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+ The concept of woman as mother-whore underlies many great works

of literature. This concept 1is found from Aristopl;nanes' Lysistrata to
Shakespeare's Hamlet, from Chekhov's Three Sisters to Joyce's Dubliners
to Albee's Who's Afraid of Virginig Woolf? As Martin Esslin notes,
“The image itself -~ the female as mother and as whore, split asunder
1nt;: two' contrasting characters or coexisting in the same person-- is,
indeed, one of the basic archetypes of all litgmtum.“]“ This concept
will be shown to be particularly present in the drama of Harold Pinter.
‘ In terms of general emphasis, the first Pinter plays to be dealt
with examine the role of the mother. The role of; the whore is ‘explored .
in the second set of plays. The character of ﬁuth“ in The Homecoming
reveais a sﬁthesis of these two roles. Before embarking on a lengthy
analysis of th; play;, ﬁowever, the concept of the mother-whore must dbe

‘e

clearly defined. "

This term stems from the bivalent nature of the archetype of the
Great Mother, which' can be found throughout myth an:i literature. Essen-
tially, it 1is thg division of the #oman into two roles:t that of mother
and that of whore. The first reflects the maternal side of the woman, .

while the®Becond represents the séxual :.s;ect of the woman. The ~
i

development of the separation of these roles can be seen when one

st lﬂartin Esslin, Peopled Wound: The Work of Harold Pinter
(Gfxden City, New York: Doubleday, 1970), p. 142,

-1 -
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inspects both the anthropology and the psychology of women. 'i'he former
aspect is studied both by Helen Diner in M rs and ‘ onss
Fgmihevﬂgston of Culture, and by Erich Neumann in The Great Mother:
An_Analysis of the Archetype. They both look into the evolution of
women by étudying the arch/etype of the Great Mother. In pursuing this

end, Diner concentrates in searching history for "a general social stage

of latrlarchy".z while Neunann concludes that most women are related to )

this archetypé# by the fact that they all pass through a two-stage evo-

lution. These two stages are called by him, the elementary and the

transformative. In a similar vein, EstheriHarding, a well known Junglan,

elaborates a tr}-stage development of women in The Way of all Women.

Her categories reflect her psychological base. These are the nalve, the

sophlsticated, and the conscious. An explanation of these two systems
"will revéal the characteristics of the woman as she assumes the réle of

rother and whore, and will demonstm&qhos; and why thls split occurs.

is ma.n'ied (1egally, or in her own eyes) to a man (or any male figure,
including such possibilitie} as her father. brother. grandfather), and

‘sees herself as a pro:)ectlon of that ma.n. almost an e/Aension of him.
& ™™
She lives vica.riously through him and her sole job 1d.to keep him happy.
>
Nqumann elaboratess s

! : Those -wojen in whom the elementary character is domingnt

’ are related dnly collectively to their mate; they have no
individual relation to him and experience only an archetypal
situation: in him. In a patriarchate, for example, the woman
sees man as the archetypal father who begets children, who

’

‘ ZHelen -Diner, Mhm_mi.ﬁmng.as_'l‘he First Feminine Histoxry
of Culture (New York: Doubleday, 1973), p. xi.
A

"&“ LN "\";('

According to the Neumann scheme, a womidn in the elementary stage -

[N




r 9
B provides security -- preferably also in the economic ‘sense —- for }
herself and her brood, and lends her a socilal persona position. ;Ln
the comaunity.3 . .

i e

. &
Thus, she derives her entire worth lﬁrough him. &8s mentioned above, part -

of this systes 1s to bear chlldren. This duty, although a reflection of

B ks I N

patriarchal domination, gives her the fesli that she has accomplished \

. somathing. She tries to hold’the children to\herself, and at first she ) )
%) ' 1
2 N . Y
™ . is successful because they are so dependent on her., Later, they will - ~
‘try to break away from her, but because she has grown so close to thgu. =
\

R e S

she cannot allow them to leave her. As Neumann explains:

SN ¢

. m - A8 elementary character we designate the aspect of the

| Feminine that as the Great Round, the Great Container, tends to

"x hold fast to everything that springs from 1t and to surround it
like an eternal substance.” Everything born of it belongs to it
and remalns subject to it; and even 1f the individual becomes -
independent, the Archetypal Feminine relitivizes the mdepend'—
3nce into a nonessential variant of her own perpetual being.

é . W > E ’ ~
| ; . - Tbui:: woman feeds on the child's\dependence on her. In fact, "To -
% \ . .
nour and protect, to keep warm and hold fast -- ﬂ'ee are .the func- - .
tions in which the elementary character of the feminine gperates in

~ .\\_‘; 5
welation to the child.”

In art and literature, the woman in this stage is symboliged as
‘ being a vessel, for she can contain the child before and after birth by

v
virtue of its dependence on her. Therefore things' pertaining to

/ -

E . N 3Erlch Neumann, The Great Mo 1 _An A sis of the Archetype,
?- 2 trans. by Ralph Manheim EPrinceton,ﬂ New Jerseyt &1\nceton University

o bt maoryme -

L

Press, 1970), p. 3.

“Tvid., p. 25.
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vessels or containers are related to women, i.e., rooms, caves and

enclosures.6 In this way gates and doors can he said to de "... the
»

entrance to the womb of the maternal vessel."! And a wox;an's breasts

which bring forth nourishment can be symbolliged by a glass or a géblét.'a *
l The tran(gformative stage sees the woman as having borne a child,

but being able to disassociate herself from the child. She is able to

forge ahead, to experience life, and to eventually understand herself

as she rises above and diffe;entiates herself %’roni\the child (and her '’ ' f
role as chrld-protector). The child in tum is ablza to function as a
separate human being a.ixd thus, has successfully freed him or her self
from the. ea,rly\ mate;:nal dependence. The wife is also able to freely
relate to hgygusband in a fulfilling and meaningful way.

Esth‘ér Ha:tding‘é tri—steg develépmenr c;orresponds to Neumann's,
but 1s based more in p /ychology. She begins by explaining the Genesis
storyt "It i1s a myth which represents woman as an unconsclous part of
man, wholly seco;ndary to him, without ahy living spirit or soul of her
own}}'g In this, the nalve stage, the woman is wholly occupied with

L
pleasing the mate; she does not have a chance;to voice or act out any

)

needs ghe might have. In the second stage, the sophisticated, she 1s

=]

6Rooms do indeed have a particular importance. in Harold Pinter's ‘
plays. -

MNeumann, The Great Mother: An Anslygis of the Archetyre,
p. %. ! A

8’I‘his is especlally ‘significani;filrf:_?gh;"ﬁgﬁ coming.

9Hary Esther Harding, The Way of al) Ho mens A Psxcholgg;,gg ~~

Interpretation (New York: Longmans, Green, 1939), p..2.

.
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nore iuare of t'xsreelf and her ability to manipulate her mate, and uses

L

this knowledge to her advantage:

In the third ®tage, /the conscious/ both the natural impulses and
the dominance of ‘ego-power are superseded by a newly recognized
value or object which the woman accepts as of greater worth and
significance than either the biological urge or the impulse to
acquire personal power and satisfaction,10

The above two theories explain the natural tendencies and evolu-

" tion of the woman in the role of mother (the maternal instinct). But

what@f the other side of the woman? According to Cirlot, "Mother-

syabols are characterized by an interesting ambivaiencel the mother

- sometimes appears as the image of ngure. and viﬁce-versa.; but the

Terrible Mother is é\ figure signifying death."n As Simone de Beauvolr
explainss b

+The saintly mother has for correlative ‘the cruél stepmother, the
angelic young girl has the perverse virgint: thus 1t will be
sald sometimes that Mother equals Life, sometimes that Mother

. equals Death, that ever{ virgin is pure spirit or flesh
dedicated to the devil,

Cirlot continues. *... the Terrible Mother 1s’ the counterpart of the
‘Pieta, representing not only death but also the cruel slq‘e of nature --
its indiffégence towards human auf.fering.”13 Thus, the woman has the

ability to destroy as yell as to dbring forth 1ife. Ann Je;licoe. in

loﬂarding, The ¥ay of all Women: A Psychological Interpreta-
tion, p. 25. ’

.

n.J. E. Cirlot, A Dictio of Symbolg, trans. by Jack Sage
(Londons Routledge & Kegan Paul, 1971), p. 218. %
V

‘b lzshone de Beauvoir, Secopd Sex, trans. and ed., -H. M.
arshley {New Yorka Knopf, 1965), pp.’238-239.

13, J

T
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The Sport of ny‘ ‘Mad Hotlléi‘. glves testimony to this ambivalent nature of

woman. Thus,the cruel side of the Great Mother, the ability to nullify

1life, 1& not necessarily accomplished by phyaic'al means alone. Simone

™

de Beauvoir declares: . )
She incarnates all moral values, from good to evil, and their
opposites; she 1s the substa.nce of action and.whatever 1s an
obstacle to it, she i1s min's grasp on the world and his frus—
tration; as such she is the source and origin of all man's
reflection on his existénce and of whatever expression he'is
able tq give to 1t; and yet she works to divert him from him-
self, ? nake him sink down in silence and death. She is
servant’ and companion, but he expects her also to be his

audience and critic and<to confirm him in his sense’ of being; ,

but she opposes him with her indifference, even with her/

motkery and laughter.l

K ]

Thus, the Terrible Mother can indirectly manipuxa.te the men around her

through her behaviour and att}tude towards them. 'I’his ability 13 very

53

evident 1n wtholp& where the woman takes on the role of a fertility

J ) .
goddess. : \ . .

Q

Here, woman was worshipped for her inherer;t ability to brings
forthlllife into the woﬁd. This phenomenon granted her ':l:vevspect% and: awe
from the people around her, who existed by virtue of her ‘rep‘i‘oductiv'e.
power. 'I;hus, wéman had a certain amount of control over otheors. The
goddess® powers of fertility 1link her with the elements of the uni-
verse. the animal and plant life, the chdnging of the seasons, the

[

rotation of the very earth 1tse1f. Man, who wishes to be in hamony

harmony with the woman whp controls these elements. Thus, he nust show |

.

with these oftel threatening elements, must prove hinself to be in.

his adoration of her, in various ways. In classical times, man
_ L ]

N
"

Y de Beauvolr, The Second Sex, ns 185,
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worshipPed the fertility ss by a "... frenzled and orglastic rit-

ul*.25 He had'to cater to her moods. N o
S

These moods a.\;d motivations are influe by the iroxta.n's avware-

' ness of her double role of being at once a mother ‘and a whore. ‘This is

not unusual, as Neumann explains:

It 1s an essential feature of the primordial archetype that
it combines positive and negatlve attributes and groups of
attributes. - This union of opposites in the primordial archetype,
its ambivalence, 1s characteristic.of the original situation of
the unconscious, which consciousness has not yet dissected into’
its antitheses. Early man experienced this paradoxical simul-
taneity of good and evil, friendly and terrible, in the godhead
as a unity; while as conscliousness developed, the good goddess
and the bad goddess, rg\q\r example, usually came to -be worshiped
as different beings b .

Gonsequently, there has arisen from ancient times the biValent _arche-

type of the mother-uhore. It still exists today in the unconscious and

o conscious nind of male and female alike.

. In fact, most women do sense the. tensions and pressures’ which
fluctuate within themselves when and if they attempt to adapt them-'
selves (slmulta.neously) to these various roles. Women also incorporate
1nto these feelings the sexual undertones. which, in one way or F.nother.

40 penetrate their personalities. They are avare that they can channel

" thelr sexual needs legally through the conventions of marriage. In

this respect they fulfill their role as the procreator of{the species,
and allow themselves to sublimate their sexual needs into an established

pattern of behaviour. Yet even in this situation problens may arise;

b,

Y o

15G M. Kirkwood, A Short Guide to Classical Mytho (New York:
Holt, Rinehart a.nd Vinston. 1959 , p. 6,

16Neunann. Ihe Gmgt Hothe:x An gn s of the Archetype, p. 12.
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s N .
this can be seen when the woman realizes that her sexual and individual

/

needs are not really being satisfied by her role as a nother. In thia
case, the other aspect of her nature may arise to doninate her person-
ality. It might be seen that this newly arisen and dominant aspect is,
in fact, the true nature of the woman who has, up until}that nonent h
allowed 1t to de only a latent tendency., She has exprgssed this tend-

ency by varilous means of aubllmations child-rearing, home. decorating. /\

’3

.'functioning as a stereotyplc wife rather than as d&n individual. 'I‘hls
she has dome to keep her husband, Barbam Warren elucidates: ‘ J

In trying to fulfill the artistic, romantic ideal, a woman gives

up the reality of her own identity ‘and creates for herself an

inner void -- her own gray world of "living death" -~ for she

does not exist outside the man's image of her, or his worship of ‘
her. She is defined only by his poetic descript.ions of her, by

“the images that he projects onto her.l? . o

Helene Deutsch explains that in this réspect "... masochism and passiv-

e S

-~ 1ty are essentlal elements of her psychology”.]'8 The aoman who sees .

that she cannot have what she wants unless she acquieses to her hus-
Y]

-—n"-—.‘w,‘_.—.-‘..w

band's point of view becomes passive. To give up what she wants for

her husband is masochistic. When the woman realizes her. situation, her

reaction is often expressed in destructive ways. Thus, she becomes the

’ o7
true Terrible Mother towards her husband and her children. Her sexual-

cull

. life also suffers: . >
Here the ego ideal repudiates all sexual freedom, even the ?
freedom to imagine. The inmner perception of the sexual drive g

i8 condemned with a harsh "You are a whore!” and every stirring -

17Barbara Warren, The Feminine Ipage in Literatuge (Rochelle ‘
{ T Park, New Jersey: H'ayden Book Company, 1973), ». 9. G
L : ‘ N .. ' |

g /8Helene Deutsch, The Psychology of Women: A Pgychognalytic N
Inte nmtgjion (New York: Grune and Stratton, 1944). p. 2ii1,
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assunes the fofm of the masochistigc, humiliating admission, "I
am a whore.” /Marriage becomes e++ Obsessional acting out

of prostitution a.cconpanied by the severest conflicts and
feelings of guilt.m ‘

2

As far as the children are concemed. she - can turn their relationship

with her into an obsession in which she refuaes to gilve any leem.

She becomes overprotective. allowing them no freedom. This undoubtedly

creates problems for the children, who eventually must try to break

avay fron their dependency on the mother. Much negative feeling 1is

aroused, over and above the normal that is necessary for the initia.l: !
: : ' break a.wa\y~ Thus, in order for the children to be irgdependent. they must
: 2 . have been allowed ‘a proper break away from the nbther. .This break away -
‘ is dependent on the relationship the mother has to the father.. j
\ . " Therelationghip between man and wife 1s sometines 'based on a & r\% ~ ' j

| , union of opposites. Both Harding and Neumann explain the union of

opposites in a couple by saying that a man is attracted/to a woman .

. o :
in%.‘s}nuch as her soul image reflects the needs of that « Thug,a man
- \

\ ]
relates to a woman through his "... personal as well as archetypal /
, . experience of the Feminine."zo In fact the‘man loves the ;'om for )

what he lacks or needs in himself. She must complete ahd complement
|

himn. As Simone de¢ Beauvoir says:

The husband wa,_ntz to find himself in his wife, the lover in , v
his mistress, in -the form of a stone image; he is seeking in her :
the wth of ‘his virility, of his soverelignty, of his immediate -

reality. [N A

N

>

3

19Deutsch. The Psychology of Womept A Mlmg__zm , -
": tation' p. 259- [ et

2Ol‘eumann, e Gregt of;herx A sis\ £ the Archetype, p; 13.

2l4q Beauvoir, The Second Sex, p. 677. \Q : <
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The woman must abide by these rules and comply. This extends to sexual

B S R

i

+

favours as well. "Too often,. in fact, the married woman 1s perfdérming

I3

a piewureless duty in order to ﬁgratify the man who supports her -- and
*

e % e T

this could well be classified as an act of prostitution.”2? On the

other hand, if the .woman has reached a level of ‘sophisticated’ con-
scidusness, she might be able to manipulate her husband:

Then, if her ego comes to consciousness, she makes a dis-

covery, namely, that this seeming indifference makes her more

. desirable from the man's point of view; and she begins to use

it as a definite trick, of which she is at least partly aware,
to attract the man's attention and gifts.23

B ~N
But if the woman is able to transcend to the level of consclous-

/,

. . . .
a realization of her inner needs,

I e o U ST RO,

ness, then she may be able to éome to
thus being better prepared to gulde her life as an individual. Yet a
woman, whether she be single, married and/or a mother, must still adjust

»

herself to the conditions around her. She must retain her Limage as a

woman, while being an individual as well as a wife and/or mother. She

is influenced by those around her and 1t 1is through her interactlon with

LY

these people that she can judge her sugcegs. Thus, her total person-
¥ ality 1s shaped by how she looks at herself and by how people look at
her. Woman is det/em{ﬁ{d not by her hormones or by mysterious

instincts, but by the manner in which her body and her relation to the

w2l

“world are modified through the_ action of others than herself. In

\

-

22yerm L. Bullough, History of Prostitution (New Hyde Park,
New York: University Books, 196{4- , P 2.

; 23Hanzling, The Way of all Women: A Psychological Interpretation,
: , p. 11. o

2“(13 Beauvolr, ‘The Second Sex, p. 682.
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drama, wht;re a serles of events is visualized so that the audience will ‘
pay speclal attention to c;ertaln facts of 1life, women have been por-
trayed in various ljmited roles. These can be seen as relating to the
archetype of the mother-whore and this is especialiy so of the drama of
Harold I’:lnter. .

The mother-figure, symbolized by the confines of the womb-room,
can be seen in the early plays as elther a real mother in A Night Out,
ot a substitute mother, as in The Room, The Birthday Party, Nightﬁs;hgwol.

or a Slight Ache. The mother-figure is present, even in plays where the

haracters are solely men, such as in The Dumb Wailter, The Caretaker, and

The Dwaxfs. In The Dumb Waiter, during the kettle conversation between

Gus and Ben, Gus makes mention of his mother as an authority figure when

he says, "I bet my mother used to say 1t."25 In-The Caretaker, Mibk 1is

obsessed with his mother's bed\. while Aston is still trying to figure
out why his mother allowed the doctors “to administer either shock
therapy or a lobotomy to him. In the same way, Len, in The Dwarfs,
tries to»mothér both Mark and Pete. He sees hims.elf as "the charlady",
conments on new clothes, and offers food. Thus,Pinter provides a pic-
ture of the various attributes of the mother in his early drama. ‘A °
Slight Ache serves as a transitional pl%‘\ between the mother group and
the following series. : | k =

, .Pinter's next-set of plays deals with marrled couples or couples

living together in a semblance of marriage. In The Collection, The Tea

Party, The Basement and The Lover, Pinter explores the pressureé of

/ )///
{

!
The Dumb Waiter (London: Mefhuen:

. 25Harold Pinter, The Room
1973), p. U8,
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marriage and the means whereby different: couples work out their unique‘
solutions to the proplem;tic images the institution of marriage pre- i !
gents. In doing this, Pinter delineates the relationship a woman has N
to herself and to othgrs. as woman, wife, and sometime mother. The
emphasls thro;ghout 1s on the sexual function of the woman, whowig_ seen
‘playing the role of the whore 41 a number of WAy S
* The Homecoming deals with the syntheéis of the role of the
mother and the role of, the whore. Hexre Pinter §hows the total ambi-
guity of Ruth as she \;acillates from model-whore to mother of hexr own
family to mother and whore i‘or her husband's family. It is the cul-
I ' mination of hfg investigation of this theme. Evidence of it can still
. be found in his subsequent works, L edsc ve, Silence, Night, 01d Times,
and his latest play, No Man's Land, but it is no longer a major theme.
Thus, the product of Pinter’'s creatlve effort can be divided into
three groupings. It: will be shown that fthe development of the theme of
the mother—w};ore is a majof aspect of Pinter's work. Consequently,

this thesis represents a full study of Plnter, the style, and the.

methods, all of which are reflected ‘in his use of the theme of the

mothexr-vwhore,

. . - e




R

CHAPTER 1

’
ey

THE MOTHER GROUP

O e

N A .
The first group of plays to be dealt with can be called the

- Mother Group. A predominant characteristic of this Group 1s the use of
the womb-room, which alludes to the hold that the mother (real,
imagined or substitute) exercises over family members. - Thgse family
members are dominated to such an extent that they ,ca.nnot function with-

out the mother, or in any pléce but the. home. The womb-room conse-

- P L

quently symbolizes safe territory for its 1nhabitants. All 1ife out-
side the room is menacing, and should be avolded. Unfortunately, t?is
¢ - 1s not always possible; ;hq must either leave the home to attend to the
,. needs of everyday llfe, Oor someone manages to penetrate the family
circle. Once this happens the pattern is interrupted. The residents
’ are threatened: they are faced with the dem&nd to adjust to new cir-

»

cumstances. The result of this confrontation should be change, but

.this 18 not always the case; witness the behavlour of Albert in the
‘television play A Night Out (1960). 3 |

Albert Stokes, a mild-mannered clexrk in the firm of Hislop, King
and Martindale, iivés at home with his mother. One Friday nlgh; he is
forced to do something which he has-never done before: he must go to '
‘an office party. The play opens with Albert ti&ing to explain to his
mun why he must attend this party and upset thelr weekly card game.

