHFELVDOTHSL, AALLTHAE
KERNDERBIFIEHINT, =TT ITRBIERANEH->TW L,

THEVALRRERBREMISLTLE Y, £ LTAAEDEBE L L
T2OIZ, BARRDATFVAIATTHEA—NVF T Ty« Va—
RT 7N FADT & E “old kind Uncle Jim” (2:315) &%, &
HEELRTIROLZ T HNIT72,

ELLA. Sometimes you must be my old kind Uncle Jim who’s been
with us for years and years. Will you, Jim?

JIM. (with utter rvesignation) Yes, Honey. (2: 315)
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BANMIZOWFEOKDL ) FIWB L7, 70 FL > THEE
%52 ALD “afrenzy of self-abnegation” (2:294) X “utter resignation”
(2: 315) (Cib- B, BABSEOSEEZEE LR W
L5THhbH, BELRERNGOEES b BANBEY, ERZEAFELET
%77 Rk PRI LT LT, BACES>TIEFES D
DT E, YHEICHZD O TDBANFE Defender ¥LIZHHH L T
%, (Sheaffer Artist 138) T Y AT FICHITZO» TAANED D &
Y F0ERBRITLEADORE, ALEZBAONEL L ToORBALZR
TO»?

FHIREE, BABEIGAALEORE 2B TREEMRLZFHRS S
WERTHS, Y413 “Honey, Honey, I'll play right up to the gates of
Heaven with you!” (2:315) &mlir, =32 LFN#EITARE LT
EHZLEE), CITTANVACBITLBEAEZRWRI TR LT, ¥
23T LABHEND A LBRT 5L TERIEAH, BHT 7~
F—3 a3 o LA, BABREIECOAREZEEZL LD
Y- T L O BBRD S - 7, St RIc A B L4 7
B TEROMEEBRICD > & > T, AARERZOBRI»r2HLT, T
NCHBTHEHB L RFORRE LTEDLLTELN TV, HAKEIZH
ABEDEBEORBE L), OANEEAKRDOEEINHYML L 720 TH
%, HIZEWEEE, AABELLIEAALEICBEABTEORS L EEh
DAL Lk THL S ZFAWLL, RAFRBOMELIC L 2282
FESL L7223 A%E LY, LT, BEABEIEALMEIEY TS
12, AALKEEAD NEFREINBILELNTIZZC, AANBENZE
PREINDZLEBKRLL, AAKMEE2ELNLI I L 3MELZELNLZ
ETHY, BAFMZESA L TINOELERICEIS LT I NF —2H
By 2 ziBi<NTH 5,

MEPIC—RL72EZS [TXTHDOF] DRERIEIBAEOBALICRZ 5,
LpLYAE [Tr7n - o] oRBEEPEDZLI2E-T, BEOH



AtonBils 81
TEBABEPRLTELILOTE L -2b D, ThbbAAKENTE
BEFIIAND Z LITRIIT 5,

ELLA. And you’ll never, never, never, never leave me, Jim ?
JIM. Never, Honey. )
ELLA. 'Cause you’re all I've got in the world—and I love you, Jim.
(She kisses his hand as a child might, tenderly and gratefully.)
(2: 315, TH#EDIH#H)
VAVB BRI DX UL, BAHSOBF, O TIF19204EK 7 2 Y
HOENEEZDLDDEBEERKRT 5, v =24 7 AETDFuizAA
He2nh THEKITMLOREN, Jlago DEEZBEAICLTAHRKLT
W<, LA LYaid, Henry Louis Gates, Jr. A ZR1L L 72 “signifyin(g)
monkey” NDEF—=7ND L5112, HLZTHAANDLEUOHEN LKA 2185
SLIZE-T, HEXDEEN S RELDXX v FNTREINTL
FoTWAY, A=—AVHFHERT [T ) ot ] &, ~—1
L VAR ADPLIRE D RITO0FERNEDLWET A HI2BITS
BADBEERERT 5DTH 5D,

3.

