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PATALISM IN EUGENE O°NEILL'S "LONG DAY'S JOUBNEY INTO NIGHT"

O'lcill'i 1i{fe-long precccupation with the idea of Fate and
s oonsoquont gerious attempt at recreating the ancient tragedy
have been acknowledged by nearly all his biographers and oritiocs.
In this respect, "Long Day*s Journey", one of the dramatist's
lntc -orkc. appears most closely to approach the type of drama

‘oxnmplitiod, for 1nstanoe. by “Oedipuu Rex". Tom P, Driver points

out that the. treatment of time &8 a structural device to bring

: out the undcriying philoaophy of fatalism bYears  in both plays
}o Itriking rnaombllnoo. The olaaaioal unity of time is preserved -
e the viaiblq actinn moves through - some fourteen or fifteen
‘hours of the day. It 1s combined with the movement backward pro=
" oeeding by rooollcotions, g0 that the past is "contoined", as it
‘were, in ‘the present, whioh goes forward only to a dead end with

the rtault that there is no tuturo‘. All the aisntticant events

. have. nlroady ooourrnd before the action atarts. As 1t progresses,

we -ntch the protagonistl’ unconscious - efforts to overoomo thov_
‘existent disaster until they find out that thoy havn been trapped -

. '4n ‘a hopeless predicament preoipitated by the fatal 1n11uonoe of

. the pant upon the prtaent. Only - ‘then do they rcaliln. ‘to use.
dgnrivor'u worda, thnt ‘they have arrivod at "thd ttrminal point of
aotion pr-viounly taken". Thoy ‘cannot go turther nor can thayf;

) :}oheriah any hope, What follows afterwards is suffering. .

The taotor of Pate 1s: thus. ‘inherent in tho qtruoture of thﬁv

},play in so far as 1t 11lustrates . - the uttor dopendenoa ot one
"Lsphern ot tompnrality upon tho othor. Now I winh to oonsidor thia

"X T, P, D r 1 ve r, On tho Lnte Playa o! Bugene O'Naill,
[1nll O'Neill =~ A Colleotion of Critical Esnaws. !cw York 1964,

: Twontioth Oontury Viowa, pp. 112-113. ni

‘ 51149; ‘
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problem more closely, analyaing "Long Day'se Jburnoy" with special
regard to the dramatic tension end dramatic irony. ‘

When the firgt act begins, we see & family of parents and two
grown-up sons after having Juet finished breakfast. Carefully
Gressed, "a trifle plunp“s, serene and lively, Harw Tyrone, who

gome time before returned from a sanatorium where she stayed to .
cure herself from dopa-aﬂdiction. appears to have .ntiruly re00=

vered, which makes her husband and gons discernibly happy. The
tollowing conversation is carried on in a carefree and joking

‘tone, interruped every now and then by the bursts of giggling and .

laughter as Edmund proceeds with his humorous story about Shaugh-

- nessy. 3=mos Tyrone, lnviahing affection on his wife throughout

the whole scene, best expresses the prtvailing mood when 'he aeys

‘ina voice trembling a littlat "She's been s8¢ well in the two
months since she came home. It's bucn heavern to me. This home has
- been a home again“ (pe 31). Thg men uro 1nventcd with a new hopa.z

They wish to believe that the painfully twiatnd ~1line of their
family lifa has been af last happily strnishtcnad out. And each

of them, now that security is rostornd, Aees a chance of r.birth¥
- for himaolt. It is as it Hary.up to now a drug-tatod hunan wreok,

providod an example that a qheer powcr of will may . break ‘the
~spell of bad luck and apiritunl dogeneratinn attlictins them for
2 long time. "I'd begun %o hope,if she’d beaten the game, I oould,
¥oo" (pe 117) will remark Jamie later on, in Agt IV, .
‘ The only e¢loud overshadowing the unrurfled sky of thc family
blisa is Edmund’s long~continued sioknoaa whioh might be, every-
body fears, a symptom of tuberculoaia. The worst affected by it
is the mother, the most sensitive and apprehanaive member of the
family. There is a danger,. looming . in  the background, that she
may prove unable to face up thia tormidable dirfioulty and . even~