It immediately becomes apparent that his mother 1s totally dependent on

: - 13-

o - M
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\ Albert since her husband died. This manifests itself in he‘r nagging | K
\ behaviour towards him, treating him as if he were a young boy and not |

a mature man. She is completely possessive. The fact that Albert must

}eavp represents a vital threat to her life as she has npx‘lﬁpped it out.

}\igr Jjob has been to keep the house clean and to feed and clothe

Ai\t;ert. His job is to keep close to her. She has never allowed him to

ma£9re to the extent of belnk able to separate from her. ' ?

‘ The home pi:;,tiem is vclassically Oedipal. Albert has always fos-

tered sexua®l feelings for his dominating mother, who has never ;1lowed
him to\\ soclalize with other women. She has subtly demanded that Albert
take tl;‘e Place of her dead husband. Since there is a moral taboo on
incest, .‘t\his demand haé been sublimated, submerged, sanctified, and
transformé‘d into the ‘;ell-established tradition of the lovipg son taking
care of th;}\ aging mother, who has early in life 1os,/t her beloved husband
and breadwinner. Thus,it is not surprising that Albert's mother felgns

v

1gnora;<:e when Albert 1nforms her of his intention to go out 1.:hat~ even-
3

ing. Their diélog;ua is a masterplece of cross purpose and non sequiturs
\.

which reveal thé\ psychological position of each individual. Albert is
\

intent on dressink for the party, and his mother avolds all reference to /"\

the possibility. of\\\his desertioni
%

) Albert:s My tie \ The striped one, the blue_one.
Mother:t The bulk's gone in Grandma's room.

1

Albert 1s quitd aware that his mother knows exactly where his tie
- \
is, as i1t is her job td know where everything is. He knows she is
. \
1Harold Pinter, A\Elight Ache And Other Plays (Lon‘itoqx Met;huen.

1973), p. 43. All parenu\eucal references 1o the play are taken “from
this editlon. B .
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stalling, trying to stop him from going, but he will not succumb to this
blackmall. Once she realizes that she cannot®stop him, she starts to

lecture him on girls.. She wonders out loud if he is, "... leadins a

clean life?" (p. 47). In doing so, Mrs. Stokes intimates that she
wonders about his sexual 1life, the coroltary being, i1f he 1s not spend-
ing the night with his mum, he must be spending it with another womén.
the new object of his love and attention.z The seat of thei; conflict

1s obviously sexual. She is.speak¥ng from her fear of loss of control
over Albert. If this should occur, she would lose all sense of purpose .
in 1life. She therefore constantly reminds him of his obligations to her
aﬁd his dead father. This technlique is finally successful, as he
promises he will not be late.

»

Once free of his mother and the house, it is not long before

Albert is reminded of his situation. As he comes upon his friends,

they have just discussed his fallure as a soccer player. This velled,
! 2

threat to his virility is subtly compgunded by his mates' knowledge

that he is a momma's boy. Albert's reaction td their questions about

his es his guilt complex. He does not understand why any-

one would want to know how his mum was unless they suspected everything
- ‘ i
was not on the up ghd up. Despite this initial breakdown in the con-

verﬂ&tion. and Adbert's felgning of a headache, they declde to go to

- .the party.
, At tHe party Albert tries to be sociable, but it is clear that

oy

Y .
he is not a lady's/man| nor does he have the social graces. It is

xS , - . .
zThe name Mrs. Stokes suggests her role at home is "keeplng the
, home fires 1:|urning”.‘_j ’

.
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s ,
hard for him to function outside of his regular routines. He sits very

\

quletly in a corner and lets the paxtf pass over hip. He is there out

of obligation to the firm and nothing else. That Albert is the victim

- of a tasteless plot 1s unfortunate. This plot 1s cooked up by his

soccer enemy Gidney, who challenges the girls to éo over and intimidate

-Albert. When they begiy to question him about his mother, he knows he

is headed for trouble, and escapes to the bar. But this retreat is not
successful, as they follow him. In a further evaslon’attempt he 1is
obstructed by a toast to the man who is leaving the firm. It is at thi?
time that the guest of honod;iiirmly placeg his hand on Elleen (pne of
the office girls). - Since Albért is standing close by, he is blamed for
the misconduct. Again‘Gidéég leaps at the chance of persecuting hi

and pursues the inecident Mm;}I Albert is forced to leave the m.
Albert tries to remaln calm as Gidney hurls insult after insult at him
until he is almost at the boiling pointy Then ghen )Gidney accuseg
Albert of being a mother’'s GBy. xzbert reacts fviolently. All the ten-
sion of his répressed feélings is let lg¢ose in one punch. For not

only 1s he victimized at home by his’hother. he is also victimizeé:
unjustly, in the presence of all the office girls. Hi8 mother's shadow
has pursped him. This pressure is too much for him and he flees.

Jﬁ returning home, his mother, who has been waiting up ;or him,
greets him with abuse and suspicion due to his dishevelled appearance.
She immediately assqqif“flbert has beeé?hﬁﬁ.. mucking about with glr;s"
(ps 71). . Thts, .of course, is not true; he has not been‘loyal to his
muﬁ. Her verbal abuse is an unending tirad® of jealousieg.}or his life

outside the house, for his lack of attention to the home front, for his

1

3
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non-acknowledgement of the care she takes of him, for his inabllity to
rec'ognize all the sacrifices shg makes T or him and. finally, for not

- re'cogr;izing the things that she has kept ’;udden from him! Albert reacts
with the same violence that we ;dtnessed at the party. The stage
directions are ambiguous; perhaps he attacks her w}th a c]Zock. It 1s
the only way to alleviate his pent up feelings of hatred toward the 1 ~

s § mother with whom he 1s obsessed. “ |

lf B 1 The last act finds Alberbtrying to escape the whole evening by

’

5 / being with a whore. Unable to cope with his mother;'ifii;;;&ion and

the accompanying sexual confliﬂ he tries at'the leakt to fulfill him-

« A
g > ' self sexually with a whore. But the whore proves to be just as domin-
j -
j
i

ee€ring and overbearing as his mother. As soon as th_ey en}er her salon,
J

she begins to boss him around. Thelr conversatifn centers around her 5
"daughter", who is attending a select boarding school, and her former § “
: v occupatlon- as a continulty girl. Albert explf;tins that he is an ‘ . f
. - . .
"assistant film di‘rector". He feels this gives him s:\‘tatus and makes
him appear mof of a %ady's man, especlally as he p ;ks up on the f

- attitude the whore has about her ferfier It parently, she is under

the impression that continuity girls sleel; around a lot and therefore

Albe,rt must be experienced. As she céntinyes to badger Albert about ‘ v
‘his cigau‘:ette ashes, his shoes, where he stands, and what he does in ‘ 1
the room, he gets progressively more upset. Alth‘ouah the girl has no i
idea what has transpired that evening at the party or with'his' mother,

the audience notices the velled threat when Albert inquires about the

.clock on the mantlepiece. wyren she finally insults him by saying he

looks "childish” (another reminder of his {elation!ship with his mother),

4
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"even retarded", he 1ets his cigarette fall.to the ground and begins to
ta.ke out on hexr the abuse and frustrations of a lifetime:

Albert [s elzing the cpock from the mantlepiec]t DON'T MUCK ME
ABOUT!

She freezes with terror.

f See this?  One crack with this ... just one crack ... /Viciously,/
Who do you think you aré? You talk too miuch, you know that.

»You never‘stop talking. Just because you're a woman you think
You.can get away with it.  /Bending over her./ You've made a
mistake, this time. You've picked the wrong man.

PR TR

He begins to grow in stature and excitement, passing the clock
froxg hand to hand,

You're all the same,\you see, you're all the same, you're Jjust

a dead welght round my neck. What makes you think ... /He begins
- to move about the room, at one point half crouching, at another

standing upright, as. if exercising his bodyJ cee

puhat ma.kes you think‘you Can s tell me see Yes oo It'B the sahe

as this business about the light in Grandma's room. ,

' Always something. Always something. /To her,/ My ash? I'1l put
. it where I 1ike: You see this clock? Watch your step. Just watch
| . your step (pp. 82-83). , -
| The whore has become at once his mother and all, women. All women

>

- ta'lk‘ too much, nag too much, have too much for him to do “"Always some-
"t.hing.L Always something". He can never escape the tyra}my of the over-
powerln\g\all-encompassing mother. Albert's violence turns to psycho-
logical uarfgre when l:xe discovers that the picture of the whore's dawghter
a 15; none other than a plcg;pre of herself. It 1s all a fantasy that she
has a gaughter. The whore's preoccupation with perpetuating t!;is
fantasy ("My daughter. My little girl. My little vaby ginl* /p. 84/),
suggests her pom need to be a mother figurf;. That she iB"l?O»ih mother

.

and daughter to herself at one and the same time, indicates her OWn

I

confusion. It 1B also significant that in the script, the whore is

+ designated Yeirl"™, although she is presumably old enouéh to

4 k]

e




when Albert raised his hand to his mum. They wWill goqi::? on vacation,

‘the picture, or a mother in her fantasies? and thus does not have an

- .-

have a child in boafding school. Perhaps Pinter‘ié reinforcing the a S
whore's immaturity\already evince& by the .mother-daughter fantasy.

Once Albert 253 destroyedtthis &Pntasy he has conquered his first woman,

and begins to order her. around and abuse her. Haviﬁg achieJZd thié

triumphant status he leaves, But as he has not, after all,a"mucked’>

about with girls", he is able to return home with a clear consclence.

Albert’'s mothef. who 1s patifntly walting for him, characterist~

ically forgives him all his trespasses and allows him back into the P

home. She immediatély plans a diversion fiom-the 5ad memory of the time,

like a couple with marital ?roblems who think a change of scenery will’

And thus, Albert remains in the same situ- %

4

improve their relationship.
ationfln which we found him. For despite the fact that he was able to,
release his agsressions on the bossy whore, he canno{ and will not do

thé?:amé to his mother. He will not recognize hls need to break away

from her and start an independent 1life. The mother has successfullx

ieen able to keep him to he€§¢1f and thus emerges as the most powerful

character of the play. / o
Albert is not able to escape his mother nor‘}s he able to carry .

out pgélthy heterosexual relations. When he seeks a womaﬁ it 1is one

\

. . 3\
who has not been able to grow up herself. Shé is still the child in
. !

independent 1life either.3

&
Albert, in his obsession with his oedlpa
k‘

. 351mon Trussler, The P1a§s of ﬂg;old Pinter: An Assessment
(London: Victor Gollancz, 1973), p. 71. ,

ove for his mother, .
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one extreme to another, from his mother to a whore who turps out to be

~

has not been able to deal with women normally. Therefore he goes from

-

very much like his mother. As Esslin explains:

.

\ 3
Albert hates both aspects of the feminlne principle: the
sexual demand of the prostitute, l.e. woman as a challenge to N .
his sexual potency, and the mother's claim to dominance over
him as head of her famlly, as a person entltled to his respect,
" gratitude, and servitude.4 :

Thus, Albert is tied forever to hls mum and their 1¥e in the house,
despite the fact that he despises both., %
Yet Pinter does not 1limlt himself to portraying solely mothers as

{ .
central fighres in his plays. Mothers can take on many. disgulses; as ,/”

Albert has sagg. "You're all the same, ... you're all the same."

Pinter's first play, The Room (1960) presents a mother substitute.

~

Hayman explains:

Rose isn't a mother, but she's the prototype of all Pinter's
chattering, fussing, nagging mother-figures; women never stop to
listen, but they also never stop asking implicitly for the good-
will of the husband or son or nephew or lodger.

This can be seen in Rose Hudd, wife and “mother" to Bert Hudd, who lfives
in her room., Here ;:;\15 safe from the-dangers of the outside worl
althougzh she 1is still haunted by her fears. In the first page of
play, Pinter exposes this personality. She is conducéing a monologue

sl

in which she explalns that it is cold outside, "It's murder."6 To

]

uMartin Esslin, The Peopled Wound; The Work of Harold Pinter
(Garden City, New York: Doubleday, 1970), p. 94.

SRonald Hayman, Harold Pinter, World Dramatists (New York:
Frederick Unzar Publishing CO\{ 19735, p. 19. . ,

. 6Harold Pinter, The Room and The Dumb Waiter (London: Methuen;\
1973), p. 7. All parenthetical references to the play are taken fxom
this edition. ‘ o ‘
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counteract the external threat, she keeps herself buéy by tendins to

every need her husband has. (Bert reciprocates with silence). It is

g AL A

obvious that Rose's treatment of him is more that of a mother to a son

-
%
o

é, than a wife to a husband. Her two main preoccupations, taking care of
her husband/son,” and staylng indoors, especlally away from the base-
ment, are disclosed. All Rose's fears of the outside world center on

the basement, where the walls "were running" (p. 8) with dampness.7

To escape these threats, Rose becomes, "... completely devoted,

8

TR S AR e e D L
.

ﬁf/ completely absorbed in lookins after the man."” She has created a warm

environment for them‘both, and tries to control who comes in and goes
out of it. She decides whether Bert should go out or stay in, whether

o

he should sit by the fire and read the newspaper, and whether he should

wear a jers%y or not.9 He is the son she never had, and she must keep

-

X him close to her in her warm room.

o S A N

Rose tries to control not only Bert, but any man who steps‘into ‘J

PSR-

her room. This can be seen in her encounter with Mr. Kidd (i.e. a
junior, or a son), the landlord. She begins by trying to emasculate

‘ Kidd in the presence of her husband. She asks him 1§‘Hé'has a woman to
4 ' ¢

help him with the janitorlal work. Mr.rKidd answers polintedly, "I

a W

haven't got any woman". Rose counters by challenging, "I thought you

had one when He;firsxzpame" (p. 12). Mr. Kidd avolds this charge by

",

7The damﬁhess and runninz walls of the basement might represent a
sexual sensatlon to her, which would simply compound Rose's fears of the
outside world and 1life in general, as she 1is scxually repressed.

8Esslln, The Peopled Wound: "The Work of Harold Finter, p. 57.

o e bomn A L AN S5
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9Hayman. Harold Pinter, p. 20.
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changing the subject to furni@ure. and by notin- that her room used to
be his bedroom. In fact, Mr. Kidd is constantly changing the subject,

10 to the house in general,

from how well Bert “manipulates” his van,

referring especlally to the dampness of ‘the basement. He does this in

oxder to try to control the'conversation, for he knows of the fear Rose
Al

feels for the basement.

Suddenly Mr. Kidd admits (as much to himself as to Rose) that he

’ has "lost track"‘of the house since his sister died. This could ]
! suggest that the relatlonshlp between sister and brother was.lncestuous.
' His reference to her appreciétlpn'of the " -- little things --" (p. 152
that he used to do fér her 1is very similar to ggk language of two
lovers. This suspicion is further strenjthened by his fond recollec-

' . . tions of her boudoir. Had there indeed been something sexual between

i them? Mr. Kidd further compares his- sister to his "old mum" (p. 15),
‘ intimating an oédipal dimenslon. (There is never any mention of the é?ﬁ v
, father). Yet Mr. Kidd's inability or refusal to explain the cause of
his sister's death leads Rose to doubt whether Mr. Kidd "... had a , %
sister, ever” (p. 16). ' |
Once Mr. Kidd exits, Rose turns to Bert and sees him off to work.

. As soon as Bert leaves, Rose tries to settle down to her regular

~ \routineq, but is plagued by an uneasiness well expressed 1iy the stase

-
directions:

n

°
£em Nttt S N R A DS g 7,

lolt is interesting to note that the word manipulate means "to /
operate with the hands, to use the hands" and comes from the Latin
ipulus, meaning a handful. Perhaps Pinter purposely chooses this
.0odd verb to describe Bert's driving ability in order to hint that Bert '’
ichiexes sexual release through masturbation. . P

L
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++« She stands, watchin~ the door, then turns slowly to the
table, picks up the marazine, and puts it down. - She stands and
listens, goes to the fire, bends, lights the fire and warms her
hands. She stands and looks about the xroom. OShe looks at the
window and listens, goes quickly to the window, stops and
straightens the curtain. She comes.to the centre of the room,
and looks towards the door. She goes to the bed, puts on a shawl,
goes to the sink, takes ‘a bih from under th@ sink, goes to the
dodr and opens 1t- (pp. 16-17)

This uneasdness 1é‘further manifested by the intrusion of the Sands, a
couple who are under fhe 1mpresélon that theére is a flat for rent in
the buiiding. The} have dxogpéd by to take a 1ook at.1it and speak to
N 4 .
the landlord.11 This news 1s a'total sﬁrprisa to ﬁoor Rose, who becomes

very nervous. In eiﬁressing her fear, she tries to emashulate{xhe
: J

S
\

husband, Toddy (as she has trled with Kidd), seeking to fail back on
familiar patte;{g that she has builf up over a lifetlZef She is

doubly upset when she discovers that 1t 1s her room that is app;rently
for rent. The fact that thi: informatlon came from someone in the base-
ment triples her fears. a?o counteract this invasion she plays the
rightful owner of the room. Here Rose acts the mafrrled woman to the
hilt. %She explains that her husband, who drives,a vah, is at work.

She is very loyal Ejsher husband, and resents ﬂr. Sands' innuendos that

she knows Nr. Kid%u}n a way other than as a tenant should. The seed of

. despalr has been planted, and once they leave, her troubled mind begins

to wonder. It is not lons before Mr. Kidd arrives to clear up the
nystery of whcther her room is vacant or not.

Their conversation is at cross purposes; Mr. Kidd wants to tell

11The Sands may be understood as Rose and Bert tﬁirty years ago.
See Lois G. Gordon, Stratarems to Uncover Nakedness: The Dramas of

Harold Pinter (Columbia, Missouri: University of Missourl Press, 19?0)

p- 150
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Rose tﬁht somcone in the basement wants to see her. and she to \\\\\\\\\\
: to merge

verify that her room is not vacant. When they finally begi
two monologues into a comversation, Rose resents Mr. Kidg'a accusations
that she might know men from other districts, one of whom ts to
visit her. "What do you think I am?" (p: 2*7/she answersa guiltily. ‘ %?
‘One fee1§ this 1s a reference to her being some kind of whore, either
now or in jhe past. To bolster her moral standing, Hose states her
loyalty to her husband. This prevents her from recelving any male . AN
-.visitor when her hu§pand 1s out, and she cannot very well recelve such h
a a visitor when Bert is in. Becau e Mr. Kidd is so insistent, she
finally consents to see this man. Rose must verify who 4t is, and
' eonfront her dread and fear of th?'basement.

/ 4 .
{' _him. She is suspicious of him because He ecomes from the basement, the e

\ » -

As soon-gE Riley enters, Rose begins to threateh and emasculate
seat of all her fears. Naturally, she is afraild of any, changes she
might be forced to undergo bagnuse of his presence. Just as Albert has
proclaimed his hatred of all women due to thelr emasculating and over-

bearing dominance, so Rose takes out her aggressions on the blind R ‘ ;

Riley. She hates all men: "You're all deaf and dumb and blind, the E

1ot of you. A bunch of cripples.” Rose continues: ¢ - 3

They say I know you, That's an insult, for a start. Because I

can tell you, I wouldn't know you to splt on, not from a mile Tt

off. -
3

Pause.