I VLKA TEEHRIT_ENMEEIILA TV, WEHOL~L
THEZNT, AALKE»rBABEL2E T2 L IFAMINIC L - T Lk
<, RIEDFEN ZH/TTHAFCODER ) BEAORIEFENMUNIC L » TIZE
MO FETL Loz, SHITI924FE 70— F7 2 41281 2 EBD HF
B AEARIIE, YEEOBBEICK LTV LRICEAREIFHIN 2D
12, BRIVICES FTAHAKBIBARBOFIZX 2T 2HEL L2
DTH 5,

F JISHATICHE F V) 19HHCICTER V727 2 ) BB W T, BEAD
HEBEVANE LB AE»ELS [7T7v 27 724 2] DIEHED
%Oto%KﬁNti5KNﬁﬁ@iVZ}vw-92—@%§?M%A
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2 L EROBA G2 6T e, EANBEORD B [ ALS NI
b7, AABREFEHOZHICLIVBEANCEZ N2 H0FE L%
o BHRIZ, BEOMBEIHLNA L BFEMNANLZ L 0T KEL
Fr Vv RS0 DE, LpLZEND, IVAPUL v a—RT—
Ta— e R—=FT 40N, aRXF4 Y RRERDOGTIZTTOETH b,
2 A 7 RAET ¥ DEFRY EEE N5 A AKEANDBISIIRIKFF %
PASL72E 2T, 20RRICA TS L BAELRZ ) LB OERIC
BB ERERICHIT 572, Liedi > TH=— L 1918412 The Moon
of the Caribbees (1916-178%8) % FIEL BT, BARICT S v 2
724 ZADANEHE ST W5, VIO TREAFEEZRL20I3HE, BA
Xor 720 eMB Lic—RE [R5 MECIBWTTH 72,
(Gelb 339-40)

[T XTHOT] DINUERETERM E N0 1L, %D % E Paul
Robeson (1898-1976) TH %, b bt u 7V v idRhELEET, F b
H—ZARFLanETREQ—R7 —NVEEETCEELFAERRICLA
BLTWwb, CORBIEIZDETEIVLDEMICMLAINTWS, LrL
07y IUFEOEFRONEENICRRE 2 E L CRBICEGEELL,
LD19204Ecid [ v w7 - Tuy 7] R [BFHYa—> X)) IcHiE
L, 1930w v F o Tld, 18654 Ira Aldridge DISR65FE &N ITBH A &
LTA ez iz, DHI930EMUTIIMIEIC d HIEL, D WiC19434
WEBEBAFBL LTS T, BABUECLI S 70 —FY xS - Ty ”
TarTHeaREBELAICWCE, 2O%RTY VIIERRBNFBGE
RN EET 5, S 5IC1B0FRDOFFN) DBICIICIADTF v 7))

AW ) NZAR— MENOREHIZOHE LY LD, VA7 1
TIEOEHE L BEAOBENE B L OENRNICBIREE 2T 50 TH b,

VA AETOF tu kB bR sRLERILMB LT TY VT,
19tAE D BAZAD & 5 IERIR ISR OS2 E RS2, BARR Y
P—THI2FA=—NDhEHE) TERDBEIFOBE~LEHL, DWITE
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VA 7 RETHICBWTRWHIBACHAINTELRBAO TR ER
T2z, a7V YFEAKBEEHTICOL RS ok EELS S
LILE S TZFIDFART AT E—FOEELZII 22 L3, BANERHE
FENABRETH L, L2 ENICEEEZ ST, RPTIIEALEDOAN
WD T2DICBIENEEEP T A E TR o7 29 Lzn 7Y v ORRIC,
Frars [TA)ADF ] NeBITT 5, TAVHITBITEREAND
BEFEREINTWEDTH 5,

4,

[TXRTHDTF] TS LIMEBEDRENERZHRAAL L HE, b
EDDF L BPFENP LN D, MEOFEARLIL, FOEHFICHHS
Pt i, A=—NVDWHE James (1846-1920) & Ella (1857-1922)
ZEBEIZENTWS, TANT Y FROTZARF 2w L FXFE—FDH
RICHBNEDE NI L5720, BROZLZBRE LTwiz, iz
WTR, A=—NVRAEHOE2—) vy 7rHZ 726 LI2BEE Long
Days Journey into Night (194180, 19564F-#1iH) » LEWb 2 &
HTE L, ZOMEMITIZOFMAUTHHR TR L72FB & 5L Jamie &
BERCHbB2 2B LNERTH Y, it James Tyrone, Bz
Mary Tyrone DHZIZBEWTEHET 5,