tually seek help in resorting sgain to har old nay of pain=kill-’

ing, The suspicion lurks with the gone’recalling with the habitual
asaociation in mind her having left their father last - night and
moved into the spare room. Comscious- of it, Mary defends herself
with vehemence and bitterness -undey which their arouased anxiety
gubeides for the time being, The tension, howavor, grows with hexr

e —

B, 0N e ¥ o Long Day's .Journey Into ﬂisht. [1ns]Threa

American Plays, Ioscow. P« 14, A11 the references in ’‘the text
will be to this edition, =
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Subsequent withdrawal upstairs at the end of Act I and reaches
its climax when at dinner time, in Act II, she returns to the
living room, her appearance showing unmistakably the influence
of morphine, One by one, the song'and the father's 1llusions are
being shattered. Each, in turn, suddenly looks “hopeless" (p. 48)
and "tired" (p. 50). The new ochance +%hat has been dawning B0

Promimingly, vanishes. The old long=-lived despalr gradually sela

An, out of which emerges the aoute mwapeness of the inescapabili«
ty of PFate. ‘

Throughout the first and second act the three Tyronea, cling~
ing heartily to their hope of lary's recovery, struggle with
themselves and each other to dismiss the hovering ghost of the
family curae. Thereforefthe action, taking place on the psycholow
gical plane, 1s felt to be extremely dromatic, After it becomes
cleer that they have been deceived, the atmosphore abruptly chane

ges = gloom and resignation, particularly pronounced . affer the
disruption of illusion, mark a tangible downfull of tension.Jamie

reflects bitterlys "The oures are no damned good except for
a while. The truth is there is no cure and we've been saps to
hope = (Cynicallji They never come back{" (p. 56), And the fathax
"dully resigned" (p. 57) follows: "We've lived with'thin before

and now we must again. There’s no help for it .,. Only I wish she
hadn*t led me to hope this time. By God, I never will again"

( ps 57). The son and the father thus come to n recognition that

Fate, so much more powerful in comparison with man's feeble will,f.

"has claimed with finality its inevitable prey"4.

The change of tension resulting from the dlac:epancy‘between ;

the men's former expectation and their ensuing disenchantment
gives rise to the manifestation of dramatic dirony. VUhen Hary

reappenrs in Act II, we notice a change in the expression of her.
face and behaviour, Our suspicion turns into ocertainty as we -
watch Jamie's instant reaction, for the elder brother, most tor- -

tured by doubts in the previoys act, is the first to realize what
is going on. Edmund*s and Tyrone*s discovery is, however, post-

poned until & long while later. Their ignorance contrasted with :

the audience's knowledge evokes an intensely ironic effect.

S 4 D.V. Fal k, BEugene 0" Neill and the Tragic ;ension. New
Brunawick-ﬂew Jersey 1958. De 136..
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» The above nnalysia reveals how O'Neill 1ntroduo-¢ and dovolopn '

the theme of fatalism in drama by & skillful manipulation with
the elements of tension snd dramatic irony, It is carried on by
the lubaequont raarrangement in  the play'l tlmporal structure,
“the stresa being shifted rrom the present to the parallel bsuk-

ward movement of action, The scenes Lrom the beginning of Act III

onward dramatize the payuholosioal plight of the Pate-stricken
people conscious that "nothing can be done", They indulge in the
aemories from the pest into which they escape from the hell of re-
ality; in which thay, too, seek oxplanntion of the present des-
parate stete of boing, and roliave themselves from seething
rruatrationa and hatreds, Ams one confeaaion follows another along
with the ntmoaphera growing more and more funereal, the nature of
Pate pursuing the protasoniuta is being gradually unravelled.