Oh, +these cuttomers. They come in here and stink the place
A out. After a handout. I know all about it (p. 29). aﬁ////
hat

This reference to “customers” leaves us with a sfieaking suspici

maybe Mr. Kidd was right about Rose after all. Despite all her verbal

e oo ra e e v o e et @, oy = e o e am e 2o e
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abuse, Riley remains calm. He ixas a message from her father; he wants
her to come home. This powerful notice gives Riley the upper hand.
When Roée contlnues to try and dominate Riley, her conditioned reaction
‘ i
to a}lyl male, he cripples her with a c¥yptic use of her family nickname,
Sal. In a rhythmic dilalogue, that moves from one character to the
other, Riley invokes Sal’s name five times. Riley continues, "I want
you to come home" (p7 30), intimating that he is Rose's father. Rose
i1s finally lulled into a confession. The name Sal has succeeded in
breaking down all of Rose's barriers as she begins to admit that, “The
day 1s a hump, I never go out" (p. 31). This suggests that she is
less than happy with Bert and would prefer to return to her father. She
1s more than ready to submit to Riley's last request, "Come home now,
f\&
Sal" (p. 31) when Bert enters after a particularly potent ride in his
van., He 1s flushed with. the exertlon of the.drive. His language 1s
obviously sexual when he describes his trip:
I caned her along. She was good. Then I got back. I could see
the road all right. There was no cars. One thtre was. He
wouldn't move. I bumped him. I got my road. I had all my way.
There agaln and back. They shoved out of it. I kept on the s
straight. There Was no mixing 1t. Not with her. She was good.
She went with me. Ohe don't mix it with me. I use my hand.,
Like that. T get hold of her. I go wherc I go. Shetook me
there. She brought me back. (p. 32)
Here Pinter clearlyx exposes Bert's sublimation of his sexual energles
into “manipulating" his van. Bert possesses the van, he does not
relaté to it. In the height of his sexual fulfillment, Bert proves Rose
is his without a doubt by brutaldy murdering Riley, before Riley barely

has a- chance to say anyth:i.ng.l2 Suddenly Rose clutches her eyes and .

<
>

izSuggesting perhaps that Bert feared Rose's desertion, and did
ngt want to~g¢Ve Riley a chance to explain himself, -

-
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declares her blindness as the play comes to an abrupt halt.13

Rose Hudd has not been®able to reconcile her married 1ife with

R TR R it e s e

[l

\ ) her 1ife as a child. She has never come to terms with the incestuous
; impulses she had for her father, or the jealousy she had for her mother.
Whether Riley is her father is of no consequence because he represents

- !

. her father {0 her. When Bexrt moves to."defend" Rose aralnst the

"intruder", he is acting for the first time like her husband, by trying
& to claim wha; is "rightfhily“ his proper?y.lu This suggests that
despite the apparent éuthority Rose has over Bert, he is able to assert
his "risghts" and claim his woman: ' N

Yet in so doing, he acts out a part of Rose'’s deepest wishes and

A ambivalence: He attacks the primal figure for her. “ Rose may
emagsculate men 1n games, but when she is drawn into life and
fantasy becomes deed, she cannot tolerate the reality that has
been created. Her gullt -- not only from re-experiencing her
buried feelings toward her father but also from acknowledging
her everyday castration of males -- is so great, she cannot
witness the slaughter (the reality), and hence it 1s she who
becomes blind.15

s S

Rose becomes blind because she is forced t? recognize her latent sexval
. &

feelings for her father. She also cannot witness the "mythic struggle®

for possession of her by both her father and her husband.16 She hag,
. S 3
spent her whole adult 1life being the mother (and sexual partner) to her . %
[

husband/son Bert while at the same time searching for her father. Yet

"~

b

13Kidd's relationship with his sister/mum foreshadows Rose's '
oedipal episode.. . .

luTrussler, The Plays of Harold Pinteg: An Assessment, p. U45. i

15601don, Stratggemg~€3\gncover Nakednesst The Dramas of Harold
Pinter, p. 19. i N

{

16Tiussler, he Plays of Harold Pinter: An Assessment, p. 33,

« -
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wheﬂ'given ths Opﬁortuzﬁty to return home, Bert robs her of her last

chance to confront and perhaps solve that situation. Rose's blindness

S

is toqued off by thisg reallizatlon.

Meg, in The Birthday Party (1958), is an extenslon of the type of
mothering portrayed by Rose in The Room. The main difference between
them is that Meg displaces her feelings of mothering on a substitute son
rather than on her husband. Although she does treat Petey, her husband,
like a child, by preparing his cornflakes and making su;e he eats thenm,
Meg is able to release most of her matermal feelings on Stanley. In
fact, at the opening of the pley it is théught that Stanley fis their
son. Meg states her preference ;or "1ittle boys" when Petey reads 'out
a birth announcement from the paper: .

Meg. What 1s it?

Petey. (studying the paper). Er -~ a girl.
Meg. Not a boy? -

Petey. No,
Meg. Oh, what a shame. I'd be sorry. I1'd much rather have
a little boy. % ’

Petey. A little girl's all right.
Meg. I'd much rather have a 1little boy.

17
Indeed she does have a.little boy, even though he,is only a boarder in
their seaside rooming house. It is her responsibility to get the boy
up in the morning, to serve him his tea in bed, and to force him down-
stalrs 19 eat a good breakfast. As she says: 4’
... I{m going to call him." (She goes to the door), Stan! Stanny.
(She llstens§; Stan! I'm coming up to fetch you if you don't come
down! I'm coming up! I'm golng tencount three! One! ‘Two! Three.
I'm coming to get you! (She ex1t592§§\goes upstairs. In a moment,

a

17Harold Pinter, The Birthday Party.(London1 Methuen, 1971),
p. 11. All parenthetlcal references to the play are taken from this
edition. .

h'
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shouts from STANLEY, wild laughter from MEG. PETEY takes his
1 \ plate to the hatch. Shouts. Laughter. PETEY sits at the
’ table. Silence. She returms). He's coming down. (She is
: panting and arranges her hair). ' I told him if he didn't hurry
up he'd get no breakfast.
Petey. That did it, eh? (pp. 13-14)

E skl SR

. ’;

As can be seen, Meg treats Stgnley as if he wém her son. There is a
family-1lke atmosphere which is evident In the numerical threat and the
use of the affectionate dimlinuitive Stm&y. And it 1s the denial of
food from :the mdther-figure that finally forces Sta.nléy to get up.

- _ The bond between Stanny and Meg is soon revealed to be a mutual

love/ha;.te relationship in which each is a:cting out a part, one as a
E mother, the other as a son. Meg fulfills all the aspects -of the nur- ’
; turing woman, and Stanley recelves all the attention willingl)%b Yet

there is a distinct undertone of ;pressed sexuality in thelr conver-

sation. This is also demonstrative of thelr power struggle, for while

they are bot:h attempting to suppress their sexual thoughts and oedlpal

needs for each other, they are at the same time sparring for dominance.

Indeed, Stanle; threatens to.move to a "smart" hotel unless he recelives

_a better breakfast from Meg. To further insult her, Stanley turns the
conversation to Meg's duties as a wife and housekeeper. Just to keep

, ¢

v 1
her on hexr toes, he says she does not keep a clean house, nor does she

; & S e A s\ )
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take care of her husband. This is a cardinal insult, as Meg is a loyal

At

wife and happy housekeeper. Under such pressure, Meg gives in and ‘ !

serves him a hot breakfast. Pressing forth his advantage, Stan shocks

. Meg with what she mterprefs as a sexual references he exclaims that
) the fried bread is "succulent". Meg warns him that he should not say

-

[

- that word in front of a'parried woman. Stanley answers, “"Well, if I

b,

can't say it to.“‘\a married woman who can I sg; it to?ﬂ", (p. 17). Meg's
\? .
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only response 1s to tell Stanley that he 1s "bad"™. Despitc this insult,
their dependericy is supreme. Stanley casually admits 1t "I don't know
.what I'd do without you" (p. 18).

Meg concentratcs on serving the tea un‘t'il' Stanley teaslngly
accuses her of belng a "succulent old washing bag” (p. 18) Mep accepts
this double-edged insult/flattery‘with an equally ambiguous answer, "I
am not! And it 1sn't your place to tell me if I am!" {p. 18). Whether
there has been an actual sexual relation between them iz left ‘a. mystery,

but certainly Meg has "... had some lovely afternoons in that room"
(p. 19). Yet St‘an‘ley recoils in disgust at the mere mention of them.
What kind of man is Stanley? In fact, little detall is given about
Stanley or his background, except that he once gave a concert t.o whicb/

-. his father did not come.18 His past is vague; we are only given short
clues about it. What we do see clearly is his role as the son of Meg,
who 1s not above asking him in a motherly fashion if he has paid a visit
to the bathrodm that day.

*

_. Thils serene famlly scene 1s soon to be broken by two men who

A

invade the room of Stanley and Meg. Stanley displays fear and guilt 3

whé Meg mentlons that they are coming. He disﬁlaces these feellngs by

~ L
insisting that they are coming for her.19 This is rather ominous fore-

shadowing, for they are, in fact, golng to take Stanley away.
Just before the arrival of the two men, Stanley is given a chance
to prove his manhood and escape from the clutches of his 'mother'. The
) /

18Hayman. Harold Pinter, p. 31.

\ 19Esslin, The Peopled Wound:’ The Work of Harold Pinter, p. 83.
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neighbour, Lulu, arrives, and he asks her’ to go away with him. When.he

is questloned about particulars, he is unable to supply them. It 1is

ra
impossible for him to have a.l relationshlp with a woman who is not a

mother-figure. He is a washout, both physically and mentally. He has ¥

channelled all his sexual feelings toward Meg. Although these feelings B

about his *mother' arouse intense gullt, he 1s so locked into the //

pattern that he cannot break away from 11':.20 ’
When the two men, McCa.n;\ and Goldberg, arrive, they wzste no time
in getting information’ from Heé about Stanley. It becolmes obvious that
they have gome to get him for something he has done in the past. They
know he has been hiding, and now that they have successfully located
him they must complete their’job. Meg projects her mother image when
she discusses .Stanley. At the same time the sexual undertor,g surfaces,
to such an extent that Meg makes sure to verify that her husband sleeps
with her in case McCann and Goldl;erg would think otherwise. (ﬁer guilt

is obvious). When Meg reveals that it is Stanley's birthday, they plan

a party for him, as she says he is down in the dumps. Both McCann and

Gol promise to "rescue™ Stanley from this situation.
Stanley is very paranoid about the men, and Meg has to reassure

him that their routine will not be interrupted. He will still get his

\ . .
tea 1n the morning, and they will leave soon. To divert Stanley, she

Y

glves him his birthday present, a toy drum. This is the kind of

[ . -
present one would give a 1ittle boy, and Stanley faithfully acts out
this role. But while beating the drum, he rouses himself to an intense

~

2oil'."hid., p. B4. N ’
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sexual pitch which expresses at once his love and.hostillty' towards th

givér. a woman he can and should outgrow, but who exercises such a_’

@
powerful hold on him that he cannot be freed from 1t.?1

’ ' The meeting of the two men and Stanley is inevitable. Stanley
ciispla,ys all the paranola of a hunted man. First he tries to p&mp
McCann for information. HcCa.nn's‘ loyalty to the firm and to Goldberg,
however, 1s untouchable. Then he tries to 1n.su Meg. McCann resents
Stanley's accusatiops of Meg's craziness, McCann 1s- about to become
Yough with Stanley when they are interrupted by,Gol'dberg. " Goldberg
takes a different tack. He comes across as Ianybody‘s benevolent grand-
father praising his childhood, his mon; and birthday parties in general
in order to break Stanley dc;\m. Y;et Goldberg 1s also unable to free
himself of the mother dependency. His references to the past refer to
the cleanliness, the virginity, of the nursery. This ionversation
succeeds in tearing Stanley down, He is unable to hear such tﬂk,
perhaps because it conjures up memorles of his mother, memories to which
he was never able to adjust, let alone understand. Stanley's reaction is
to bully the two men out of their rooms and the boarding house. - He i
the son defenging the parents agalnst an intruder. This much he can
txy to do. Yet, he knows that they haye come for hin, and that Meg
“and Petey are extranecus to the issue. \
McCann and Goldberg's verbal attack of Stanley brings out all

his g;xilt. All the things that ‘he hags been afraild of, all the things

that have kept him holed up in that boarding house, éverything he tried

1

2lnaa., p. 76.
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to forget, especially about hls wife (?) and his mother, finally surfaces.

There 1s much reference to sex as McCann and Goldberg hurl out such .
:;.buses as! "You contaminate womankind", "Mother defiler!", "You
verninate the sheet of your birth" (p. 51), suggesting that Stanley has
done ‘'something' to his mother. He has 'never been able to adjust to
the sexual feelings g had for his mother, and deals with them by forc-
1ng her into a sanatorium. In Meg, he has found a mother substitute

who is only too glad to play the double roIe of mother and untouchable

ee\x\ object for him.22 ‘ K

This 1s clearly seen-at Sianley's birthday party. To begih with,
Meg wears a dress her father gave her. That she should still have such
a dress shows that she has not come to terms with her attachment to her
father. Meg's speech in honour of Sta.’r;iey 1s a classic example of

mother/ son dependency!

Well -- it's very, very nice to be here tonight, in my house, and

I want to propose a toast to Stanley, because it's his birthday,’ )
and he's lived here for a long while now, and he's my Stanley now. '
And I think he's a good boy, although sometimes he's bad. (An
appreciative laugh from Goldberg). And he's the only Stanley I

know, and I know him better than all the world, although he

doesn't think so. ("Hear -- hear" from Goldberg). Well, I

could cxry because I'm so happy, having him here and not gone

away, on his birthday, and there isn't anything I wouldn't do

qt(‘or hix;, and all you good people here tonight .... (She sobs).

Ps 55

Here she takes possession of Stanley once and for all, claiming hin as
her son, although, of course, she did not have anything to do with his

birth. She 1s vicariously celebrating this event, in an attempt to

: 4 .
22Un})eknormst to Stanldy, Meg is involved with the image of her
own father and the oedipal dipension it presents, as 1t 1s seen that
she wears a dress her fat gave her to the birthday party. Again, the
daughter role, with 1ts overtones of incest, is invoked by Pinter in the
character of Meg. '

f
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gas/ten‘ between them a non-existent umbilical cord. She treats him as a

.

bad little son and as 5. gog_d little sox:n, and claims to know him better
than anyone. This is certainly true, since she knows how dependent he {
is on her. She hopes that he will not go away, a;?bhat he willl spend’
the rest of his 1ife with her, so that they may celebrate many birth-
: " days together. Hexr summation demonstrates the fact that she will do
anything and everything to keep ‘her' Stanley happy and dependent.

py .
Goldberg, in his ansWwer to her speech, uncovers his own mother

unashamed expression/ of affection of the day before yesterday, that our |
N L

|

|

' dependency, "... What's happened to the love, the bonhomle, the ' oA
| N .

| mums taught us in the nursery?” (p. 56). McCann says that they are 3

® i

gone with the wind, but Goldberg answers that ug until this moment he 5

would have thought that that was true. Yet Meg's speech has changed ‘ 3

ki

his opinion by demenstrating her ove:gbea.rinz love for Stanley, Goldberg

remembers when someone felt that for him. Because he never conquered

s

6 .
this dependency he replies, k‘... But just now, I say just now, the lady

. of the house said her pigce and I for one am knocked over by the sen- Ry
.timepf.s she expressed. 7 Lucky is the man who's oét- the receliving end, Q Q
. that's what I say. (Pause)" (p. 56). The pause represents his chance ’
to think over what he has just said. He recalls his own dependency,
) - adJusts to the fact that Stanleyxi:aé never overcome his seeking a mother- i,’

figure wherever he has gone, ‘and plans an approprla}.e strategy.

The party continues with the§ drinks belng served. - The toast to

@

Stanley which has just taken place represents an exchange of liquids

which sees the ps;.iringw off of two couples for sex play; Meg kisses i

Stanley. Iulu's empty glass is fllled by Goldberg, and McCann finally

—— ;
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takes over Meg's glass. Pinter has created a complicated arrahgement of
interdependency in ﬁhe Intertwining of {hese characters, Meg 1s the

mother and ‘'lover' of her 'son’' Stanley. At the same tiﬂﬁ she looks to

McCann as a father-figure. She 1s wearlng the dress her father gave

rher. and she 1s trying to seduce Mccann Goldberg plays the part of
b 3

" Lulu' s father/lover. Lulu, a big bouncy girl, spends much time on her

*father's' lap. Goldberg reveals to her that he was married, but that
his wifeQ is dead. In discussing his wife‘ and thelr life, he describes
certalin routines which are simllar to the ones he talked about concern-
ing his mother. ﬂoThis forces us to merge the mother and the wife, which-
he has obviously (consciously or unconsciously) done. He 1is now
seducing his daughter in the person of Lulu, "Maybe I played piggy-baqk
with you" (p. 60). Lulu is not blind to this, for she says, "I've
always likéd older men. They can soothe you" (p. 60) or "You're the
dead image of the first man I ever loved" (p. 61). While Goldberg is
stealing Lulu from Stanley and Mc@ann is takiﬁg Meg, Stanley is just
an observer. With the introduction of blind man's buff, Stanley‘takes ;

o
revenge on the loss of both his mother and his one chanéé for a real

‘ relationship with a girlﬁ(LUIU).z3 In the dark, he attempts to

strangle Meg.'and when the lights go up, Lulu is lying spread-eagled
on the table. Stanley has tried to revenge his impotence by physic-

ally attacking the 'mother’', Meg, and therl by sexually attacking the

-

3This is.another example of FPinter' g.preoccupation with the
symbolic relationship of bllndness to incest, reminiscent of Rose

in The Roonm. '
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available 'whore', Lulu.zu " Because of this trauma, Stanley is reduced
to uncontrollable giggles. McCann and Goldberg convefge'oﬁ. him and
bring the scene to an end,

Th;a next morning, Meg carrles on as usual.. falling back on the
breakfast routine. All 1s not the same, Stanley has suffered a nervous
breakdowns pressured by McCann and Goldberg he has also been forced to
come to terms with his oedipal obsesslon by confronting his 'mother', Meg,
with an unsuccessful rape attempt on her whorish side as portrayed by
Lulu, Whereas Rose goes bdblind when confronted with her ocedipal .tiilemma.
Stanley goes crazy. Conse&uently. he will soon be carried away 1in a big
black car to be ‘taken care " of by Monty, the doctor of the organization.
Meg is not informed of this, ‘and Jit is interesting to note that Petey
tries to defend Stanley, offering to take care of him. nIt seens that
Petey wants to preserve their routines as much as Meg does. Perhaps he
is afraid that if Stanley leaves, Meg will shift all her mothering to
hir. At any *ate, he is unsuccessful in keeping Stanley for Meg.

A brlef scene exposes the tempom:ry breakdown of Goldberg, who
18 also suffering from the scene he has witnéséed.l Although he was
sexually successful with Lulu, this victory is not without gullt. He
1sflagued by memories of Mis wife and mother, so much so, that 1t is
impossible for him to venture an opinion of the world. He is half out
of this world when he asks McCann to blow the breath of life back into
ﬁh. Once Goldberg is revived, he is ready to fabe the world anew.

Stanley 1is brought down and Interrogated once more. He is told that he

‘ 2‘&Ka:l:herj.ne H. Burkman, The ic World o 1d Pinter:
It Basis in Ritual (Ohios Ohio State University Press, 19713_. P. 33

-
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w:lli\be re-orlented, and is subsequently removed from the l;oaz'ding house )
and his 'mum’., When Meg returns from her shopping, she acts as if
nothing has happened. Petey does not challenge this. She explains how’
\\e& was "the belle of the ball,” (p.. 87) although her pause suggests
that she is not sure if she was or not. She now focuses all her atten;
tion on Petey, who 1s left alone to bear the brunt of Meg's mothering. -

In Night School (1960), Pinte 's first radio play, the role- of

. the mother is split between two aunté, Annie and Milly. The role of
| the whore 1s played by their lodger, Sally. The two aunts vie for
dominance throughout the play, but it 1s evident that, "Milly is the
doth one, Annie the one who 1s dom%natﬁd but does all the work, and
\ ¢ derives some satisfactlon from ri‘t:ua.l protests against her subgrdina-
) tion."25 Sally‘says she 1s a school teacher who attends evexiing -
classes. It is soon revealed that she is al hostess at a nigi:t cludb, as
— g Well as a part time call girl who is not above going away on weekends
> wlf:h éustomers. |
. -Hhen Walter comes home from a nine months' stay in prison, his i
aunts greet him with open arms. They have performed all their mot.herly~
dnties faithfully; th-e house is clean for his honecg:‘ing, and there are
plenty of cakes for him to eat. There is a mutual lntefvest.in catching
up on all the months ;f sepa¥wtdon, and they dote on his every word.