F=—NDBTFIL, PEREBCEINELRFRICHAEAN) v 7
BRETEDIIBRLBROBEIT 57205, 18TTH 220N E S THiRH
PZBolez AL XNFELL L, Vel AXDBELEITRILADKTIIA &
COFEYHICETINETATE—T2Bb¥ s, LrLITIIHERR
PHIRKEIN, 29 EE > TROZEAMBEIZIIBEES T, KELD K
TNWEERRETLIARICKRELRRKEZESILDTEL Y, HEBEE
Rz 7 3RV THEITHNTHEALZ->TLE ), K DRWKEE]
T, ZFEETNETHAT ) —IF, “It was never a home. You've

always preferred the Club or a barroom. And for me it’s always been as



84

lonely as a dirty room in a one-night stand hotel. In a real home one is
never lonely.” (3:756) &RIZZIFLTW5,

KV 24 LRXEFEICH L THEFEERRATEY), Farly7X7E—F
EDFENE R IENSILT 555 (“The most potent, grave and reverent
signiors...”: 1. 3.76-93) # LIFLIFAICL Tw7z & w9, (Sheaffer
118-19, Berlin 47) [¥XTHDOF] NDZSHFBALHEBLLZFLHHA
DEBECDETIRTONT VWO LM, B bRBFEEELT,
H G RERR A SEIITRIC N2 L 2B L ALY S, ROBT 5356
CHBIgED T, V2 ARIBBEDTANT v FEROBFREICA S
NRTOREDLALPEMLTICE L, T2 WED S BE e HEIC
BB L TRILIOBEFHIZOVWTLE->TWD, HIIRKEZEALZ L
T, BZEBN TR LT MBI e2EEAD, Bb»HENICE
VB ETHIBBRIKEBR LA 3TH%\w, 29 LzmBloRRICHELZ 3
T2E%zE, BFRAEMENCEFLT [§XTHOT] 28HEL2D
ThH b,

Yz LXRFTCITERL Y =24 7 AETEREBEIZ>12, [ENDEWK
] THLHRBRICIIEEIGZHIH-TEY, 2oxffloLizizv =7 R
ET7OBEABITFENTEL (3: 717, ROBETHEF4a—> b
WD 24 7 AETHE L LTEET 5,

TYRONE. I studied Shakespeare as you'd study the Bible. ... I
loved Shakespeare. I would have acted in any of his plays for
nothing, for the joy of being alive in his great poetry. And I
acted well in him. I felt inspired by him. I could have been a
great Shakespearean actor, if I'd kept on. I know that! (3:
809)

LDBERDEME L, 1874512 %% Edwin Booth 2 fHFIcAr w2 E U H
BEINZ o BIPTT oo —2132 98N 5,
The first night I played Othello, he said to our manager, “That
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young man is playing Othello better than I ever did!” (proudly)
That from Booth, the greatest actor of his day or any other! ... As
I look back on it now, that night was the high spot in my career.
(3:809)

& Z AH18834EIC The Count of Monte Chyisto @ Edmund Dantes %
THDE, Vx4 2XB3ERCHPSHLATA O FI2RERELINT
LEH, BEIRLLL—L a FNBRRI I INEFALER TS 205,
[EEE] D &) ZEEREOEERIIKRARIE > 72, WHELIE30ERIC
bl TV z A LRIFALEEZHELLFHLEREME LI L IKITTZOTH
%, RHTTIAEAR D H20f e mDIZ T, T X ) A TIIKRIFR LRy —
CREPLE LBHEERERIERL TWL, Vo f2XE4FEER
W, BERT o VB2 LERELNTLE), Ta—idBOhD
Lo RIREREL T )L,

On my solemn oath, Edmund, I'd gladly face not having an acre of

land to call my own, nor a penny in the bank—... I'd be willing to

have no home but the poorhouse in my old age if I could look back

now on having been the fine artist I might have been. (3: 810)
CNLtE, ERIOWGL) 7Y XaNEB Y, ZoRMEER I I0bE
PTLELNWY 2L AXDRPBL—V 2 « F=— NI L B19164ED—FEE]
Bound East for Cardiff TH Y, BRIZZHDBETFZ [T 2 BB
EHINBicnizs,

[BA~DRGIKEE] F1912FICRESN TV S, JDETF =2
BTHFP)TAICARL, ZZTRERE L BPL% LZEETRES
TYHY, )BT A ERBIOWKE S72HTHD, T4r— VK
DAWIZY =24 7 2T 4% L 4212 Ibsen R Shaw, Strindberg & \»— 72
HERBIOEYDER SN T W EEETFIE, HFDITRENTH S, (3:717)