It is, as in Mourning Becomes Electrs, again ‘fate springing t
‘out ot the ramily '3 and. not limited to one generation.anh Tyrone

appem to be 1argely e victim of the destructive family relation-

ahipd. Mary, auuoeptiblo to neurosts oving to her extremo senei~

tivity,ooul& have succeeded 1n libernting haraelt trom drug~-addio-

tion 1f only there hed been no serious dangar to. cope with. Un=

tortunatoly, ‘&t the initial phase of her oonvalnuocnce ghe learns

that her' beloved son oontronta a poaeible death. Her terror in-

oreanes as she seea in it a sign of hereditary oonsumption, which
_'brought to an end the 11ra of her father. Moreover,_ & realisation
‘that she should not have_ brought him d4nto the world after her
~segond baby had died ‘dua to her neglect, adds to her suffering.
"I ‘knew from experience by then”, she reminiaoaa, "that children

‘ahpuld have homes to be ‘born in, 1: they are to be good ohildren,m

'and women need homea it thay are to be good mothers, I was afraid
-all the time I cerried Edmund. I knew gomething torribla would
\happen.l knew I'd proved by the way I'd left Eusena that 3 uasn't

‘northy to “heve another baby, and that God uould puniah me if I:'

: aia" (p. 64). The ~conc¢luding part ot her utternace 1mpliea that
‘she feels reaponnible for her son’s present 1llness which she’

‘takes to be God's punishment’ for having then ‘disregarded His |

warning. Edmund’s birth, in turn, remains An dirvct aanneotion

ntth the heginning of her drustaking. But sincn 1t was also. theﬁ

"3 Ipid., p. 1294
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result of James Tyrone's fateful penuriousness, we havé’to come
now to the tantalising history of Mary's marriage.

Her decision made in the distent past to marry an actor by
profession and a miger by nature set once and for all the course
of her life in the years to come. The need of constant travelling
while sccompanying her husband ™"on the road" - "with week after
week of one-night stands, in trains without Pullmans, in dirty
rooms of filthy hotels,eating bad food, bearing children in hotel
. rooms"” (p. 63) « excluded the chance for a stable home which Mary
had enjoyed as & girl and which she has always 8o desperately
wanted, Aljenated in the new theatrical environment, unable %o
provide a sufficient care for her children, she went thrhuéh
an agonised experience, her will-to-live sustained on the bare
loving attachment to her husband. But when the type ot 1¢ving
resulting from Tyrone's particular occupation denied her what
every woman expects to be given in merriege, his patholngical
penuriouasness brought about a genuine tragedy. When she was in
pain after Edmund had been born, he called @& chesp doctor who
took the easiest way of cure starting her on dope from which, it
turned out later, there was no return. ; R ‘ o

Tracing back the Bseries of ceuseg that have brought about
Mary's peculiar fate, we can define 1t as q,gombihation of her
initial wrong choice to pelect an actor fur a husbend and the
following involvement in the affairs foreign to her nature and
felt as deprivation .extended almoas’? to ecriminel proportiona by
Tyrone's native avarice. 0’Neill*s understanding of Fthyig.~thia
case does not seem to coincide with the ancient \gqudption of
Nemesis preordaining every atep that man takes. ?G#§5P8 1t bears
greater resemblance to the kharma law according tQ.$hiGh man cen-
not get away with anythinge. On the other hand, as in earlier
0’Neill's plays, the mother's  tragedy may be that of betraying
a vocation. As we learn from her confession, she swore allegiance
to the Virgin Mary in her old convent days, which she then failed
to observe becoming Tyrone's wife.Such an interpretation implica-

6 SeWinter n a apticle "sThe Iceman Comethe,

A Study in Technique", T;nsfiwwontioth Century Interpretations of

The Iceman Comes, New York 1968, p. 77, claims that O'Neill was

éort many years steeped in the philoaophy of the religions of the
ast.
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tegs a trAnscendent character of Fate equated with severe D.vinity
of the 014 Testament, However, the maid's raising doubts when
listening to those reminiscences if Mary was eut out for a nun
puta this interpretation in question. :