He too is fond and considerate of them, perhaps more than other 'sons’

have hitherto been in Plnf.er plays. Nonetheless, there is the ever-

present sexual undertone which surfaces at tea with the ambiguous

25‘1'rnse1er. The Plays of Harold Pinter: An Assessment, p. 92.




offering of the jam tarts:

ANNIE. I bet you never had a tart in prison6 Wally.
" WALTER. No, I couldn't lay my hands on one.2

He might be able to at the present moment, however, for hls aunts tell
hiin that they have rented his room to a young woman whom they think to
be a school \;.eacher, but who is in fact a call girl at a local club.
The aunts are ignorant of Sally's night-time occupation (perhaps Wally ,
does not have to suffer under the same ﬂlus)ion). and since they needed
someone they could mother, they do not question Sally. The aunts are °
overjoyed with her company. Sally also saves them money by paying for
the room. And she is neat, terribly clean and highly dependable.

Sally has even taken it upon herself to decorate the room with frills

»
and a coverlet.

)

Walter feels that his position in the family 1s beilng challenged.
[

He has lost possession 6t‘ his room, and his aunts have replaceéd, fxl‘m with
a girl. His irritation surfaces when his aunts reproach hin for his

inability to succeed in his ‘trade’:
. v
WALTER: I can't belleve it. I come home after nine months in
a dungeon. '
ANNIE:  The money's been a great help.
“¥ALTER: Have I ever left you short of money?
« MILLY1: Yes:! .
WALTER: Well ... not through my own fault. I've always done
my best., . )
MILLY: And where's it got you?
WALTER: What's this, you reproaching me? (p. 87)

3

To get back at thenm, Walter informs his aunts that they are being taken

“for a ride” (p,-,90)»becau;a they are not charging enough. As this

. 26Hu'old Pinter, Tea Party and other plays (London: Methuen,
1970), p. 84. All parenthetical referencea to the play.are taken from
this edition, ’ .
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line of attack proves useless, Walter decides to meet the woman who is \
1iving in his room. ' He employes the pretext of looking for his "case”

to gain entrance into the room.

This meeting is very casual (on the surface). Despite the veneer .

of cordiality, Walter manages to get é,cross the fact that Sally is

sleeping in his bed, 1in h;séoom. and that" she ha.s: replaced him in the
eyes of his aunts. Sally responds by.‘ tél%ing Valter how much his aunts
dote on hin and care for him. Sally is rather taken aback when Valter
"asks her if she teaches ballet. She answers, "I don't dance" (p. 92).
The pause which appears after her statement suggests otherwise, but this
is not revealed until later. o )

The much talked about landlord, Solto, comes to tea. After he
gets thi‘m'gh the pleasantries with Walter, he speaks glowingly of his
experiences in opening up the northem territo’ifs.r of Australia. Then he
explains his views on mgrriag'e. which confora with the‘ attitude of, men

ﬁho see marrlage as a trap, He goéa. on to complain about his tax

preblems. When Annle (who seems interested in him, as‘ she keeps ha.rp-
ing on the subject of marriage) advises him that a wife would help him
with his tax forms, Solto answers, "That's what I1'm afraid of” (p. 95).
_ - One wonders what he has to hide? His sexual experiences are also
brought into light: “The lady who first seducef me,-in Australia --
she kicked her own husband out and gave me ‘his room™ (p. 95). It is

interesting- to note that 1t was the married woman who seduced.the
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single man, and not vice versa.z? Since Milly and Annie are not par-
¢ ) >

ticularly intereasted in the sexual exploits of Solto, they immediately

change the topic by asking Solto if fie will lend money to Walter.

Solto refuses, but Walter still has a favour to ask of him. Would he

locate the girl in the photo that he has found in his room? Solto,

R \aroused by the photo. promlses 10 do so,

Later tha.t day, Wa.lter confronts Sally in 'their’' room. She

offers to share the room with );;.m. Since she is out most of the day
% . and nights, he may use it while she is gone. But HaJQr/h‘aa, other
;: ) plans. He wants to have an affalir with her‘. His aunts also have plans
i for the couplet they hope the twé willl get married. VWalter begins his
' . project by trying to impress Sally with lles about previous experlences
| . as a gunman, an archeologist, and a married man. She soon sees through
.- L . his act. Since she is around men all the time, she can read them we‘]&.
She sense8 his sexual needs and repressions when he says that he has '
Eever begn in his room with a glrl before.  She tellé hls% that he seems
' uncomfoIttble with her. Hhe;\ the tables turn and he questions her, she
is non-committal. She says she leads a quiet 1ife and likes to stay in
her roon. She has no soclal 1life. With this admission, Walter sees

’ his chance to ask her out. Her response is less than enthusiastic. He

begins tb lose patience with her attitude. jo/nsequently, he tries to

control her by forcing her to obey his com&nd's, much as Albert does

' . : &
7Solto s gseducer is an example of a woman who is able to pursue
an improved sexual situation. It is a foreshadowing of Flora in A
Slight Ache, It is also interesting to note that the exchange was in
terms of a room; the new sexual partner usurps the territory of the old,

Again, it is similar to Edward's loss of his position in his house to
‘ ~ the matchseller.
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¢ with the whore he mee

WALTER. .Cross
Pause.

—w..-...-qw-v,.--..wv‘
N v

Uncross then. o

Pause.
Stand up.
Pause,
Turn round. - PR
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Pause.
Stop.

] Pause.

( Sit down.

Pause. ¢
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)
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Cross yguzi legs.
- Pause, . b

Uncross your legs.

Silence. (pp. 105-106)

ey

<

f’(s\:;m;nds to cross and uncross her legs are of a definite sexual
28

T nature. . '
) ' '

Pinter follows up this en;Nr by showing Sally in her role as

nightcludb hostess, where she must obey the commands of her boss Tully,

an old friend of Solto. Tully introduces Sally to Soltd. In their

. conversation, Sally wonders how Solto was able to ask for her specific-

ally. Solto explains about the photo, revealing Walter's name in the

’

, process. Although she makes no outward reactlon, one feels she has

already decided to change lodgings.

5 L As soon as Walter is told by Solto that he could not locate the

girl, his aunts reveal to him the fact that she has left. Annle and

7

a

Vs

280ompare the sexuality of the relationship of Disson and his
9“’2"\% in the desk scene in Tea Party.

’
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;9 Hilly.a.r; unable to find a.%wife for thelr Walter, and Waiter is left

i ‘ with a room empty of his needs. Thus, once more the 'son' rests under
the ¥nfluence of the substitute 'mother' (in this case two aunts who
ostensibly play one person), and 18 unable to carry through a relation-
ship with a woman other than his ‘mother’. A;/’:ﬁéi-, more experienced
man successfuily seduces the 'girl’ he 'ua.nts.ﬁ leaving him at home with -
his aunts.29 He has left a prison only to return to the prison-like
enclosure of his 'mother' and ‘their house. He cannot break out of this
symbolic prison in, which he is 'controiled by his aunts and the memory
of his unsuccessful wooing of Sally.

There are no women characters in The Caretaker (1960); only the
nenory of certaln women is 1nvokéd. Nonetheless, the memory of these
wonen serves to affect the characters, and is therefore an important
element of the play. The mother of Mick and Aston seems to conform to
the pattern of the other Pinter mothers hitherto discussed, although '

there i1s not much mention gf her dutles as housekeeper and giver of

food. There is, however, much reference to the oedipal connection of = »

the sons t_,o their mother, which links her very clearly with tﬁe other

Pinter mothers. The whore-1like side of women (again conpletely separate

from the mother image), is portrayed by Davies’ wife S.nd by a woman who' .' | '
propositions Aston. In both cases, as has.been seen before, the men

are incapable of accepting this sexual relationship. The memories of

-these incidents will be examined here in detail. ‘

The Caretaker begins with the development of a curious ménage a

K

i

)
29'1‘1113 is analogous to Stanley's inability to seduce Meg and
Lulu, who are subsequently won by McCann and Goldberg.
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trods in which thé NHO brothers, Mick a.n\fl Aston, take in a man whom they
ostensibly say will be the caretaker for the hodEe in which Aston lives
and Mick owns. It soon becomes evident that there is a power struggle

going on. The caretaker, Davies, plays one brother off against the

7 other in an attempt to secure his position in Aston's room, the only

1ivable section of the house.” P

;n Act Two there is much reference to Mick and Aston's mother.
When Mick is questioning Davies about which bed he slept in the night
before, he reveals, "Tha.t"s my bed." X Mick also says that it was
" ny‘mother's bed" (p. 35). This seems to suggest incest on Mick's
pa.rt.. z;n'd a sexual threat to Mick's mother on‘ Davies' part. Certalnly
Davies is immediately insulted by this velled accusation, and his quick
}.'eply reflects thiss "Well :she wasn't in 1t last night!" (p. 35).
Da.v‘ies feels he must instantly clear himself of any supposed sexual act
that could have taken place. Despite Davies' answer, Mick feels he
nﬁst demonstrate the sacrednesg of her position. He warns Davies,
"Ke'ep your hands off my'old mum .... Don't get out of your depth,
friend, don't start taking liberties with my old mother, let's have a
bit of respect" (p. 35). Ml_.ck feels that Davlies should glve hfr/the

respect that she deserves. After all, she is Mick's mum, and
!

. recelive all the proper status that is due a mother. That Mick blept in

i, S DA o e
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share the memory of his mum with Davies. Therefore he double check@:
"Never seen my mother before either, I suppose?"” (p. 35). - The thought

that Davies might have violated his mum's bed urges Mick to continue:

*I think I'm coming to the conclusion that you're an old rogue. You're\/

nothing but an old scoundrel® (p. 35). He persists in hurling insults
at Davies until he adjusts to what has just happaned.31 Sihm\
subjeck,of the memory of his mother and the concomitant oedipal dimen-

sion is such a touchy one, Mick veers away Trom 1t by centering on his

~

power base, the fact that he owns this building, and if Davies wants to

:“‘"stay, he must pay rent,

Yet another aspect of Mick and Aston's mother 1s revealed in a
confessional conversation between Aston and Davies. Aston explains his
life to Davies in a morbid monologue of despalr and 1onellnéss. ‘Aston

was always the outsider, the exuberant conversationalist with no one to

listen to him. He was never able to get his polnt across, nor were his

opinions considered worth listening to. He was upsetting his peers at

' work and at the pub so much that they had him locked up in a mental

inatitution. When the doctors threatened him with either :7 treat-

ment or a lobotomy (1t is never 'made clear which), he did nst feel
~ )
menaced, as he was sure his mother would never sign the papers granting

permission. His mother, however, did sign the papers, consigning Aston
to a 1life of uncertainty. Why his mother did this remains a mystery no
amount of conjecture can change. Esslin suggests that, "... The

doctors in the inental hospital where Aston was treated castrated him --

~

\

31I“er:ha.ps this alludes to a guilt transference. Mick could be
insulting himself for Qﬁi; oedipal feelings.

Tnakrae b
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/ him. As with Mick, his mother 1s above reproach.
’ - N

< C M

to punish him for his oedipal desires -- with the co.nsent. and connivance
of his mothe:r."f32 Since Mick seems to suffer from an oedipal complex as
¢ well, this seems a plausible reason. Yet Aston does not seem openly
aware of this oedipal dimension; his mother can do no wrong. He pro-
Jects his revenge on someone from work whom he is ,sure complalned about
»
Aston has had other out of the way experlences with women. These
reveal the sexual or whore sicle of the womam, and a.rle conpletely

separate from his mother( Aston/tells Ddvies the story of the time when
A

i,x_z a cafe, minding his own business, when a lady struck

ek

he was sitting

discussion with her. But it wa%s soon interrupted by the most blatant
proposition. Aston explains, "...Then suddenly she put her hand over to
mine ... and she said, how would you like me to have a look at your
body?” (p. 25). Aston was shocked by this bold offer, became frightened,
and quickly withdrew. After all, he lost his brains (or according to ‘-
Esslin, his testicles) because he was too open, yet here is someone
proposlitioning him in broad daylight. The sexual openness is, too .real .
. for him. It disorients him. Sln.ce he has already been punished by:his
mother for his oedipal desires, he 1is incapable of accepting or under-
- standing an aggresslve se;;ua} proposition. Davies is simlilarly incap-
acitated. A week or so after they had been married, he discovered a

pile of his wife's unwashed underclothing lying in the saucepan used

for cooking vegetables., He too could not completely accept the

32Esslin. The Peopled Wound: The Hogk of Harold Pintei‘, p. 112.

n
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up a conversation with him. Belng polite and friendly, he engaggi in a

o
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i:exua.lity of his wife, represented here by her "tainted" underwear.

|
d
‘ L/
| ;
| " Davies had a related aversion;to *"dirt" and to sex, a.q;l he 1eav¥a his !
’ 1)
‘ B ' !
L.%. wife as soon as she displays any bad habits. He obviously could not
| -
adjust to a “normal" hetervsexual relatlanship.
Thus,all three men have had uhusual contacts which lea“w:e'thegx ]
Pa su.spicious of the opposite‘sex. Above all, both Aston and Mick are - 4 BN /

st1ll ruled by the memory of a powerful mother, which pfevents them —/

\ from establishﬂing' any healthy heterosexual relationship. Davies is also
mc}pa,ble of this, as can be seen in-the brief episode with his wife.

»
- Consequently, they are trying to put order into their lives by other

' means; Da.;;ies says he will go to Sidcup in order to obtain his papers
8o that he can qualify for the posfi.ion of caretaker, Aston says he will
build a shed, which he is 1ncapable of doing, and Mick says he will turn : %
the house from a shabby place into a palace, which is also an |
impessibility. Eventually, Davies 1s turned out of the house when he

loses his pésltion with both brothers, who are left with the memory of

their mother and with the fantasy that they will fix up the house. B |

The Dumb Waiter (1960), is another play in which Pinter invokes
the memory of a mother. In this case; it ;.s the memory of her author-
ity on things tq do with the home, specific:ally '_cfxe kitchen, that is
used to try and solve an argument. N

Gus and Ben, hired henchmen, are sitting in a room awalting
inatructions for their next job. As a team, Gus plays the part of the
sexrvant, while Ben is hls master. .Gua has becone digenchanted with

the job. He begins to question everything he does, the organization

which he works for, his boss, even the victims. Nothing is right for




Py

 —— et PN A e -

o

-ué- <

€

him: the 5 no gas for the stove, the toilet dges not flush, the
sheets are not clean:\they are never allowed to go out. The list goes
on and on. Despite the fact that he has been doing this for years,
theluaist Job, the murder of a young girl, proved too much for him.
The way she "spread" after they murdered her, forced him to re—evaluate\ .
his whole life.3 3 It ‘13 inferesting to note that the murder of a girl .
tr{ggered Gus into a fﬁsh awareness of j;xst what he was &bing with his
lri;g\ Consequently, he became a maladjusted worker. It is because of
this mood that his boss 1s involved in verbal and semantic squabbles
with him, Ben is ntryi\ng to maintalin i)ia authority over Gus, while Gus -
1s questioning the whole set up, the moral 1ssue of killing someone,
what happens after they leave, and who gets their room fo;j them.

One of th’e_ir main confrontations is the dispute over the kettle
used for their t;a: (a pre-murder ritual). B:ag;a tells Gus to "1ight the
kettle,” and Gug says that he can light' the stove but not the kettle.

Kl

It becomes a pitched battle for control and dominance. In trying.to

verify who is right, Gus lsa,ys that his mother probably said “put on the
kettle.” The reference to a mother is a direct challenge to Ben, for
mothers represent the ultimate authority figure on kettles. Gus uses \)
the mother image "to ald him in his fevolt against Ben., Ben, who is

veiy upset by this reference, strips Gus of the positlion he gains by
denmanding to know when Gus has seen his mother last. This immedlately

/JI
begina to deflate Gus, who can hardly answer the question before he 1is

o
7

, 33Harold Pinter, The Roi)_gl and The Dumb Waiter (London: Methuen,

1973), ps 53. All parenthetical references to the play are taken from -
this edition. ' ’ .
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. !
again interrupted by Ben: "Well, what are you talking about your mother

foxr?" (p. 48) Q Ben has successfully squelched Gus's small rebellion
when he takes the mother image away from Gus. To finalize his aut

ity, Ben asserts his control by recalling to Gus that he, Ben, is the

senilor partner. The play continues to elaborate on Gus's}guestions
LI 4

about the job as it becomes increasingly obvious that Gus i1s to be the
' . \

victinm in this yoom. This is the '%unishment for his re-evaluated con-
oy -

sclence.” ‘ . ' i

Len, in The Dwarfs (1960), a play originally written for radio,

suffers a re-evaluation of conscigusness when f'\e passaeslfrom his ‘attempted
role of substitute mother to hla friends, through madness, to the chance
of individuality. The character of Len, at ;.he beginn?ng of the play,

is reminiscent of Pinter's mother substitute figures. Althoxlggh the

play itself centers around Len's search for identity, his reliationship
with his two mates suggests that he tries to act as a substitute mother
to Mark and éetg. This role is one of the stabllizing elements m\‘gxis

life. The sooner he loses contact with it, the quicker he drifts into

,insanity. ‘
Esslin says that the play shows the "... identity crisis that .

marks the transition frong;olescerice to maturity."35 ‘Pinter explains

that, "It's a play about 'betra,ya.‘l and c;us'c.rus'c,."36 Both are accurate.

<

1

[

3“ﬁJamea R, Hollls +Haxold Pinter: The Poetics of Silenge
(Ca.rbondale and Edwardsville: Southexrn Illinois University Press,

1971), p. S0. A
35gas1in, The Peopled Nound: The Work of Harold Pinter, p. 123.

36Gordon. ;g;gtgep_a to Uncovg;: Nakedness: The Dz:g.még of Hgg__
intex, p. 51.
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Len is learning to be himself rather than a substitute mother to others.

This involves rejecting his role as substitute mother to Mark and Pete.

His method of breaking away from this stereotype is to turn one friend
against another. Len uses the tenslon between Mark and Pete 1n order
that he might have a better chance to relate to them separately.

Len 1s characterized by the now familiat aspects of the mother.{g

He makes and serves the tea to Pe{f.(slthopgh he canno@ supglg;good
milk). He yorries about Mark's hunger when he returns: “Ten t one
he'll be hungry."37 Later he offers them both beigels. The others ate

accustomed to his duty supplying food for them., Witness Kark'g

request: "I thought you might give me some bread and honey" (p. 99).
k3

~', Len also notices that Mark's place is dirty, and when Pete accises him

/

_J~ of being a neglectful “gentleman's gentleman,” Len answers in an
"ambivalent way typical of Pinter's substitute mother figures: "Well,

1f I'm hlé'gentleman s gentleman. should have been looking after the

Elace for hin" (p. 93) He even plays the mother to the imaginary .

dugxfs uhen he says that they have gone on a picnlec and left him to
clean up. He refers to himself as "a bloody charlady” (p. 106). As
substitute mother he comments on Mark's new suit:

MARK: What do you think of the cloth’ B

1EN: The cloth? [ﬁe examines it,_gasps and whistles throuygh .

- his teeth. At a great pace./ What a piece of cloth. i ; ‘
What a plece of cloth. What a plece of cloth. What a T

plece of cloth. What a piece of cloth. . § -

MARK: You like the cloth?

LEN: WHAT A PIECE OF CLOTH! - \ 4
- 3Harold Pinter, A_Slight Ache And Other Plays (Londont

" Methuen, 1973), p. 9%. A1l parenthetical references to the play are
{ . taken from this edition. . o

[
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MARK: What do you think of the cut?
LEN: What do 1l think of the cut? The cut? The cut? What

cut! t a cut! I've never seen such a cut! /Pause,/

[He sits and groans./ (pp. 97-98) ' f

Pinter even draws an analogy between Len and Eve (the original ambigu-
ous mother-figure) when he has Len say, "This is a funny-looking
apple” (p. 103), and later when he accuses Mark of being ... a snak
in my house" {p. 107). u

/
o

Pinter elaborates Len's preoccupation with sex when he shoué Len

interrogating Pete:

LEN:  Where did you get those shoes? ‘
PETE: What?