EbIIVaA X3t LuThd, EZarTvy 7 22iwE, k0o
B L TCZORHDEFAEZLICT S, FRETHES L2 L 2%EL
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DOF DB VETH5TWDE, ZREY  FUTRADARDIFELT
B bMWD EEN, Ao 2ELLAKORRICTHEN) 2V s
ZDEL, A0S bEEHY Y N EFDOLOOFEREEHT L, &0
Y BETAOFIors ) 7Y ZLAERBINOBITLE WD T A ) HiEE
B ENEBERIL, BTRIBZZFA TR 207 vy 7 AABFHKL LBER
THRIENTELT,

BHLAIHEDESLZFLERTWEETH Y, »POIDDEFWILT 2L
SoTdwv, [TXRTHOT] & [E~DRVIKE] OT/BRHIEIRL (L8
DEERTH D, 'R =24 LR BB TRV L) R, BETIRTF 40—
YDZENH LB L TWwS, B2IX19708 LI, (it v ) XEHRE
& THE] 222 5 L A% SN 2 HEEINT, ERICE SV
LoD [WFE] ~ELRERI NI, BRRDLLPTESNDL D D ANMDEER,
FEREROBBRENMELTH LBV RIN AR LT 2, ThbbIER
ERIMEEBE L W ITBEZBELT, HRETLIAMEZEFEETLINTH
b, 7283 UE, A=—NVIBERBIOERBEITAZ EICL>TAE [FRL
72l B, F0O—HT, ZONELBEECILICL-TRETFIIANE A
HLZ2] DTLH-72,

1 UFZofERz [TXTHOF] LT 5, F=—IUER» L5 [HIE
FXT O’Neill : Complete Plays (New York: Library of America,
1988) =&AL Y, FHIMWICES L HEERT,

2 —EOB#EOBHA=—)F “Isn’t the white race superior to the
black ?” &> T, “.spiritually speaking, there is no superiority
between races, any race. We're just a little ahead mentally as a race,
though not as individuals.” £ &2 T\ %, (“O’'Neill Defends His Play
of Negro” 46) F/¥ENARR Y —iZiIT 7 ) A a v TOREH L %
o THPNBY, NBEOTF—<2ERL TRl a5,

3 A=—NEE V24 Z7RAETIZBLATED, 19206123y =4 7 RAET
DEKRII [HEDR2] EEALTWS,
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“It was not until I had to shift, mentally as well as physically, for
myself, that my awakenings came,” he said in 1920. “I was studying
Shakespeare in classes, and this study made me afraid of him. I've
only recently explored Shakespeare with profit and pleasure un-
told...” (Sheaffer Playwright 114)
BIER [H~DEWRE] clhld, 2o THRLEFHRZEHELS -
By zA 7 2ETOEFAZWO2LOIZLTEY, RETAADOREELT S
ey Hotz, (3: 799 F 72 John H. Astington, Normand Berlin,
Winifred L. Frazer, Philip C.Kolin % ¥, A=—n& vz 4 72X ET7DH
REEIBEDLDRRZITLNG,
N=V A LRy Y READTE#EE W. E. B. DuBois {3 [T THOF]
%, BAODYVDZTINOLEEEIBERELTFEL T 5,
Any mention of Negro blood or Negro life in America for a century
has been occasion for an ugly picture, a dirty illusion, a nasty
comment or a pessimistic forecast. The result is that the Negro today
fears any attempt of the artist to paint Negroes. ... He is afraid to be
painted as he is... Happy is the artist that breaks through any of
these shells, for his is the kingdom of eternal beauty. .. Eugene
O’Neill is bursting through. (Sheaffer Artist 138)
TUR MUV T s — 3T A ) Ao ATER L NEME, EEtE
W 28R E LT, BEEHEED TV, Lol bRWHFEOVED
7% Robert Toll 12 & 2447 T & 9, 90412 i Eric Lott, Annemarie
Bean, Dale Cockrell, W. T. Lhamon 5252 N ZNHE 2 REL T b,
FHEID 6 20O BAZR L ) » FI2BI L T3, Edward L. Ayers,
Peter W. Bardaglio, Jacquelyn Dowd Hall i % S L 72,
[R~OBRWKE] WA FEREGOEREELERTH 4, FiC
MBUCERIBTENTW S, AY=A I —DEEI, RRICRESI N
Hughie (1941-424F$0%8, 584E40iE) & A Moon for the Misbegotien (1943
FEE, 19574F40H) THrNLL,
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Synopsis