James Tyrone offers mnother example of fate springing out of
the past; it 1s, howaver, of & different kind. His ocasze reflects
the typical 19th century naturalistic concept of the inevitable
influence of blological and environmental forces shaping the
course of individual existence.Born in poverty amidst the ignorant
Irish peasants, he underwent precarious vicissitudes from the
start of his 1ife, Compelled to begin work at the age of ten, he
learned the value of a dollar sweating twelve hours a day in a
machine shop where he earned fifty cents a week. Hunger, cold and
squalor made up his everyday experience., Out of that he has de-
veloped the poorhouse obsgession the fear of which urges him to
buy irrelevant land and property at the family's disadvantage.The
same ccmplex thwarted his prospects to become a renowned Shakes-
pearean actor asm he fell victim to the temptation of an easy
profit by engaging himself in an unambitious ocheap melodrama,
whioh has brought about the atrophy of his talent. His avarice
: asain was the cause of his wife's drug-addiction and at present
maken him economise on Edmund‘'s treatment.

The father appeara virtually to function as Fate's agent,
having precipitated a big share of the family wmisfortunes and
worked out his own decline through the betrayal of his histrionio
vocation, Ironically though, he expresses his point of view quot-
ing from Shakespeare: "The fault, dear Brutus, is not in our
stars, but in ourselves that we are underlings" (p. 109). Tyrone
gseems to believe that thc¢re was a chance for him to transcend the
paychologicel limitations of his ancestral heritage and childhood
trauma in following the impulse of his calling.But he proved une-
qual to the task.This kind of awareness accounts for the father's
putting the blane rather on himself than on any outer forces.

Both Tyrone brothers are persecuted by the same family curse
of unstable mode of living, hereditary diseases and perpetual
exposition to the father's alooholism and the mother’s dope-addi-
tion. Jamie, at one time a promising young man, did not take life
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8eriously wasting his talents 4in liquor and diseipation. Now we -
8ee him as & cynical, good for-nothing “loafer" Hary believes that
he would have been different if "he'd been brought up in a real
home" (p. 60), Then addressing her husbdnd with accusing hostili-
ty, she announces: ' : :

"You brought him up to be & boozer. Since he first opened his
°g08. he's seen you drinking. Always & bottle on the bureau in
the cheap hotel rooms! And 4f he had & nightmare when he was
little, or a stomach-ache,your remedy was to give him & teaspoon-.
ful of whiskey to quiet him”.(p. 80) - :

. The momentary hope of the mother‘s victory over morphine
Provided a chance for Jamie's own spiritual regeneration but
vanished along with the frustrated illusion. The environment
again, in particular the parents*® bad exsmple, and the essentlal
weaknese of charscter have thus preordained his pitiable fell. :

The younger brother, taking after his mother, oblivious of
his fragile constitution and the danger of hereditary tuberculos-
is, followed his adventurous spirit going to sea where he suf-
fered from hardships and mental breakdown which have undermined
~ his health and released the latent illness.

James Tyrone provides his own explanation of his sons’present
impasse, In Act II he storms indignantly: "You‘'ve both flouted
the faith you were born and brought up in - the one true faith
of the Catholic Church - and your denial has brought nothing but
self-destruction” (p. 57). The Fate-problem seems to Dbe given
here a naive turn as the orthodoxically-minded father identifies
it with God who sees to it that the infidels are ‘punished most
severely. | '

Man's responsibility for the decisions he makes 1mp110d to
8 greater or lesser degree in the history of the Tyrones'past af-
fairs, reveals O'Neill's anticipation of the existentialist move-
ment with its major spokesman, Jean P. Sartre, who siresses man®s
constant need to make a cholce,although there is no siga on earth
or in heaven to tell him whether what he does is right. Fugene
0'Neill suggests the ssme by the symbol of fog which stands for
the impenetrability of 1ife. Edmund, recollecting his experience
of trenscendence at sea, concludes: "[...) for e second there is
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meaning! Then the hand lets the veil fall and you are alone, lost
in the fog again, and you stumble toward nowhere, for no good
reason!® (p. 110).Toward the end of Act I the prophetiocally-mind-
ed mother urges Jamie and her husband to take advantage of sunshi~
ne and start work in the garden ‘*before the fog oomes back
( Strangely as if talking amloud to hereelf)Becesuse I know it will"
(Pe 33). Her remark bears & metaphorical significance echoing
Edmund's words. Man sees olearly at rare moments, while most of
the time he gropes about ignorant of his destiny, unable to know
himself or others. Therefore Mary, who has regained her mental
powers for a short while, expects the confusion to return and
torment her as ever before. The leitmotif of blindness comes back
again with Tyrone's racking his brain in a vain attempt to recol-
lect “what the hell was it I wanted to buy ... that was worth.,."
(pe 108). In his fear~conditioned rapacity he, ironically, missed
the objeoct he wanted to attain,