IEN: Those shoes. .How lonz have you had them?

PETE} Vhat's the matter with them?

LEN: Have you been wearing them all night? (p. 95)
Len nuai‘.j' find out what Pete has been doing during the evening, while he
hinself explains, "As far.as 1'm concexned the only thing you can do in
the night)is eat” (p. 94). Len must remain the chaste mother-figure,

who sub tes sexuality by eating. FPete, on the other hand, 1is cap-

able of sexual activity. Therefore Len demands of Pete, "What are you

doing with your hand?* (p. 95)\. Pete answers, "/coolly/: What do you |

think I'n dolng-with 147 EW? What do you think?” (p. 95). Len in his '
-\role as substlitute mother: couid’nofh’ ssibly answer angthing else but,

"I don't know" (p. 95). ~Len"ia guspicious of all sexual activity.
Every incident must be verified for him, in order to make sure that no -
one is doing,ahylt\.l;a‘ing naughtt.y. ’ \ °
’ Both Pete and Mark resent the a.dvice that Len gives {'.hen, am'%‘:.

thus reject it. This forces Len to create new friends, the dwarfs. 1t
% ,

', 18 the struggle he has with the dwarfs thht helps Len to adjust to

i ¢ . N
'

M
s \ \
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‘ e
|

|

|

|

|

[ himself ‘and his new role as an individual man. This 1s seen in the last
speech where he is saylng a fond farewell to the imaginary dwarfs and
replacing them with the more natural environment of a calnm, clea.z:.

tlean, exterior in which a single flower 1s blooming.

escent setting of A Slight Ache (1959), originally written for radio.

It is Pinter's first deviation from the mother image, for, although
3t de

|

|

|

| ‘

| The rites of the summer solstice, June 21st, provide the efflor-
|

|

|

|

| N\

| there is a woman, Flora, who plays the role of the mother to her hus-

band, Edward, the undertones of sexuality are starting to suxface with ’
greater intensity than we have seen before. Edward, like other Pipte/z; !
husbands ;nd sons, 1s reserved. He is an ‘acad’emician vwho spends most .

of his time at home writing papers on the Belgian Congo or on philos- -
ophy. Their tranquil life together is soon to be interrupted by an
intruder, a mtc}zseller, vho has parked himself on the edge of their
property and has not moved for months. Edward feels threatened by the

/ ' existence of such a person, and tries to discover both why he 1s there

; and who he 1is. . o , oo .
The couple is introduced to tLhe r]ea,der at thelir breakfast table
on the patio. flora, true to her name, 1is talkuing about the flowers
and pdlﬁax}_ts’ in tpe garden, Their names are distinctly sexual: honey-
suckle, ;:onvolvulus. and ;:lena.tis. Flora seems to be well acquainted

with them, while Edward does not recognize one from the other. He

says, "I don't see why I should be expected to distinguish between , .

these plants. It's not my .jol:c."38 There seems to be a tug of war

L >

‘ 38Ha.rold Pinter, A Slight Ache And Other Pigys. (London: Mgthuen,
1973), p. 10. All parenthetical references to the play are taken from
N this edition. ‘
« i - .

<
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going on, which ostensibly centers on knowlng the garden, but in fact
supposes different lifestyles entirely. |

+ Flora says the weather is beautiful, while Edward says it's
treacherous. Flora says wasps bite, and Edward says they sting. The
introduction of the wa:; is a chance for Edward to prove his masculin-
ity. He might not be able to tell the difference between flowers, but
he is able to kill a wasp. He victorlously corners the wasp in a Jam
pot:. hoping it will suffocate. No sooner has he accomplished this than
his wife/{other Flora is awa;re of some problem in his eyes. Edward

complains that he has a slight ache 1? them, as if he had not slept.

o

When Flora asks him whether he has slept or not, the sexual rift
between the couple becomes obvious, esﬁeciallc( a8 he says that he, slept
the whole night unirgt“ermptedly, as he ‘always does. This conversation
is disrupted by the f;acf: that the wasp has started to crawl out of the
hole in the jam pot. After asking Flora's permission to kill the uasp:
he proceeds to scald it to death with the ‘tea water. Having accom-
plished this feat, Edward df'eels invigorated, and suddenly exclaims tba;.
it is a beautiful day. '

..(‘) .
This resurgence of energy 1s shortlived, for E\I\dua.rd sples the

e*

“matchseller standing at the edge of his property. Edward's puzgled

reaction reflects his gut fear of the mysterious matchseller, for in

Edward's eyes there is no logi%al explanation for the matchseller's

existence., Flora immediately sees that Edward is threate;med. She
N
tries to calm him down by admitting that she has nodded to the match-

seller; he seems harmless enough to her. But Edward cannot accept this;
.’

his nomlné has already been ruined. The rest of his day is spent in

\

-3
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the scullexry spying on thel matchseller. \;hen Flora discovers him spy-
ing, she‘ demands to kno; why he"is there. He explairis th;t l;e is .
looking for some notes., According to Flora, it is not his hadit to
keep notes there. The latchseller has forced Ednﬁa.nl to upset his wotk
pattems and noma.l behaviour, h’hen Flora pesters Edward for a better
reason.for him being in the acullery. hefreacts violently. For the
first time in their relationship he commands her to leave him alone.
Until that moment, apparently, she has been the powerful f{gum in the
relationship, and has controlled all the moves. This is the first tine
Edward has spoken to her in sucl%Ja tone. Since she cannot accept’ these
terms, she tries to intimidate Edward by mocking him in a child's voice,
"Oh, Veddlie, Beddie-Weddle ...." (p. 18). This ctuld mean that Edward
8t1ll wets hie bed, or that he did so as a child (something his mother

would know abott rather than his wife); or is so immature as to be’

equated with a bed-wetter. It could also have a sexual connotation,

“referring to a stunted or ainsuécessful sexual encounter of theirs. To

further upset him, she comments on hils eyes, which are steadily getting
worse, Flnally.‘hhe verbalizes what she has been thinking for some

time: "You're frightened of him" (p. 18). (i\

~_ N\

Avoiding this thrust at his virility, Edward continues to fuss

.over his ‘eyes, trying to elicit sympathy from Flora.‘ ¥hen he realizes

"that she will not give it to him, he challenges the matchseller to come

forth and reveal himself. He tells his wife to 1nvite the matchseiler ¢

. ‘i’.o their hc.mse;39 Flo\ra&however. suggests that they could get the

o

14 15 a matter of control that the matchsefler come to him
rather than he, Edward, go to the matchseller.

!
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authoritlies, the police or the vicar, to handle the disturbance. 5She

has her doubts aﬁout Edward's ability to take care of it himself. But

Edward refuses to.take heed. It has become a test of his manhood. He

must get rid of the matchseller. Flora 1s suspicious of the outcome

of the neef.lng I;etneen Edward and the matchseller. She tries to\ }/am

him, "... Edward are you sure 1t's wise to bother about all this?"i-/

(p. 21). But Edward“refuses her advice, .and orders her to get the

matchseller.

( Now that they finally confront each other, the battle for control
is on, Edward begins subtly by acting the gentieman. First he offers
the matcheeller a drink, then he tries to draw him into a conversation. -
Finally, Edward invites him to sit dowm. But as 1t becomes evident t;'xat

\the matchseller refuses to talk, drink, or sit, Edward's frustration
mounts. His monologue becomes a wandering confession of gpxual guilt.
He alludes to the fact that his wife 1s the daughter of the squire, who
no longer resides in the area.uo Although-Edward praises his wife,
granting her many virtues, he is vague about their love. He explains
in a roundabout way that she was "the best of the bunch", (p. 23) and
she has &en loyal to him through thick and thin. In fact, he adnits
that a good woman is an asset 10 a man. She can see him through all
his problems. In other words, she can mother him.

_ From mothering, he‘ moves to sexuality, where he seems to want to

itply sexual freedom with his cryptic refexrence to, “... freedom of

—

%It is significant to note that Edward stresses the fact that
Flora's father is no lonmer livinz in the vicinity. Perhaps Edward sees
him as a threat to his relationship with his "mothexr”, and is glad of
his absence. .
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movement. Even in the depth of winter I wear next to nothing™ (p. 25).
Despite this "freedoﬁ", he claims to sleep through the night, which
suggests he has no sexual activity whatsoever. He is clearly in a
quandary about his virility. Even in business he was not‘ ‘man' enough 1'30
cheat his customers without feeling guilty. Edward wants to know if the
matchseller 1s cheating his customers by selling thsm boxes that are
half-full., Edward even goes so far a$ to advise the matchseller that

his 'bus!iness will not improve unless he chariges his location on the

x
road. Since Fdward is unable to get a rise out of him, even though he

has accused him of faultﬁ\xsiness practices, he resorts to cotfninands:ul

... Go into the corner then. Into the comer. Go on. Get
into the shade of the comer. Back. Backward.

‘ [iau Se] “~

Get back. .
[Pause./ (p. 26)

Edward here clearly begins to unfold his uneasiness 'gonceming

i

the matchseller. Although Edward says that the matchseller does not

alarm him, it is most evident by his behaviour that he does. Edward
informs the matchseller that he finds him disgusting, thus trying tp

bufld up his own ego by degrading that of the matchseller. When hé com- °
pares the matchéeller to his wife, he has discovered a 1link of dis- “
gustingness that hints at sexuality, which he réi“uscs to pursue, other

than as a philosophical problem, "... In appearance you differ bu£ not

Ve

' u‘IIn this respect, Edward is like other Pinter characters, such
as Albert and Walter, who must turn to violence or insults to achieve
power in a situation: .

3
[
E
E

-
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in essence” (p. 27). Edward sees his wife as a sexual entity. He sees

~ A ]
the natchsellerlin a similar light. Edward's condition is here symbol-

ized by his falling eyes. Like Rose in The Room, who goes blind because
of her incestuous yearnings for her father, and like Stanley in The
Birthday Party, uho.goes crazy durins a game of blind man's buff because

he ‘acts out his ocedipal feelings for his “iotbex”(Meg, Edward's failing ,
" 42

¢

sight reflects a similar sexuaf>preoccupatlon with Flora, There seems
to be a consistency in the use of eyes as a symbol for sexual problens.
Usually the problem is of an incestuous nature reminiscent of Oedipus
Rexs lee.bedipus. the characters suffer from incestuous feelings for
a parent or a parent-figure. When these are exposed, the characters
either go blind, suffer from eye trouble, or go crazy. In this manner,
they each suffer a symbolic caust::atil.on.u3 In Edward's case, he is
punishing himself for his incestuous feel;ngs for Flora. The punishment
is symbolized by his falling eyes, and can be interpreted as a lo;s of
virility. As he loses his mother-figure, and as the matchseller
encroaches upon his wife, Edwaxd’'s eyes get progressively worse. In
this weak state, Edward is menaced both by Flora and by the matchseller.
This fact 1s so threatening to him, he does not have the courase to
follow up on it. In fact, he gives up the conversation entirely.

Totally unsuccessful in his efforts to communicate with the
matchseller, Edward éets his wife to rescue him. Flora takes Edward

out to the garden, and questions him as to his rapport with the

uzThls can also be seen in Disson in The Teg Party.
- ) o

ujﬁarie Bonaparte, Life and Works of Edgar Allan Poe: A
szﬁho'hggixiie Interpretation (New.York: Humanities Press, 1971),
P 70, .

.
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matchseller. Of course Edward does not want to admit that he has not
< I o

made any progress. He equivocates to proiqu_himself in her eyes.

;
% | |
E — * ‘ |

;
i Flora 1s still tiying to protect Edw offering to tell the gentle-
i \ man to leave. Edward refuses. In his fear, he accus;s her of not
: belng abie to understand the situation: “No, you're a woman, you know ‘
g ’ ’ ’ nothing" (p. 29). When she offers to question the matchseller, Edward

é ! 18 50 challenged that again he becomes violent. To match this violence

Flora retorts:

‘ You're much too heavy-handed, in every wiy. You should trust"
[ your wife-more, Edward. You should trust her judgment, and
have a greater insight into her capabilities. A woman ... a
woman wkll often succee&\\you know, vhere a man must invari-
ably fail. (p. 30

Having sald this, she proceeds to her encounter with the matchseller.
Her method of approach is more open, understanding, and motherly.
In fact, she sees in the matcheeller a new man whom she can mother.aa
She also attachs to him a fresh opportunity for sex.,éhich has been
frustrated these many years by her husband. She relates a story to the
m&tchseller about how she lost her virginity in a savage rape, explain-

. \ K

ing ihi t ,although she put up a battle, it was not enough to fend off

y - her atﬁ?cker. In the end, she had to succumb to his wishes., The
matchse}ler reminds her of the rapist. b5 When she sees that he is
perspir§hs. she offers to wipe him: "It 1s a woqgh s Jjob, isn't it’
And I'm &%he only woman on hand" (p. 31). This close touch leads her
to ask hgm about his sexual 1ife. She explains that for some people

J
p. 12.
u

ohn Russell Taylor, Harold Pinter (Harlow: Longman, 1969),
\ ‘ .
sslin, The Peopled Wound: The Work of Harold Pintér, p. 89.
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sex 1s "vital". She wants to know if he agrges. She decides he does _
agree and will prove a f ng sexual partner for her, as long as he
is cleaned up and bathed. She takes it upon hjrself to name him
Ba.ma.bus, which signifies the summer solstice and the fertility of
summer. As Burlyman explalns:
The day of Saint Barnabus, June eleventh in the old-style
1 calendar, was the day of the summer solsk&:;, and Barnaby-
. bright is the name for the longest day shortest
night of the year. Flora merely recognizes new god as
the incarnation of summer itself, the adyent \f which 1s
considered to take place at its height.
To prepare him, she will give him, "... a good whacking great bath.
And I'11 buy you pretty little things that will suit you. And little
toys to play with" (p. 33&. She will treat him like a son, but he will

nonetheless have to satisfy her §exually.u7 /

’ Edward tries to interrupt this little scene. Flora refuses to
allow him into the room. She says that\ Barnabus is 111. Edward knows
he 18 not, and suspects that something has gone on that he should know
about. Again Edward becomes violent, calling Flora "a lying slut" and
ordering her back to her "trough"™ (p. 33). He is obviously sensitlve
about thJir lack of sexual life when he says these things. Flora 1s an
animal that needs sex and is not above propositioning men to fulfill
her needs. Edward's sexuality has openly bé:an challenged, and he

realiges he must prove himself.

However, Edward is totally unsuccessful in his attempt at

»

. o
.
e

%Katherine Burkman, The P‘ngg' tic World of Harold Pinter: Its
Basis in Ritual, p. 60. .

lWHollis. Harold Pinter: The Poetics of Silence, p. 61
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unseating Barnabus from his wew position. The rest of the play 1; a —
display of his downfall. As Edward gets weaker, his eyes get worse,

. while Barmabus gets youngey and more virile, Edward tells Barnabus he\ T
should make himself at hgme, but then retracts this, and accuses \ ‘
Barna'bus of trespassing on his territory, of invading his property.
Consequently, Edward grasps for bits of hils virile past; he recalls
that he has ordered his wife to polish all the furniture, that he has
killed the wasp, and that once he was able to walk in and take command
in his home. As his virility 1s drained, he falls Qto the ground. The
past creeps up on him and Re 1s unable to deal with it. I‘n a last

’ ci:egperate attenpt to verify what is happening to him, he asks the )
matchseller who he is. By then, Flora has entered and is about to take N
Barnabus out to ‘their' gagden. Just before they leave, she hands the

v tray to Edward. And thus,the 'harmless’' matchseller has usurped Edward

4 of his home and his wife. y .

4
e A3 DML K

Floi'a'emerges a8 the mother—fiéure to both‘Eduar.d anfl Barnabus.
\Edward. who is impotent, has been replaced by the sexually virile . i
Barnabus, of whom he was so frightened. Barnabus represents to Flora 2
many opportunities for sexual satisfaction as well as a chance to act

the mother to him. As Hollis says, “Barnabus provides her the oppor-

tunity to live out her fantasies as mistress and -motl‘xer."“8 He 18 her :

escape from an impotent hus'ba.ndvand an unsatisfied sexual and married

[N

life .\ From A Slight Ache on, Pinter concentrates more on married 11fe,

or couples living togethe,r in a semblance of marriage.. Hie focus now

l’aHollis. Harold Pinter: The Poetlcg of Silence, p. 61.
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..+ switches from the mother image to the whore image. In this respect, A

Slight Ache serves as a transition between the mother group and the

] o
'whore group, for Flora represents equally the mother side and the sex-

, -
. a ~
ual side of a woman. .
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’ CHAPTER II

ki

THE WHORE GROUP

In this second group of plays, Pinter centers his aftention on

~

e the woman in her role as wife and mistreéss, and stresses the sexual

and whorlsh side of her nature. Thls aspect 1s exposed through con-

°

frontations with other characters, and takes place in more varied set-

tings than we have hitherto seen, both inside and outside the womb-

room. The Collection is a good example of the plays that fall within

this grouping. .
, The Collection (a television play first presented in 1961) takes

place In two homes and a telephor{e booth, but the actlon centers on a

supposed sexual flirtation that took place in Leeds at a fashion show.

This incident involves Stella (married to James) and Bill (lover of

“Harry). Thelr affalr is only insinuated, never verified. In fact,

whether or not Stella and Bill had sex 1s not theqtrue issve; rather,
3 o Pinter concenffmtes on the iﬁtemction of the tuo,couples as they try
to unwind the story. Here Pinter examines a married woman whose
primary role is that of whore. The central tension of the play lies
in Stella's continuous shifting of roles from imnocent wife to

coquettish who;f;e.1 Stella is the center of atiention in the plays ' The

. lwalter Kerr, Harold Pinter, Columbia Essays-on Modem Writers,
> s 27 (New York: Columbia University I\Press, 1967), P 32. .
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actlon revolves around her, although her reality is somewhat obliqué,
in that she is talked about more t;an she talks. Thus,Esslin is mis-
taken in his belief that the play speaks of a male world in which the
woman has no control.2 Stella 1s the impetus for the action; 'the
story' hinges on her. This can be seen in an cxamination of thé play.

! Tﬁélj;‘)lja\y opens with an exposition of the tension in the homo- .
sexual coupi;a. Harry's jealousy is revealed when he answers a phone
call for Bil1l. The late hour and the cryptic comment, "Tell him I'11
be in touch", further aggravate Ham:y.3 Similarxly, tension bet\v—léen
Stella and James 1s revealed in an early moming conversation. Only
Stella will go to the shop they ‘run. James, trying to avoid a discus-
slon altogether, stubbornly refuses to clarify whether or not he will
be at home all day. He 1s neglecting business rcspénsibilities to get
away from her. Thus, both couples are quarrelling. It remains to find
out why. ‘

The play shifts to. Harry and Bill. Bill is gquestioning Harry
about his party, and asks what time he got in. He explains that he has
fixed the faulty stairwell, offers food, and generally a.c'ts t{le’ part- of
the female in thelr relati;mship. Ha.;:-ry has no time for pleasantrieé.
He immediately confronts Bill about the telephone call, and wants to
know if Bi11 has mect anyone who may eventually replace him, Bill

dénies this, but when the unknown caller phones again, B3ll leaves the

(

ZNartin Esslin, The Peopled Wound: The Work of Harold Pinter
(Garden City, New York: Doubleday, 1970), p. 137.

" Harold Pinter, The Collection and The Lover (London: Methuen,
1973), p. 9. All parenthetical references to the play are taken from
this edition. .
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house to avold speaking in the presence of Harry. Bill 1s afraid of

something, and prefers to elude an encounter. The dreaded confronta-
tion, however, comes t?at same evening. This is the beginning of a
serles of confrontatlons in which the characters propose to each other,
Pirandello style, differing versions of 'The Story'. "All parties are
sparring ... each makes the other into the image he has of them."u
The meeting between Bill and James exemplifies this. The to;\e
of the discussioq is set when Bill labels James an intruder. James 1s
indeed interrupting his 1‘1fe.‘ Bill's position with Harry 1s unstable;
he  does not, want to jeopardize it further. Cénsequently, Bill is .~

rather insulting to James, who professes a homosexual interest in him

o \ .
. by commenting on hls good looks. Bill spurns these compliments, awalt-
1 /

ing the real reason for James' presence. James.finally gets to the

point, accusing Bill of having an affair with his wife. B1l1l (allud-

"ing to his homosexuality), explains, "I ... just don't do such things.