Sons of Othello:
O’'Neill’s All God’s Chillun Got Wings
Reevaluated

Nahoko Tsuneyama

The publication and performance of Eugene O’Neill’s new play
All God’s Chillun Got Wings (written 1923) in early 1924 aroused
heated controversy from both the white and the black sides, due to
its overt theme of miscegenation: a black protagonist, Jim Harris,
marries a white woman, Ella Downey. Obviously the story reiter-
ates Shakespeare’s tragedy Othello; moreover, a further analysis
will surface two other Othellos functioning beyond the framework
of narrative setting. Replacing this undervalued play in the context
of the African-American history and their theatrical tradition will
lead us find the American transfiguration of Shakespeare which
may be called ‘Sons of Othello.’

Jim overlaps with Othello in that both black men, though
marginalized in the white world, are so Anglophilic that they marry
white women. While Othello hopes to gain approval in Venice
through distinguished military service and patronage of Chris-
tianity, Jim struggles to pass the bar exam to ‘pass’ as “the whitest
of the white” in the American society of the 1920s. Yet unlike

Desdemona who finds happiness in marriage with Othello, Ella is
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torn up between the white self and affection toward the black
husband, only to go insane. Then Jim decides to feign “Uncle Jim,”
a kind old man of Southern plantation, throughout his life to satisfy
his white wife’s superiority complex. Is Jim subjugated by Ella?
Does the figure of a black husband dedicating himself to a white
wife indicate a defeat of the Whole black race?

It is especially noteworthy that Jim maintains a marital relation-
ship with Ella. From plantation days to the early twentieth-century
when lynching was still prevalent, the white men felt misgivings
that the black men would steal and rape their property, the white
women. However at the end of the play, Jim succeeds in gaining
what the black men in history could never obtain, that is, love of a
white woman. Like the figure of “sygnifyin(g) monkey” which
Henry Louis Gates, Jr. develops, this American son of Othello
outwits the white authority.

The second Othello is Paul Robeson, an actor who played the role
of Jim in the original run of All God’s Chillun Got Wings. Despite
a long convention of ‘Blackface,” Robeson became one of the
earliest black actors to perform black characters. Starting his
career as a lawyer, he soon turned to the theater world for more
chance; in 1943, he became the first black man to impersonate
Othello in the white Broadway production. By playing Jim and
Othello against white actresses, Robeson received love of white
women, which marked the turning point in the black theater
history. Furthermore, he became a political activist in the-1950s
struggling for the repeal of Jim Crow laws. Robeson’s career
embodies the rise of black race that started from the Harlem

Renaissance to culminate in the 1960s; or, in other words, a transi-
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tion of ‘Othello’ to ‘American Othello’ in the African-American
history.

The autobiographical reading of the play gives us a clue for third
Othello. It is apparent that A/l God’s Chillun Got Wings is modeled
after the playwright’s own parents, James O’Neill and Ella. Though
there was no racial discrepancy between these two, James suffered
a strong sense of class inferiority against his well-bred wife, always
reciting the lines which Othello justifies his marriage with Des-
demona. According to O’Neill’s autobiographical masterpiece,
Long Day’s Journey into Night (written 1941, staged 1956), James
often boasted of his playing Othello against Edwin Booth in 1874;
yet James fell from a talented classic actor into a cheap melo-
drama star blinded by greed. When melodrama lost popularity at
the turn of the century, James was also forgotten from the public.
And it was James’ son, Eugene O’Neill, that opened the curtain for
the age of American modern drama in the 1910s. The transition of
American theater history from melodrama to realism is symbol-
ized by Eugene’s figurative patricide. James, a son of Othello in
America, was killed by his own son, Eugene.

Other interpretation is also possible. All God’s Chillun Got
Wings is a biography of the author’s father. The modern criticism
since the 1970s has disclosed the discursive nature of a biography
and reduced it as a ‘narrative, not Truth. A life story told in a
biography becomes a new life fabricated by way of one biographer.
Thus it is possible to assume that Eugene O’Neill ‘killed’ his father
by getting a start on the American modern drama; but the son also

‘revived’ his father through the act of writing the biographical play.