The fog symbol expresses more than a pingle idea. It also
serves to indicate the protagonists’escapist flight from the Pate-
~bound ugly reality of their actual 1ife which intrudes ss a moan-
ing sound of the fog-horn. Both Mary and Edmund love fog in this
sense of obliterating reality. "It hides you" says the mother
dreamily "from the world and the world from you ... No one can
find or touch you any more" (p. 71). Man, reflects Edmund, enters
"another world where truth is untrue and 1ife can hide from it-
2elf" (p. 94). Mary’s narcotic trance assumes in this respect
a fog-like quality. Much 1ike her son's lapsing into "dream,
drunkeness and death", it frees' her from participation in the
family's crisis with all its anxieties and unbearable nervous
strain. 6!

Different aspects of fog 4n "Long Day's Journoy raoall its
similar treatment in O°'Neill's earlier play, "Anna Christie",
Chris's recurring phrase: "Fog, ro fog, all Dbloody timc.‘!ou ;
can't see where you was going, no"' pointa to the idea of man‘s
blindness. In Aot II, the stage image of fog shrouding the barge
end stillness broken only by ‘the 'doleful"tollins of bﬁlll’g_

TR 0o £171, “Anna Christio. [1n:] The Playa'ot Bugene
0'Neill, 3 vols., New York 1954-1955. p. 8.

8 Ibido, Pe 25.
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evokes the same atmosphere of mystery and gloom. To Anna,however,
the 108 appears "tunn;"9 it takes her "out of things altoge~
“ther10, Sick of 1ife, mhe welcomes - as Mary and Edmund - the
Separation from it that fog allows her to experience. ;

The Tyronea* journey into their memories reveals that "in
every case the past had potentiality whioch the present has
lont'11. Each of them has turned out ‘a failure and come to the
recognition of it. But this is followed by no redemption from the
characters’ protracted agony, It is in this sense of bringing the
protagonists down to their knees by Fate and portraying them in
the inert, paralysed .state. of mind that 0'Neill's oppressive
Pessimism is most acutely felt. Some scholars raise objections
against his neurotic, quasi-pathological presentation of reality,
leaving no hope to cling to,infesting the spectator with morbidi-
ty and nihilism. But by way of defence it must be said that he
takes great pains to justify his position by providing crushing
evidence why he thinks as he does. In "Long Day's Journey" as
well as in his earlier plays he ocommits himself to probing the
myaterious nature of FPate, drunatising ita various forms and
aspects.

In my opinion, however,the olaim that 0'!0111 sees no red.mp-
tion for man is not necessarily right. As we learn from his blo-
grapky, he had been involved from the start of his career in
& soul-tearing search for the absolute - some Archimedean point
providing a basis for the individual existence or something to
 which man could aspire. Likewise. he craved for transcendence
- through belonging to something larger then his own limited self.
As a descendant of the painfully disturbed family, denied the
edvantage of a stable home, a neurotic compelled %o turn in upon

“himself « he por-onnllx exporionoed lpiritual rootloasnea- and
¥ long-oontiau-d angnilh arising and deepening a8 every value he
tried turned out to be relative. ‘

It ho'inaiata of Pate being tha controlling_prinniple of -

human oxiltcnoe, as 'Long Day’a Journcy“ plainly 111ustratos, he

" .