Not in my book" (p. 19). Yet Bill ambiguously states he will be stand-
ing for Parliament "next season" to serve as Hiniste;r for Home Affairs.
This refers to his role as the female in his relationship with Harry
and could also imply his need to seek a heterosexual 'affair' with

S'r.ella..5 This spurs James to say, "When you treat my wife like a

\ "
whore, then I think I'm entitled to know what you've got to say about )

1t" (p. 19). Bill denles knowing Stella at all. Despite this dis-

claimer, James draws a pretty plcture of their seductlion an&r"mma,nce.

re
4 L4

u}(err. Harold Pinter, p. 29.J

& .
5Esslin, The Peopled Wound: The W of 1d Pinter, p. 135.
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.’bla.uing Bi11 ffr the t:ifanfgression: Bill blanmes Steiia. Janes feels
that as Bill knew Stella.’ was married, he had no right "to do that (2
(r. 20). BN ansvers that Stella knew she was married, but still
[T ;1_7 1t necessary ..." (p. 20). This does not deter James, and Bill
becomes ratheir frustrated with-the whole charade. He mockingly wonders
if James wants to brmg the issue x.o court,- ) ’

) Janes, calling ‘B11l1 a "wag", begins to assume the position Q\f

" power in their confrontation. ° Standing over him after Bill has

'Fripped, Jane_s forces Bill to tell the truth, Bill relates th)at he and

Stella took-the elevator together. .Before they knew 1t, they were in

v_ea.c{ other's a:ms. kissln& Then ‘she went to her room, and he to his.

"That was: it. In fact, Bill was Tathe™overwhelmed by Stella, as he
v, was not used to women." He stresses ag'ain that he c%id not do/ anything
else, as he finds encb&nters With women meaninglegs. ,He blames Stella
x for a.ti.a.cklng him ifx the elevator, and for spinn a false conclusion -
%o the incident. Suddenly, after denying 11, Bi1l ambiguously admits
‘1o "lying” on her bed while.she took‘%"phnne ca(il vfrom James. s

‘The audience is left in a quandary. 'Is any version of the st'ory

true" The only truian thus far revealed is th@c XYoth copp ’es rela-
tionships are in quesfricn. Han:y is worxi Lodey
affalr with a womn " He becones dverly upset when Bill forgets how
sensifyive he is to the sound of church “bells. 3y ‘ e s/en\ss Bill's lapse R

¢
of memory as a “threat to theit relationship. This scene is juxta-

. -posed by an argument between Stella and James. Their marriage is
/ o

. * L. < (SN
N & -
. . s o
. .
e

S

¢ l \
611;13 sensitivity Ray suggest that Harry feels guilty about is
ﬁonosemal relationship with’ Bni. s
e

Pl
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" on him the day before. When Bill denies this, Harry asserts.that he

‘on. Stella denles this, implying that Bill was the aggressor. Stella

. 0lives are simply an excuse t an argunent with Stella.

68—

called into question on the petty issue of whg‘ther or not they have

olives in the house. The argument starts when Stella wants a biscult.
Ja.\les ;ccu;es her of wanting to get fat. " She denies thist “"It's not
one of my aime” (p. 27)._ James counters, “What is your aim? /Pause./
I'a like‘an olive" (p. 27). Stella says they d not have any. Janes
flies into a rage. When Stella says that she did not know he liked

"... You've sinmply

then, Janes unwittingly reveals his real argument:
never been interested enough in olives to ask uhethsr 1 11ked them or :
not" (p. 27).7 He means to say that she has not been interested enoug

in him to ask hin his preferences. Mh';muments show the insecuriti

of all parties concerned. These insecurities have been heightened by

the underlying sex}lai lnnueédoe; brought about by the Leeds incident.

-

The arguments continue'swhen Harry tells Bill that a chap called
does not li:ke strangers in his house. Bil%l skirts the issue by going
upstairs to dress, but will not be able(,geilavoid a confronta.?ion‘of all
three men for long. Meanwhile, James informs Stells that he is géing'
to see Bill, and admite that he. likes bin. &e even claiﬁit was edu-
cational for him to meet the kind of ma.n with whom his wife would have

affair.® Yet to downgrate B111's na,sculinity (an allusion to his homo-

“ / , .
sexual leanings), James relates Bill's accusation that Stella led him

J -

g

. 0
7Lateg) James tells Bill ¢ t he does not like olives. 'l‘he

8J~anes R. Hollis,
(Carbondale and Edwardsvilled

1971),.p. . 73.
' . “ 7
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is more puzzled by James' sudden interest in Bill than by anything else.
One feels that she may have begun the affair to test her husband., Yet,
instead of coming to his senses about their slipping relationship, James

‘ seems to have become homosexually interested in a man who may have .had

( an affalr with his wife! _ N

Stella is no;f jealous of Janes' re'lationship with Bi1l. It is

time for her to meet w{th 'H?rry, who is equ;].ly Jealous of the burgeon-
. ing 'love/affair' between James and Bill. Harry now feels he must win -
'Bi11 back from both Stella and James. His tactic is to defame Bill's
character. He reveals that he found Bill in a slun and helped hin along
in his career. Ha.n‘y also m.inta.ins that James is bothering Bill, "with
some fantastic story™ (p. 36). Stella apologizes for her \hus’band. and
clailskhe has made up the whole stoﬁy. This absolves her of any
responsibility for the eplsode, fn;eigg Bi1l to Harry. Harry asks

Stella whether she trusts James, as he wonders whether or not he can

! trust Bill. Stella says she trusts him, but feels he 1is overworked.

Harry suggests she nta.ke James on a vacatlon to renéw their marriage
vows. In this way Harry can consolidate his relationsh;p uiti;sﬂil}.
' K\g Meanwhile, Bill and James have anothez: meeting in which both vie
“ for position. Bill tells James that Stella was Just having .a meanihg-
less fling. He feels that the marital bond between Stella and James is =
;fi'ong enough to survive, this “outburst of .... 'wild sensuality® (p. 39) -
‘whicuhvin hig opini;m ail woMen succumb to at one‘tine’ or another. Bill

£

also implies that he is finished with such affairs, thus informing

. . James that he is not interested in him. James reacts‘ by éhallenging N
Bil1l to a duel <th cheese knives. When Bill tries to avoid this mock

4

§ :
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. &
heroic stunt, James flings the knife at him, injuring him slightly. At

this 'point, Harry &nters to protect Bill and face his rival. Harry
immediately informs them that he has met with Stella, claiming that she
has adnitted making up the whole story.’ When Harry asks B11l to conr,
firm his story, Bill agrees that Stella must have made 1?: up, despite
having previously agreed with James' version of the story. The reason.
for the muli!iplicity of versions, accordlnrg to Ha.rry is that Bill is
a "slum”™ personality (;:ho says things simply to amuse himself, 1in this
" case Qgreeing to having had the affair. Before James leaves, however,
Bi11 ttlurts out another version, declaring that he and Stella never
had an affalr, never even touched. All they did was talk about it!
Cor;fused; James leaves for a final confrontation with Stella.

When James returns to Stella to confirm 13111'5 story, she is
silent, nelther conflrming nor denying" (p. 45) (Pirandello style)
It. appears that ghe will never tell him the truth; Stella can use the ,
incident as a weapon to keep James on his toes. It is on this basis
that their marriage rests. Hollls notes Stella's power over James by
stating, "If James can recow-/er Stella, he can rec;over his virile image
of himself."lo Retuming to a silent Stella, James is forever bound
to prove hir;self to her. Stella, contrary to E§§11n's evaluation,

* emerges as the moétﬂtfarful figure in the pl;ay. Her role as who‘re or

.supposed whore, 1is central to the conflict between Harry and Bill,

/ L]

p— #‘
‘ IMis contradicts Stella's statement that James made up the
story. C,
10 o
Hollis, t__The Poetics of Silence, p. 76.

~




tr&th, as in The Collection, is illusive. When Signora Ponza (the

Frola ...
s 1 '/
.+» and the second wife of Signor Yonga ...
... and, for myself I am nobody!
The Prefect, No, no, madam, for yourself you must be
either one or the other! 12
Signora Ponga. No! I am she whom you believe me to be.
- ,Thomas Bishop comments, “... the truth is relative. to/the individual
Anterpretation of 1t."13 Similarly, Stella is at the centersof the E
supposed affair in The Col;gctlon. yet she never reveals the'truth to i
' | ?
11Stella 8 role as whore is first elucidated by James. See ;P,
p. 19 of The Collectlon. s
3
1%Eric Bentley, ed\, Naked Masks: Five Plays by lulgl ' L 3
Pirandello (New York: E. tton & Co. Inc., 1952), p. 138. -
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James and Bill, James and Harry, and James and Stella.11 Her supposed
affair with Bill determines ihe convolutioﬁs in the relationships of
the three men, who struggle to maintain the status quo, while Stella
sits at home and calmly plays with the kitten.

The Collegtlo is reninlscent of Pirandello's It Is So (If You

‘Think So). The elite of a small Italig? town becomes lnvolved in solv-
ing the mystery of the relationship between Signora Frola, Signor
Ponza, and Signora Ponzai. Many plausible but conflicting explanations?

are posited, by the townspeoplz, Signora Frola, and Signor Ponza. The

center of the mystery) finally 'takes the stand', irstead of solviné a§
the problem, she adds to it by saying:

... The truth? Simply this: I an the daughter of Signora 3

13Thomas Bishop, Pi (New Yori: .3
New York University Press, 1 , p. 16. 1 { .
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any of the participants. In fact, James and Stella's marriage 1s based
on these terms. This‘makes hexr the pivotal person in the relationship
and in ££e play.

Another type of marriage is explored in Tea Party (1965) a play
originally written for television. Disson (owner of one of England's
largest bathroom fixture businesses) has hired a new secretaxy! Wendy,

who functions as the whore in the play. Disson 1s about to marry Diana

(anfupper class lady). Disson has a difficult time accommodating the

-

<
two women in his life, his wife/mother. and his uhore/secgetary. As

Esslin explains:

Disson's breakdown is the result of the tension between his desire
for social status and respectabllity, represented by his second
wife, Diana, a cool upper-class lady, and his sensuality, which

manifests itself in his lusting after “the swelllng body" -- as
it is repeatedly referred to in the story -- of his secretary,
Wendy; ...l

W

Thie conflict is manifested in Disson's gradual loss of sight, the sym-
bolism of which has been discussed in the previous chapter.

Tea Pg;ﬁi 1s/a~television play. Much.%f the action 1s trané-
mitted throu;h different shots, focuses, and camera angles. Most of
the play 1s seen through the eyes ongLsson. and much 1s exaggerated ;r”
cut off completely, 9ue to his impaired vision. This 1s obvious from
the opening scene, in which Disson interviews a new secretary. Wendy's
ciedentials are in order, but she seems fidgety, as sheJcr?fsea and

uncrosses her legs constantly.15 This act of crossing and uncrossing

N
1“Esslin,'Th;’£eopled Wound: The Work of Harold Pinter, p. 166.

15This 1s similar to the behaviour of Sally and Wally in Night
School, and to the whore and Albert in A Night Out. -

FOTT
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her legs 1nd1can.tes 8 sexual confusion. B5he has good cause for this
type of behaviour as her last employer, "... never stopp& touching
Re, . .”16 Disson displays an almost immedlate sexual interest in her
when he wants to know where she was "touched", for he interprets her
leg-crossing /as a seductive plby.]'? But before Wendy has a chance to
answer ‘Ehis ieading question, Disson displays compassion for what must
have been a very awkward position for h:r. He dismisses the issue and
hires her. As soon as Wendy gets the job, he tells her that he is .
getting married, "... Yes, this is quite a good week for me, what with \
one thing and another” (p. 12). Here he displays his need to divide
the wifely from the sexual. He has acquired both at the same time, and
put each in ‘li.heir proper pla.ce.18

Diana,!9 the bride to be, is introduced by her ‘brother ¥illy in
glowing terms; she has all the grace and wit that Ia lady of fqisure
should have. She can play the piano, swim, ’and do needlework. She was
the apple of her father's eye. Willy's deep commitment to his sister
emerges during his speech at the wedding reception. Instead of prals- .

ing Disson, he continues to heap virtues on his slster. Diason

16}{arold Pinter, Tea“Party and other plays (London: Methuen,
1976), p. 11. All "parenthetical references to the play are taken from
this edition. :

17In this regard, seée Simon Trussler, The Plays of H

Pinter: .
An Assessment (London: Victor Gollancz, 1973}, p. 141, '

4

Wound: _The Work’ of Harold Pipnter, p. 167.

[}

laEsalln , The Pe

19D18na as _the patroness of birth exemplifies a strong maternal

figure, Edward Tripp, Crowell's Handbook of Classical Mythology (New
York: Thomas ¥. Crowell Co., 19703, p. 200. . . .
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immediately 'palizes that he must keep Willy happy if Diana 18 46 be
happy, and offers him a post in his office, a post which Willy gladly
/accepts. ’

A brief\f' shot of Diana and Disson on their honeymoon exposes
Disson's self—consclouﬂqsg with his new wife. Disson needs constant
reagsurance that he is ma.king Diana happy. "Disson feels himself not
only soclally but also sexually inadequate when he is with his wife;
her soclal superiority deprives him of his manhood, for vlrilit@
hin equals '¢1c>minance."120 /Th:l; f:eling of inadequacy is reinforced at
the breakfast table séortly after the honeymoon, Disson decla“.res that
Diana locks radiant, ﬁnd asks if she has ever been happy with any other
man, She avows ‘her love for him. Yet, he needs her to reassure him of
this fact. He is not sure of his own assets, or if his ethics and
morals are enough fo keep her happy.

. We hear more of his philosophy of life when he inaugurates Willy
Q1.n’t.o the business, Disson explains, |
«s. In my view, living 4s a matter of active and willing par-
ticipation. So 1s work. . )
++. To understand the meaning of the term dependence 1s to
understagid that one's powers are limited and that to
live with others is not only sensible but the only way

work can be done and dignity achleved.”
««. Everything has a function. (p. 19)

It is Disson's simply work ethic of foz}thrlghtness and honesty that has
enchanted Diana. The couple both understand this work ethic. Since
Willy also agrees wholeheartedly with this lecture on cooperation, he

asks Disson to employ Diana as his secretary, ostensibly so that she

b >

N

. 2 pEsslin. The Peopled Wounds The Work of Harold Pinter, p. 170.
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will be closer to Disson. Disson cannot t'mdersté.nd why Diana would
" want to work. She is marrled and well taken care of, and has her wifely
duties to attend to. Dismson nonetheless agrees with the suggestion,

perhaps as“a concession to Diana to insure her brother's happiness. Yet

. Disson promptly begins to display fears about this decision. He is

i R T TR MR

shown working with Wendy, but at the same time, he keeps a close sur-

" veillance on the door that leads to Willy's office. N

;

#, Disson is also keeping a watch on his twin sons, by his first
. ]

marriage, John and Tom,. and their relationship with his wife. Diana

questions them as to how they are adjusting to their new 1life. They say

i .
; they are having no trouble. When Disson comes upon them in the course
i , ,
} of their conversation, he shows his suspiecions by not returning their .

smiles and glaring in a paranoid manner from one to the other. This

21

incident signals the deterioration of Disson,”” and is further reflected

. ”‘ - -
in his growing need to attack his secretary, of whom he becomes more

avare. This awareness stems from his growing sexual attraction to her.

. A good example of this is the dictation scene, VWendy sit's crossing and
‘ uncrossing l'mer legs, trying to take dictation whlle she'is’ obviously
i unconfortable., She 1s under close s)crutim' from Disson, who suggests
that the desk might be more agreeable. Once hiked up in full view of
Disson, she continues reading where she left 'of'f. "“There should be no
. . difficulty in meeting your requirements” (p. 23). Is this mea,ntfto be .
a signal for Disson?
‘ Perhaps it is, for in the next scene Disson's kyesight sharply

€] /

L}

~u

21Trussler, The Plays of Hayold Pinter: An Assesgment, p. 137.°
N o~
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deteriorates. _Eg-is guilty about his sexual feelings for Wendy. While

S ETI A by e

> -
playing a perfect game of ping pong, he is suddenly crippled by a

vision of two balls, and loses a vital rally. He is so concerned about

this hallucination that he goes to see his close friend Disley. The

Kl
k]
"

eye doctor tells him that his vision is perfect. Disson cannot seem to
explain to Disley that his sight, although technically perfect, is at

times unreliable. Disley -can find no scientific reason for Disson's

condition.

Yet this indescribable condition affects Disson's everyday life;

”

he becomes more and more irritable, especlally on the subject of hls

secretary. While both Diana and Willy pralse Wendy, Disson begins to

degrade her. He displays such hostilitiy towards hef that it becomes %?

-

noticeable to Willy and Diana. Disson obviously féels guilty about his

-

: sexual feelings for Wendy. He cannot escape his work world even once

for an afternoon's enjoyment with his wife because she is working.

Disson resents this. Still, he afrees wholehea;tedly with Diana when

;he says that she 1s better off working for Disson than for 3 stranger, -l
since he does not want Diana to fall prey to the "touching" incidents
that Wendy experienced with her former‘employer. Diana feels, however,
ihat'they would not want to touch her in the same way. She infers that
Wendy would be easler prey for the men in the prevalling system of
office sexual politics.

Disson becomes increasingly more alarmed by the close relation-

PR S TSI R ORI SE I TIAY - % T YT 4 27
v -

ship of Diana and'Hilly. which he witnesses every day and turns to
V¥endy for sélicituda. But Disson is not comfortable with this situa-

*

tion either, as 1s shown when he snaps at Wendy llke an angry lover fbr

N - P PR S——
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her tardiness. At the same time, he 1s pleasel by the care she has

1

taken to dress up for him. )
However, Disson is punished for such familiarities when he is

cutting wood with his boys. He 1s so upset, that his eyes fall l:im

 again, and he practically saws off Tom's finggrs. Instead of .confront-

ing the problenm, 'he leans increasingly towards Wendy for compensation
and comfort, which aggravates the situation and compounds the tensicn:
To counterbalance this, Hvendy undertakes Disgon’'s therapy; Wendy starts
to pﬁt her scarf around his eyes. This vicarious contact with Wendy
helps Disson feel better. His temporary blindness gives him a ch‘;mce
to reach out and téuch her, fulfilling his inner need of contact with
herr Just when he is about to fulfil this dream of close unlon with
Wendy,she 1s called away t:o Willy. Disson instantly becomes suspicious
of this new llaison.' He sitg by the door, trying to hear what goes on
in the ‘next mqm. When his wife walks out of the room, practically
tripping over the 'spy', he is dumbfounded by his guilt. His paranoid
reaction is reflected in the violent threat he flings at hls wife,
"Donﬂ't speak to me like that. . How dare you speak to me like that? .
I'11 knock your teeth out."22 (p. 33). .He g:la.nnot accept the fact that
the three are friendly. h

) \All members of the office become suspicious of each other. A
cloud of gloom and nepressegi vliolence hangs over the office. This is
reflepted in the mock football game which takes Place between Wendy

and Disson. Disson displays his impotence by not rising to the

3

[y

f
!This is similar to Edward's violent behaviour in A Slight

Ache.

-
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occasion of a tackle, despite Yendy's urging.23‘ Having falled this
test, Disson trles desperately to put Wendy in ‘her proper contextt she
is his ‘secretary, a good worker who is satisfied with her working con-
ditions. She must stay, despite his uneasiness about her sexuality.

The homefront continues to deterll:rate. Disson and Diana's
first annlversary finds them trying to convince themselves that they
are suited\ to each other. ‘Hhile Disson sings thfa praises of Diana,
Diana is saying how nice it would be to get away to Spain. This is
Juxtaposed by a 'fast shot of Disson at work with his secretary. Wendy
has correctly spelled the difficult names of certain clients, when his
eyes (and the screen) &0 blank. Diss#n is aghast at the situation,
while Wendy thinks he is simply playing one of his naughty “touching"
games. Disson )eurries back to Disley's office for an eye examination
‘ it*hat tums into a probing interrogation in which Disley fleshes out
the problem of ‘the bri‘:ther-i_.n—la.w. He plagues Disson with questions
about Willy that Disson 1s unable to answer.