" i e e
;! Ibid., ps 25, =~ -
‘ D T 1 V . 1‘. °p' eit" E. 113‘
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aleo implies that there iz yet a power above it « God it seems to
be ~ to which man oconfronting inexorable Pate appesls. In the
laat scene Mary,who by now has travelled desp into the past prior
to the moment of her cruciel decision symbolised by her wedding

drees, recalls her piety of old: '

: "I went to the gshrine and prayed to the Blessed Vi and

found peace ageain because I knew she heard my prayer would
always love me and see no harm ever came to meé so long as I never
lost my faith in her". (p. 127) ! y

The mother's religiosity is simple and naive but as such ovin
more convincing.It reflects a life postulated on God's protective
love and mercy, James Tyrone, sharing his wife's unflinching
- attachment to Divinity, says with profound conviction: "When you
deny God, you deny hope" (p. 96), "When you deny God, you deny
sanity" (ps 97). Viewing the family's tragic predicament from the
parents’perspective,it seems that the protagoniets have to submit
in their struggle with Pate because no sufficient faith is left
in any of them to pray for salvation, "If I ocould only find the
faith I lost, so I could pray againl® (p. 77) ories Mary in Act
III. "If your mother had prayed too - She hasn't denied her faith,
‘but she’'s forgotten it until now there's no strengih of the spirit
left in her to fight againat her curse” (p. 57) observes her hus-
band, Edmund, while describing in Aot IV his ecstasies evoked by
his communion with nature at sea, brings out man's innermost
desire to dissolve and merge in the ocosmic vastness of Divine
Being: '

"I became drunk with the beauty and singing rhythm of it, and
for a moment I lost myself = actually lost my 1ife. I was set
free! I dissolved in the pea,became white salls and flying spray,
became beauty and rhythm, became moonlight and the ship and the
high dim-gterred sky! I belonged, without past or future, within
peace and unity and a wild Jjoy, within something greater than mi
own life, or the life of Man, io Life itself! To God, if you wan
to put it that way" (p. 110)

Edmund expresses here, in a soaring poetic vision, man's uncon=-
scious drive for the amnnihilation of the 26lf which liberates him
from temporality - the factor determining the human fated condi-
tion. It may be suspended for a brief moment through the power of
an ecstatic rapture and a glimpse 18 offered of supraterrestrial
$ranquility.
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The above oonsiderations indicate that _unliko the Greek_
dramatists, O'Neill goes beyond the narrow ancient concept of
Pate with its inevitable foreclosure of future, and along with

e ——

-Vthﬂ Christian existentialists sees the possibility of man's salve-
“®len in his epiritual communion with the absolute. Thie assump-

tion is further supported by the drematist's own remark to Joseph
Wood Krutoh that he was interested only in the relation of man to
°°d12- Tom P. Driver states that "0'Neill was anti-religious only
in so far as the object of the quest is concerned: he was always
extremely religious in terms of the quest itself". Then he adds:
"0'Neill affords us a clear example of the olose, if usually
unacknowledged connection,between art and religlon or philosophi-
o8l assertion”’’, ~

In conclusion I wish to return to the point of departure. As
in "Oedipus Rex", the Ameriocan playwright drematiges the final
atege of the protagonists’ confrontation with Pate. The tragedy
Consiasts in their coming to awareness about the hopeless predica-
ment in which they ere trapped. Long Day's Jowrney into Night
might as well be a fitting title for the Sophoclean drama in so
far as Oedipus nears his own night of symbolic blinding by see~
mingly escaping from Fate, every step he takes being, ironically,
& realisation of his prophesied destiny. Likewise Pate itself in
both cases springs out of the interaction within a family, and in
disguise of the past = merlding in 0'Neill'e work the combined
Tactors of inheritance, eavironmental influences,individual trau-
matic experience and betrayal of vocation = gives final shape to
the present, Mary describes it best when she says:

"None of us oan help the things 1ife has done to us. They're

; -dono before you realise it, and once they are done they make you

do other things until at last everything ocomes between you and
what you'd like to be, and you've lost your true self for ever"

(pe )

‘From thie éoint of view ahothnr'latafemcnt ‘of hers provides en
inevitable conolusion: "The past 4s the present, ian't 1t? It's

the future, too. We all try to 1ie out of that buf 1life won’t let

12 rhial, pe 1195 0 5
'3 1b14., pp. 119<120.
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The theme of fatalism is, furthermore, developed dramatically
into & vest vision of universal significance by the pleys’temporal
atructure and imagery.

0'Neill's manifest affinity with the Greek drama ends here as
he, unlike the ancients, implies man's triumph over Pate in his
liberating aspiration to the abmolute. This is the only thing,
the artist seems to say, that dinvests man's life with a sense in
the absurdity of existence. The latter point is again brought by
the mother, an archetypel figure of a human being mutilated and
cornered by Fate who stubbornly denies her defeat:

“"Some day ... the Bleased Virgin Mary forgives me and gives
me back the faith in her love eand pity I used to have in my con-
vent days, and I can pray to Her again - when She sees no one in
the world can believe in me even for a moment any more, then She
will believe in me, and with Her help it will be so on:{. I will
hear myaelf scream with agony, and at the pame time I will laugh
because I will be so sure of myself™ (p. 68)

Man'a chance for the ultimate victory is inherent in his primor-
dial, indestructible cepacity for "hopeless hopo"1‘.

A Instfxut
Filologii Angilelskiej UL

Réza Vobotil

FATALIZM W ,ZMIERZCHU DIUGIEGO DNIA"™ EUGENE O'NEILLA

Zainteresowanie Eugene 0'Neilla tematem fatalizmu, widoozne
w wielu jego vczaénicgaaych sztukach, znajduje réwniez swéj wyrasz
W Jednim z ostatnich d&ie, ,Zmierzchu diugiege dnia". Struktura
tezo utworu, ogarta na gzechowaniu trzech jednosci,przypomina dra-
mat antyczny. Podobnie iak v ,Kxrélu Edypie", rozwojowi akcji to-
warzyszy réwnolegte zagigebianie sig w oczasy minione. Zabieg ten
odszania mechanizm dziaenia fatum, doprowadzajgcego do upadiu
rodziny, ktéry polega na tym, %e przeszioéé ksastattuje teraZniej-
szosé i przesadza o grayazto&oi. oleje £ycia bohaterdw wakazujs
ne ziozong naturge fatum. Tragedia Mary jest konsekwencjg niefor-
tunnej decyzji poflubienia aktora 2z zawodu 1 skgpca z natury.
Przypadek jej maklonka, pozoataiqoy w doistym awigzku z malode-
nlami dziewigtnastowiecznego naturaliszmu,obrazuje negatywny wpyw

14 MNeill’s words to be found in E, Tornqvist,
A Dreme of Souls, Uppsala 1968, p. 13.
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ngdzy 1 trudéw, jakich dodwiadozal Tyrone w dziecifistwie i mio-
doficl, na o er jogo losu. Nieszozgécia spadajgce na rodzing
moina takée interpretowad w kategoriach kary za zdradg powolania.
Mary 'zﬁiortd o maXsefietwo, ziamala #lub s2oiony Matce Boskie]
w latac lnioalkioh. Jomes przez sewy chciwosé doprowadziz do
““ﬂiqduwtqiantn wystepujac prees wigkezosé kariery w rieambitnym

melodramacie. ﬂty'przyk ad rodudcéw - alkoholizm ojca oraz narko-
manie matki - jak »éwniez brak stabilizacji i swoboda obyczajdw
typowe dla érodowiska teatralnego tkwig u éréder impasu, w jakim
znajdujg sig obaj synowie. Determinizm genetyozny powoduje, 3e
Edmund zapada na fxuilioe. Degeneracja i towarzyszgoca jej niado-
mosé beznadziejnodci, w ktérq pograsajq sie wasyao{ Tironouic.
dwiedczgq o nieuchronnosol przeznaczenies. Jednakie gigboka wiara
religijna Mary orez transcendentne przeiyoia Edmunda pozwalajs
Przyguazczud. se O'Neill,wykraczajgoc poza wqsky koncepcjp antycs~
nej Nemezis, widzi dla czlowieka prezesladowanego przez los ne-
dziej¢ w jego niezniszczalnym dgzeniu do absolutu.