Disson in turn qﬂestions‘ Willy about his life at Sunderley with
‘his sister. Disson feems to suspect incest when he accuses ‘Willy and

1
Diq.na of playing at beins brother and sister. Willy denles* this

!

accujtion vehemently. At the same time Diana accuses/- Disson of
ing too much. Disson finds her accisation pregosterous, and goes

drin
on to explain that he used to drink far more, before he became a ‘suc-
cessful business man. Willy uses this moment of weakness (Disson's

flashback to his inglorious past) by playing up the life at Sunderley,

23'1‘mssler. The Plpys of Harold Pinter: An Assessment, p. 142.

/.
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a life Djisson never had, nor ever will have. This issue of class 1s a
touchy one, serving to separate the couple. The validity of their
marriage promptly comes into quéstion. Nonetheless, Diana reiterates

her love of Disson, "I admired you. You were so positive .... You were’

\ ' kind «+.. I found you admirable in your clarity of mind, your surety of

purpose, your wlll, the strength your achievements had given you -t
(p. 1), When ¥illy sees that hls sister, despite all his machinations,
is set on this man, he takes IDisson/a:side to question him. Willy wants
to know Af Disson 1s sane or not. But before Willy has a ‘chance to
utter any more prying questions, Disson promotés him to the status of
full partner, hoplng in this way to secure his claim to Diana.
A new allia.nce is being sealed at this time between Dlana. and
Vendy. Diana is interested in hearing all the details of Wendy's
"touching” experie'nce. She asks Wendy to lunch in order to find out
about her former office. Disson discovers this new alllance with much
disappointment. He 1s very suspicious of the relationship between
Dliana. the maternal influence who is good with the boys, and Wendy, his
sexual secretary. Again t);is tension 1s reflected in a poor ping pong
éame because of his falling eyes. ‘ Vs
To obscure this mounting tension, Disson turns anew to Wendy
and her scarf therapy. The scarf, ho‘we\;ar. no longer does any good.
¢ In his anger, he insults her, "This chiffon stinks" (p. 45). Despite
this rudeness, Wendy still likes Disson. She is aroused by the aight
of him wearing her scarf in the dark. In fact, he is on1$ allowed to
touch her if he is wearing the scarf. They have turmed this therapy
into a regular ritual which allows them to express thelr repressed

.~ A
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sexual interest in each other. This ‘session'. s interrupted by Disley,
who arrives to put aQsﬁrgical bandage on Disson's aching eyes. Willy
also drops in to check up on Disson just before the tea party.

The last part of the play centers on the tea party, held to

honour the first wedding anniversary of Disson and Dianp. It is made up

of quick short shots as seen through the eyes of Disson\ He is totally

paranoid hoth about the event 1tself and all the people inMt. "The

. atmosphere of the tea pazty 18 clouded by the fact that one of the main

|
participants is not well enough to take part in the proceedings.

Through Disson’s eyes we see all the pgrtic}pants walk and talk around

b '
(\\_him, never to him. Only Wendy, in her so0lld admiration for Disson,

offers him a cup of tea. The conversation¢i§fbanal and tedious., Disson
is simply an onlocker who' overhears thag,ﬁotﬁ\ﬁilly and Wendy will go to
Spain with his wife. Through the eyes of Disson it seems that the sex-
ual lnnuendos of all the relationships are coming to\iifﬁrt\ﬁe sees
Willy carressing first Wendy s face then Diana's face. The shock of
this duplicity causes h%b to fall to the floor. 'He has lost both Wendy
and Diana.zu No one is successful in trying to budge him from the
floor. He 1s in an immovable catatonic stupor.’

. Disson cannot bear to ‘see both his wife and his\éecretary sub-
mitting to the %oucﬁ of his brothef»in—léw. Disson's iﬂab{lity to-cope
with the double 1maée; the dbther.’Diana;'and tHe whore, Wendy, finally
forces him into a state of\momentaxy blin&ness. He is trapped bet;een

‘ %
the horror he feels about the incestuous relationship of Willy and

1}
«

=

2hTrussler. The Plays of Hayold Pintdr: An Asgessment, p: 141.
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and Diam and his guilt about the sexial feellngs he ha.s\for Hendy

Also tmubling is the losq of Diana's mother. image. Nou Diason 13 .

attrlbuted tb Uendy When 1t is shoun that Uilly favours Uendy aB well
¢\3 '
as his sister. plﬁsm s :nea.ction is to go ‘blind. This blj.nd’neu is

‘similar to Edwini s in A Slight Ache. As Edwand g'ra.dually loses his l‘

L

virility, his rslght weakena. Disson has suffered a sihilar fate. . ; P
4
Every tine h{ tried to make an overt pass at Wendy, he experlenced a

visual aetbrck. When Disson sees ¥illy mb,king successful sexual over-

<& .‘

tures to his vife and Hendy. he succunbs completely. . .

v

foroed to look at Diana in a sexual way, a role he has pmionsly .
C itlon for a. wo is a.lso éentral to The Base-ent. a very 1
short tqlevision pw first presented in 1967. In this play Pinter |
expetinenta with a menage a trois in which the woman, Jane. doninates. |
Tuo‘gen, Stott Lay. vie for her favours as they simultaneously‘con- ‘ 5
te"s{ for possésslon of Law's room.2’ Jane 1is ambivalentj she goes |
ﬁrst with one, then with t):e other. To. bof.h of then, she 1s at times
/ alluring and at times innocent. ‘Her notherly ‘role is 1initbd to serv- i
/ Ang food in a distinctly -echanica.l fashion. Her main role is that of = 3 i
temptress to elther Stott or Law. The play denonst'rates their l

atmggle to gain” hgr rewa.rds {t consists of a sequence of short

vlgaettes on which the camera plays. ittention u111 be paid to the - i

: p) - 3 -
é

nost aignificant of these encountera.
Stott.. an old friend of La.v. sud.denly appears at his doorstep 2.,
soaking \wet., Law i—ediately 1n\£1tes Stot;t. .Ln\d rushes to get his. .
N /

. © s :
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y stsslin, The Peopled Wound: The Work of Harold Pinter, p. 172. . 2
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best: towel for him. They have not seen each other since’ ttize school

days:» Law is very 'anx}ous to impress the upper class Stott.‘ Stott

\ _ seems 11ttle concerned with these anenities, but does have a friend
outside who wwldcl;ke to come in. Laup t‘;\mnlts this of cou;'se. and
‘rus.hes to her é.id as well. Jane .stays steadfastly by Stott, even using

his wet towel, although Law has many dry ones. Stott and Jane promptly.

3

R

3{ .
Yetire for the evenipg. While Law sits in anoother part of the roonm,

",

réading his Persian love manual, §tott and Jane make love in Law's bed.

There 1s direct evidence of rivalry for the girl. It begins when
in his jea.lousy. Law hints to 'Jane that she is too young and i)matura\»_/"\
for: his frlend. He clains to have knowle&e of Stott which she does: not -

/
_have, and tries to use this to upset her. Llaw even boasts about Stott's

PR wwcmmmmvw-mw e
N

wealth to her, J.mplying she 15 a fortune huntér. Jane seems little
a.ffected by these innuendos, and 11: is later revealed by Stott that she

too eones from a wea.lthy family. Pinter's camera darts from scene ﬁto
. cf;."
acene. pointing out the'conpetit in their everyday lives together.

In one vignette, Lav and Jane rive at the mouth of a cave and cross

the body of Stott with their shad .26 This clearly delonst.rates a

Fl

fo_reshadowlng of tpei:r blo'oning Tre tionship, which is later confiruedL

when Jane and Stott are in bed. Evep though they ha‘;r_e Just -lad\e. love,

~ Jane turns and smiles at Law. Meanvhile the homeless Stott is trying

to usurp Law's room. Stott comments unfavoirably on the pictur'ea, and

forces I-aw to take them down. For his part, law tries ‘tp convince

"26,'l'he're is an underlying sexual connotation to thls womb-cave.
. . . T : '
!
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“thr%ugh with a ‘biting co-nen‘/t., “Not any longer" (p. 68), wvarmning Law

[ 4 , . :
v s = ?9 -. o }' ,u
N ) N
, 4.

Stott that Jane is Q;lacking in naturity."27 Stott does not respond to i
X .

Law's advice.
. o
Law 18 undecided about Jane’s advances. .When they are on the —
R
beach, and she caresses him, Law resists her attacks. ‘He is very unsure

whether he will be aple to successfully steal the girlfriend of his old T

achool 1601.28 Although this would be a definite coup, Law is not sure

he can pull it off. He feels guilty about even wanting to. When the

three visit Stott and law's old drinking haunt, Stott explains how
happy he is to be with his old friend, and a new friend who likes Law so (/

much. But Stott also discloses his knowledge of what 18 going on
. . s o
between Law and Jane when they discuss thelr cricket styles. Llaw says - .
. g ~ B -
t Stott was unbeatable, while Stott says that Law was "deceptive.”

Law langhingly claims that his'style is still the same. Stott“cuts - '

that he 1s avare of what law is doing.’ co 3

From that point on, ﬂthere are a serles of contests in which the
=<

men try to prove thelr virtlity in’ order to win Jane a.nd/or the room. . ;
First. there 1s'the n& on the field, in which Lav is ‘the only contest- /

ant. Law cannot understand why Stott uould not run. Perhaps Stott

/

i

feels that 76 does not have to conpete with Law for Jane, as he would o . A

} . -, , )

4
’

Ll ‘ ~ ~ o
oy ' et
.
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- 27Ha.m1d Pinter, Tea P. d other s (London: 'Methuen, '
1970), p. 66. A1l pmnthetical ratamncea to the play are taken : .
fron this editiqq. S . ( »

28390 Easlin, 'I‘hg ngnlg Wound: The Work of Harol& Pintgg' .
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- starts pitching na.rblea at Law. He eventually tosses one that crashes

- 80 -~ N

rather l;.ve" the zqon.29 Law, on the other hanq.. in a conversatio: ;«1th
Stott, tries to gently push Stott out of' the apazftm;nt. He says, ‘ :
basically, three 1s a crowd. law, true to his name, has the authority

of the Church and the City Council on his side. stott Y doeé_ not

recognize institutlions at all. Jane; now much closer to law, commences

to insist that Law oust Stott from his room. Unbeknownst to Jane, Law

| unexpectedly reveals to Stott what Jane wanted him tz do. Jane has no

true loyalties. Law percgives.\heﬁ as loose and whorish. She does not

¥ fit into thelr teanm.

As a result of this three-way conf \ct, lStott suddenly falls
gravely 111, Jane sees h;r chance to éet the apartment a:;g Law, but
‘Law remains loyal to Stott. Law, unlike Jm;. does not uf'wto worry
about what to do with a body until’ Stott 143 actually dead,. Stott does
not die, but he does get more and more frustratéd at the m nage a trois. |

This cax‘xk be seen in. the violent confrontations that occur when Stott

into law's head, knockihg hin to the ground. The confrontation con-

tindes with a broken bottle duel Pinter has cleverly countered this  \

scene with shots of Ja.ne perﬁomlng her wifely duties naking coffee;: ',

.while the duel is in progress, the woman 1is keeping ‘busy. The result

of this encountY sees Stott 1n possession of the roon. and - Lau

[ ' »

- 7

2IRonald Hayman, Harold Pig_t_cr_. World Lrapatist, (New York:

* Fredertick Ungar, 1973), p. 115. \

Xstott's nime implies that he 18 castrated, a; the ‘word "stot”

1 a northerft English and Scottish term for a steer-or young castrated

ox (The New Century Dictiopnary, p. 1856). This is interesting since it
is he' who loses the room. - U )

Y
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possession of flane;31 Stott and Law have effectively reversed roles. #

&
~ The Iast scene shows Law and Jane out in the rain, walting to enter

L) .
the room. Stott comes to the door, and with a mixture of surprise and

pleasure, invites Law in. The play ends where'it has begun. S
/

Again a woman is centra]'.' to;the tension of the play.. Jane, in.

7
4

her role as whore flitting from Stott to Law, serves to separate the °

« L

two friends. She creates the atmosphere whereby their real needs are 2
expolsed; one needs g woman, the other needs a room. This function

makes her the focal character of the play. Jane is the instigator who

bring;s out ;ﬁe ﬂvalry of the two men. Yet true to Pinter fashion, it *

1s the room that 1s the object of desire. Significantly, it is the 5

woman (as whore) whgicreates the conditions that lead to the contest to

acquire 1t.” w . . o ‘ ;
“The wom;m as whore has a pmuinen£ role in The Lover, a televi-

sion play first presented 1h 1963. In this play Pinter explores a new

facet of sexual relations in a married couple. The openipg scene dis-
closea what to the audience hay be the paculiar 1lifestyle of Richard 7
and Sarah. Before leaving for;\uork, Richa.;d ca.lhly 1nqu1res whether . Yo
Sarah's lover w11l be coming that day. When ahe declares equally
k / »  calaly that he w111, Richard explaine that he %311 be home at six in
f I order not to disturb them. On his retumn from work, Rié?ard asks
;"f about her aftermoon. Their conversation is trifling and’ bana.l They -

e speak about the weather. the position of the pﬁnds and, Jln the )sama )

\ d even-keeled ‘tonc. about Sarah's lover. The most staftling part of this

‘ . \ R ' v '
. . ; Lo /
. tnys exchange-in terms of. a room, is similar to Solto's

experience in Australia explained in the previous chapter. . -

' . 3
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conversation is the absence of tension between Richard and Sarah, on a

._topic which would leave most couples breathless with rage. A small ‘

) o .
hint of their fantasies comes to the surface.when Sarah tells Richard .o

that they lhad the blinds down. Richaxrd then says the light was

terribly strong, as, ilf he had been there. Richard talks about his da%,
and asks about supper., Suddenly he startles Sarah ):y"asking her if she '
ever thinks of him when hexr lover is there’. « Since he has never before
asked her such a question,.she becomes alarmed. Ye$ she matter of
factly admits that she doas think of him: "It makes it all the more
pi.quo,n't.."32 Even when she .18 with hernplover, she never truly forgets
her husband, as 1t is hin she really loves.

' Another clue to their secret 1life is exposed when Richard notices
that Sarah 1s wearing a pair of very hiéh-heeled shoes. As soon as he
points them out to her, she quickly mmOVe;s them and hides them in a
cupboard. This refep;c; 10 _her lover and theilr afternoon prompts
Sarah to ask Richard about his afternoon, which he apparently spent with

his lover as well. Sarah calls Richard’s lover his “mistress”. Richard

. categorically denies having a mistress, butiadmits 4o having a whoret

~

"Yes. Juast a common ‘or ga:;den slut. Not worth talking about. Handy

between trains, notiying more” (p. 55). To Sarah this relationship AR
L T »
sounds J'af.cn:’ile", but "Richard feels his whore satlisfies him very well,

.

He does not balk when questio{xed about \hér. ' As“he puts it,

"e.. Franknesas at all costs. Essential to a healthy marriage” (p. 56).

1

= ' .
\ o, € b i

Parold Pinter, The Collection and The Lover (London: Methuen,
1973), p. 53. All parenthetical-references to the play are taken from
this edition. ' .

AN




- 83 -

- ¢
8ince Sarah agrees with him ori this, she begins an &nalysis of Riﬁhud'

lover. Sarah cannot believe that he has "just" a whore, rather than a

But Richard shows his true

mistress with more depth and more Wit.

i, D
t : needs when he says that a whore 1s anything you want her to be, and
i :
| that is the beauty of it all. "“... She's simply a whore, a functionary .
who elther pleases or displeases” (p. 56). This attitude to women dis-
I turbs Szrah but Richard defends himself)
; ) : ¥hy? I wasn't looking for your double, was 1?7 I wasn"t
| looking for a woman I could respect, as you, whom I could
; : ~ admire and love, as' I do you., Was I? All 1 wanted was ...
B A how shall I put it ... someone who could express and en§ender

lust with all lust's cunning. Nothing more. (p. 57)
Richard, like Disson, has had to divide his sexual needs from his
married 1ife in order to fully satisfy himself.33 For the virtues in
1ife, he has his wife; to sati;fy his lusts, he takes a whore, To com-
1 plete his argument, he explains that the reason he has a whore, is
becauge his wife has a lover. As long as it 1s above board, truthful
N 1 and open, it 1s healthy for them both.

Their conversation induces Sarah to wonder whetber Richard and

his lover ever thlnk of her when they are together. When he ex‘pla.ins
that ,they do, ".;. play it for our titillation, whenever desired,”
(p. 58) she says that 1t does not give her pleasure to- know this.

_ Richard corfects her by telling her that it s his pI::;ure ‘“hat counts, .
not hers: Sarah's pleasures are taken care of by her lover in their

afternoon meetings. Richmm to suspect that Sarah wants to

’
o gain vicarious pleasure from his encounters, rather than’enjoy her own. ot
S ) C )
! / 3. . . .,
. 3Egslin, The Peopled Wound: The Work of Harold Pinter, pe 1.
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for his ability to put up uith this whole% arra.ngement for. 80 m*a‘.ny 'years,
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He is alarmed by her questions. But Sarah 1s quite right in pointing
out that 1t was he who started the questions in the\f irst place. ‘
lfiﬁmni becomes slightly paranoid when he wondez; if Sarah ‘tt}inka he 1s
Jealous. He 1s bolstered by her positive answer, "Darling. I know
you'd never stoop to that" (p. 59). Indeed, she convinces herself that
she is better off with her lover than Richard is with his. Richard 5:s -
equivocal on this point. He wants he;' to undexfsta.nd‘ that they are both
fulf1lling their needs in individual ways.
Sarah continues to praise her 1over,. saying that he 1s highly
sensuous, loviﬁg, and also has algsense of ht;;nour; He even respects
Richard. Richard, on the other hand, sees only the limitations of t?\‘a
relationship: never being able to go out together, always bound to a
teatime ritual. Despite these drawbacks, Sarah and Richard agree that
thelr life in the country is truly idyllie. It offers them, and their
lovers, a happy, balanced 1life. " .
The, following day, Max, Sarah’'s lover, is flnally introduced. To
the audience's surprise, her lover is her husband Richard dressed 1n a
different costume. They quickly begin ty act out va.rious erotic fan-
tasies, which have become stylized rituals. After a brief interlude,
the couple is seen at tea. Suddenly, Max asks Sarah about her husband,
where he 1s, witzt-he does, what he is like. Sarah explains that the
two qen“iu‘e’ different: "You've got very little in common" (p. 68)..
She too needs the separation of the two personalitles represented

e

by Richard, her husband, and Max, her over. Her lover praiaes Ri[chu:d

Sarah says that per husband never, minded the situation. She 1s shocked

‘ ’ o R P
<\ N ~
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when Max admits that he does mind, and that their re’lationship must
~ stop. Sarah stresses \aga that her husband does not mind. Max admits
\7 t.hai it 1s not because of her husband, but because of his wife, that
they must stop seeing’ea.cﬁ other. Max does not want to "... deceiYe
; 'her any longer" (p. 69). Sarah counters that his:-wife already knows '
about them. Max denles thils. _explgining that his‘wii‘e thinks he is
with a "spare time whofe"i (p. 69) rather than a mistress. Sarah
assumes the position of Max's wifet “She doesn't mind, she wouldn't
mind -- she's happy, she's happy" (p. 70). ~ L
Max returns to Sarah's hudband: "... How does he bear it? )
Doesn't he smell me when hé comes back 1n the evening? .... He mist be
mad® (p, 70). Sarah once more reassures Max that her husband doesn't
mind. She ‘1ﬁ' startled u;zen he t’ells‘her. "Perhaps 1 should +.» have a
word with him", (p. 70) prompting Sarah to accuse Max of being drunk.y* ‘

- Yet h;]\:ersists in wanting to meet Richards “Perhaps I should do that. .
After ;.11. he's a man, like me. We're both men. You're just a bloody
woman” (p. 71). Sarah is deeply insulted.by thix accusaiion but she.:i
also fears Max's uncharacteristic need to neet Richard. The breakdown

< of their lover's ritual seems imminant. " Her fear of this comes out in
the. stagd direétionsx "She slams the table" as she desperately pleads,

‘ "Stop t:! What's the matter with you?\ What's happened to you':’

, (Quietly.) Please, please, stop it. Vha‘g .are you doing, pl‘ay‘ing a
game?" (p. 71). l’m;'s answer implies tha':{h? no longer wants to main-
tain the game, dez{p_ite Sarah's encoursgement! "Don"t you? You do. |
Ob, you do. You do. Usually I 1like them” (p. 71). Sarah tries to

-~ . / e

s " ‘ .
y’coupa.re Dlam;,'s‘ accusation of Disson in Tea Party.
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keep the games going, because she needs to uphold the illusion of the
two men in her 1nife.
But Max compla.iris.q“l'v,g played my lagti game,"” (p. 71) and . .
states that his chiliren in boarding school will soon be home. Max 1is
. having a fit of consclence. Sarah refuses to give in to such
N at‘&pit;al behaviour, and proceeds to the 'whispering "—.‘portgion of. the ]

aftefnoon-ritual. Max, however, is not 'in the mood', and starts to

insult her, saying she is too bony. ‘Sétmh moves to defend herself,

"But I'm fat! Look at me. I'm plump anyway. You always told me I was

plump” *(p. 72). !She seeks to fulfil Max's fantasy of a large, fertile ’
., : " woman, as this is central to Max's concept of the fem;nine sexual df
(p;.'inciple. Max retorts, "You wefe '‘plump once, You're not plump any

more ... You're not plump é{lough. | You're nowhere near plump erough.

You know what I 1like, I 1llke enormous women. Like bullocks with

udders. Vast great uddered bullocks ... I mean voluminous great

uddered feminine bullocks. Once, yea.r:s:k ago, you vaguely resembled one

ves But Now, quite honestly, compared 10 my ideal ..." (p. 72). Here
Max unmasks his real sentiments, his "1deal", as he describes the arche-
typal nothe;«-ﬁgure.‘ fertile, 1.;33 hipped, large breasted, “voluminous",
‘_//P gngulﬂg. a veritable Venus of .Willendorf. His&hore nust meet the

! tandards of this classlic fertility ‘aymbol. If she cannot fulfil this
;masy, she 18 no good to him, "Jjust skin and bones'a. In Sarah, . .
Richaxd, as Max, s;es all women, his mother (from the perspective of the i

suckling child), his "spare-time whore", his mistress, perhaps even

/ o . Sarah as a mother to their children ("Once, Years ago, you vaguely

vesembled one”). But as those days of swollen btreasts and distended R
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body are gone, Sarah no longer represents this chexrished 5.cleal.35 The

stage directions indicate their alienation: "They stare at each other"
4 )

(cpu- 73). These new disclosures have left the beaten track of the{r

As Sarah cannot accept

afternoon ritual\, straining their relationship.
. .
Max's rejection, she laughs it off as a joke. When Max leaves, he

explains in all seriousness, "It's no joke" (p. 73).

The last scene of the play brings all the games to a climax.

Richﬁ returns from work and complains about his “terribly fatiguing"
day< "~ Sarah has dlso had a bad day, and complains of a headache. Her
lovex; had an offday too. These are all signs that the.initlal rift |
which Max created by challenging 'their aftemoons , has had a phy-
sical and emot’ional effect on the participants. To cheer Sarah up,
Richaxd compliments hert

Yes, I find you very béautifu'l. I have great pride in
being seen with you. When we're out to dinner, or at the
theatre .... Great pride, to walk with you as my wife on my
arm. To see you smile, laugh, walk, talk, bend, be still.
To hear your command of contemporary phraseology, your
delicate use of the very latest idiomatic expression, so
subtly e yed. Yes. To feel the envy of others, their
attempts ‘6 galn favour with you, by falr means or foul,
your austere gracé confounding them. And to know you are my
wife. It's a source of a profound satisfaction to me. (p. 75)

A

By complimenting Sarah in this way, it becomes evident that Richard's
S

image of his wife 1s that of a show plece. He has a possession which

only he can enjoy to the full. Others may look and be envious, but

they cannot touch.

35H1tness again Pinter's preoccupation with the mother-son ,
incestuous rala.tlonship. which Richard gratifies.in his role as Max
with his "part-time whore."
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Sarah gives volce to the anxlety created during ‘!,he afternoon
when she inquires, "How's your whore? ... Fatter or thinner?" (p. 76).
Richard explains contentedly, “She gets thinner every day" (p. 76).
Sarah betrays confusion. She knows that she has just argued with
Richard (as Max) because she, in her role as whore-mistress, was too
thin. Now Richard states that, contrary to her expectations, he 1is
fond of thin ladies. The breakdown of their ggmy. the confusion of
rolesi—1s e¥adually being expdsed. &

The pedestal image which Richard has of Sarah is immediately
deflated when she announces- that supper is not cooked. Richard accuses
her of defaulting on her wifely duties due to the time spent with her
lover. He resents this distraction from her proper sphere of activity.
He states that during a tra.ff ic jam on the way home from work, ‘he has
decided that Sarah’s love affair, her "... life of depravity ... of
11legitimate lust” (p. 77) must end. Richard lays the blame for the
affair entirei&‘ on Sarah, although he has, by common agreement, been
doing the same thing. Sarah tries to piacate Richar:i with an offer of
cold ham. But he refuses to be waylaid from the topic. Richard for-
bids Sarah to entertain her lover 1;1 his house ever again. Sarah con-
tinues to offer Richard food (the motherly role). Richard offers her:
a drink. His (feigned?) ignorance of what she drinks prompts her to
remind him that they have been married for ten years. He reiterates

/

- his demand that she must stop using his house as a love nest. She

explodes, "What about your own’ bloody whoxe?" (p. 79). Richard explains
!

thﬁt he has pald her off because she was too bony. This contradicts his

earlier statements that he is fond of thin ladies, Indeed, he now

»*
I4

3




Max,

Sam,
Max.
Sam,
Max.
Sam,
- Max.
San.,
Hax.
San,
Max.

he comes

1

Sam! come here! ‘ .
Max comes back into the room.
Sam enters with a cloth.

What?

What-are you doing in there? .

Washing up. - N .
‘What else?

Getting rid of your leavings.

Putting them 4n the bin, eh?

Right in. "

What point you trying to prove?

No point. ~
Oh yes, you are. You resent making my breakfast,.that's
what 1t is, isn't 1t? That's why you bang round the kitchen

like that,iﬁgzag;gg the frying-pan, scraping all the leavings

into the b scraping all the plates, scraping all the tea
out of the teapot ++.+ that's why yoil do that, every single
stinking morning. I know. (pp. 38-39)"

Max resents Sam's role as substitute cook. He draws attention to this
by compléining about ‘the scraping. Max hates to listen to the sound
‘which he feels is the voice of resentment. His repetition of the word

"scraping” volces his own.frustrations, for her feels that Sam is pur-’

‘posely annoyinglhim.
~ In the others' eyes, Max lacks the true maternal instincts, His

realization of this causes him to be insecure. Joey uncovers this when

in and tells Max he 1s hungry. Max 1mmediate1y interprets

this statement as a direct request for food from him, He blows up and
says to Joey, "Who do you think I am, your mo&xer” Eh? HonestJ They
walk in here every time of the day and night like bloody animals. Go
and find yoﬁrself 2 mother":¥ (p. 16). As much as Max assumes‘;he role

of mother, in his inability to succeed in it, he comes to hate 1t.

-t - ) -

a

loThis is exactly what Joey and Lenny do, 1h the person.of Ruth.

7
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. , P
Despite this apparent failure, Max's convérsations continually

remind the audience, and himself, of hls valiant attempt to be the

mother~figure. Thus in talking about his father he says:

vos yell I 11 tell you one thing., I respected my father not
only as a man but as a number one butcher: And to prove 1t\I
followed him into the shop. 1 learned to carve a carcass a
his knee, {/9ommemorated his name in blood. I gave birth Ao

" three grown Ten. All on my own bat. What have you'dong?
(pp. 39-4f) ‘

. Here Max switches rapidly from death to 1ife, and from being a dutiful o
| son to being a fruitful mother z"...‘I gave birth to three grown men!").

'r ~

| While not literally the mother of his children, Max‘s monologue renders

him, in fantasy, the 'true' parent of the boys. And, like pther Pinter . i

Lis g R e St 7T s T e e

4
mother substitute figures, he must keep hils sons at home and dependent
‘ . . .
: . on him. Hence Max feels free to inflict gullt on those around him who

have nkt fulfilled themselves as fully as he. ’
' Another interesting aspect of Max's ¢laim is that he refers to
. the babieé as three grown men., This could ‘be Interpreted as meaning
*that unde£'Max's mothering the men have blossomed forth with fell sex-
ual powers. Thus, Max has gi@en birth to those who can bring new 1ife :
onto }he earth. - Yet when Lenny tries to ask hils father about the night
that his parents “got him", Max refuses to answer him outside.@f saying,
"You'll drown in your own blood® (p. 36). That is, the blood of ﬂirth

: will drown him because of the primal interest he displays in the sexual ~ #

e e e e e

}life of his parents. “Perhaps Lenny suspects that Max is not his

v

{A,/)father, and wants to verify his lineage. v . . >

[N —

Lenny's sudden interest in his parents' sexual 1life reflects his '

general preoccupation with sex. Yet at the same time, in true Pinter

» ‘ 7’
fashlon, he volces consistent respect for his mother. When Ruth calls




ture of the family was profoundly affected.

inner conflicts or sexual frustratlons.
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)

him “Leonard" in an attempt to control his movements, he immediately
. retorts she should not call him that because, "That's the name my
mother gave me".(p. 33). The fact that she uses 1t, of cours€, demon-

strates the conslderable power she has already gained  over Lenny.

The tremendous effect Jessie's death had on the family is dis-

played when Teddy explains about the main room to Ruth:

What do you think of the room? Big, isn't 1t? It's a big

house’, * I mean, it's a fine room, don't you think? Actually
there was a wall, across there ... with a door. We knocked
it down ... years ago ... to make an open living area. The
structure wvasn't affected, you see. My mother was dead. '(p. 21)

°

Obviously Max's statement that Jessie was the backbone of the family is

correct in the eyes of the sons as well. When she died, "... the struc-

wll

the vacancy of the absent mother. In fact, altering the house 1s a
direct manifestation of their feelings of grief and'despair} as the con-~

trolle? of the womb-room is gone.

n

The emotions which are strong enough to cause an alteration in

the house appeat again:.as violent attempts to rid the characters &; ‘

. the others into fights in order to sublimate his sexual needs. His

/

-
allusions to his former life as a butcher have distinct undertones of
underworld connections. h%mép capable of butchering any ‘carcass. This
could also have been a way of venting his frustrations if he knew or

suapﬁéfaﬂ that Jessie was a whore. It was Max's escape from dealing

n

nJ ames R. Hollls, Harold Pinter: _The Poetics of Sflenc'g

(Carbondale and Edwardsville: Southern Illinois Unlversity Press,
1971), p. 98.

The missing wall reflects

Thus, Max 1s constantly baiting

+
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with the dualism of the mothe'r—whore. Joey, .who' 1s studying to be a ‘
professional fighter at night vhile working in demo%ithion' during the
. day, ‘is supposedly a su_ccegsful lady's man, although the only 'prod qf
this is his claim of {aping a woman. Lenny, who was too young for
military service to vent his sexual aggressivene'ss thrgugh the organ-

ized vioclence of war, 1is a pimp who 1s also capable of beating up

’

Wwomen, as he"expla.ins to Ruth. Sam appears passive and secretive, as
7’ {t is intimated that he has evidence of the cuckolding of Max. 'I:hings ’

happen to him; he does not initiate them. Teddy 1s an intellectual,

and like Sam, passive in mind and body. Like Sam, he does not fit into

this house of violence, and has tried to escape this atmosphere by

gothg to America. It should be observed that Sam tells Teddy he was

Jessle's favourite. - This implies that Teddy ma[y have been the one most

-affected by the dualism of Jessie. His choice of Ruth as wife would
. - B : &
confirm this. Huth is able to satisfy this need of Teddy's, for as

~

. w11l be seen, Ruth soon/supplements her role as mother and becomes a

.

part-time whore.

.+ Ruth 1s not someone we get to know through the conversations of
~ . . ‘
others, 'as we get to know Jessie. She is very much alive. Ruth i8 a

"o quintessential Pinter woman, ofie who thinks with her bddy and

manages better that way than most men do with their brains."12 Her

e

sexuality is her most prominent characteristic} The first thing the
%udience/ reader feels about her.

On arrival, finding everyone gone to bed, Teddyl i1s excited to
. S ) ‘

&

. 12John Russell Tay'l r, Anger And Afterx A Guide to_the New
" Bpttdeh Drang, p. 355 /’
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" be hone, but Ruth is worried a.bout their children 1n9:}erica. and about

g hér in-laws. .Teddy. sensing her’ nervousngss. tries to comfort

+

er, to no aVailfx Having justgome in, Ruth a,lrvéady wa:;ts to leave. -
3 *

She recognizes a role change in Teddy as soon as he is home. She fears

a role change in herself and thus does not want to go to bed. 'There is ) :

seemingly little love betwden them. Teddy thinks it better to\go right
3 ? . - .
. to bed, in order to rise early and meet his father. It, ..."Wouldn't
o . : - ~ i
1 be quite right if he found us in bed, I think. /He chuckles./ Have to
3 ~ »
ii be u/p before six, come down, say hullo" {p. 23). That would be the
{4 , . ]
Eg proper thing to do.13 Teddy's congern with his father finding them in
- : ' - 1
§§ bed seems lewd and ridiculous, but will soon be proven correct. None- - /( ;
i
theless, Ruth decides to go for a walk. The tension this creates is b é
} - ]
immediately communicated irr the conversation thit follows! . i
i
v Ruth. . I just feel like some air. §
. Teddy. But I'm golng to bed. #
\ Ruth.  That's all right. A
’ Teddy. But what am I going to do? . .
Pause. ) ’ . ;
N i \ i
% The last thing I want 1s a breath of air. Why do you
want a breath of air?
Ruth. I just do. - q
Teddy. But 1t's late. . ’ :
Ruth. I won't go far. I'll come back. ‘ /,L —~1
» Pause. v i
Teddy. I'll wait up for you. o
Ruth.  Why? / N
Teddy. I'm not going to bed without you. / N .
"Ruth. Can I have the key? - (p. 24)- - * e ;
' e - ;
. It is evident that Ruth is a pow%l(ul woman, in control of the situation. ;
.
. 1314 15 apparent that Teddy 15 afrald to display his sexuality ’.
' in front of his father. "
- . . .
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" She 18 abl(e to do what she wants despite, or in spite of, Teddy's wishes.

Teddy tolerates this situation because of his sexual need for her:t ‘he

A

won't go to bed without her.
' v
When Ruth retuins from her walk, she encounters lLenny, who offers’
. .
b
her a drink. She asks for water. He speaks with her freely, as if it

J ‘

is not unusual for him to meet strange women in his house during the

‘1gte niga hours, .He begins to tell her that he was too young to be' in

, the war, when suddenly he 1s ‘overcome by her sexuality:

Lenny. ... Do you mind if I hold your hand?
Ruth,  Why? ’ ’
Lénny. Just a touch.

A

He stands and goes to her.

Just a tickle.

AN

Ruth. _Why? (p. 30)
, \/

Ruth has already ensnared him; “... she knows intuitively the rulgs of
the tribe, la“nd how to ma.r‘upulan:e"l)4 the members of the fami?ty getter :
than Teddy hinself. \

Although Ruth has tried to fulfil herself as wife to Teddy and
as mother to thelr threerboy: she has been d;ssatisfled with this role.

éhe has, in fact, been sublimating her inner desires for a more complete,
varied, sex 1if¢:. These desires will now be realizéd. Ruth herself
openly admits to Teddy's family that she was "differdnt" before shé

- married Teddy. She was a 'model’, a common euphemism for a prostitute.

But_at this time, she is still to be regarded at a dlstance, and Lenny .

A .
senses this. Thus, when Lenny‘ asks for the glass of water back,she says,

. 0 -\ &
. 1I&John Russell Taylor, Anger And After: A Guide to the New
British Drama, p. 355. :




' Ruth.

Leriny.

s Ruth.

+ Lenny.

_ ,
Lenny declines her offer, but Ruth tempts him to drink from her glass, .

- 102 -

If you take the glass ... 1'lk take‘you.

Pause . . . -

°

How about me taking the glass without you ta.king me?
Why don't I just take you? .

e

Pause. ‘

You're joking. (p. 34) )

as if in t.his way she can magically-gain control over hilm.15 Lenny

refuses.

down his throat. Again Lenny refuses. Ruth finishes the water and.walks

é.way. Lenny wa.ntﬂo lmow if she 1s making a froposal, but receives no

P

Ruth orders him to 1le down:so that she can pour the ‘water

logical questions asked ih a per{ectly rational manner, without a trace

of fear or surprise. Her knowledge of his language, the ritual of

exchanging liquids. and Ruth s use of Lenny's proper name, indicate the

ways in which Ruth will enter into and eventua.l]y Fain control of

Teddy s famlly.

Ruth and Teddy come down for bréazkfast the next morning.
[N

lix;g, Teddy says they overslept. They have done exactly what he said

they should not do. Max immediately confirms Teddy's fears, saying

15'I'hils echoes Circe, who transformed Odysseus' men into hogs
after they drank one of her potions. ° .

16'1‘his proposal has been linked to the original Ruth asking.
Boaz to lie with her, thus making his people her people. See Hugh

Nelson, “The Hop_!% mingt Kith and Kin", printedoin John Russell Brown’,

ed., ggm British Dramatists, Twentleth Century Views (Englewodd

cliﬁs' NO

.1 Prentice-Hall, 1968), pp. 155-156.

J
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that Teddy has brought a whore into the house, a "dirty tart", "a smelly

scrubber”, “"a stinking pox-ridden slut" (p. 41). Max shouts,
I haven't s¢en the bitch for six years, .he comes home without a ,
vword, he brings a filthy scrubber off the street, he shacks up
in my house! (p. 42)

Max does not vant to hear that Teddy and Ruth are narried. But“1t 1s

not wholly his fault, for Teddy did not introduce her at the beglnning,

saylng instead, "We overslept." Max cannot believe that his son, " thé

D’octor of Philosophy, would come thome fro‘m America with a whore. "'It is
only through éhe violent actions m\thé\o'ensuing scuffle between Ma.x'.
Joey, and Sa?n, th?.t Max adjusts himse;lf t\o t:P;is case of mistaken iden-
tity. Brown e);plains Pinter's use of action rather than ‘'words: “.,. He
[lsinteg does not introduce stage busi‘ness because he has a situ;tion
he 'ca,n'not handle precisely, but because it has developeci beyond woids:
1&\qeeds‘ concentration, surprise, strong rhythm, noise, instinctiveness,
physical relief and activity, he}aﬁphorical reverbera‘cions."1/7 Thus, only
through the fight is Max abrk)‘;oh adjust to the f a.ct“ tha't hi‘ls son 1s
married (having a grown man"s Sexual li.fe), and that Ruth 1s his wife
(even though she may very well be a whore) ’ “ .
The first questlon that Max asks Ruth 1s whether 'she is q./ mbther
(the basic function of a woman). When Ruth answers that she has three ~
children, Max is immediately sa.tisfied. Yet he stlll Kas to verii?
that the children are all legally Teddy’s. (This projects his own fear

2
that ‘his sons are not his sons). His reaction to this ‘news 1s to treat .

Teddy ltke a child: : e
G - . 0
[’/—)

/;'/ / . “ 3

/

175 0hn Russel mw&ﬁ'Dialogue in Pinter and Others," p. 237.
(& ,
} x ' -
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p
All yourrg, Ted?

Pause, . ) - . s -
Teddy, why don't we have a nice cuddle and kiss, eh? Like
the old days? What about' a nice cuddlé and kiss, eh?,

Come on, then. ] ‘

Pause.

your old fathex?
Come on, then.

o, Teddy moves a step towards him. -

v ) . Come on.

rs ‘ bl
Pause. 8

3

Max. You still love your old Dad, eh?
o r'i .
They face each other. . 3

e Teddy. Come on, Dad. I'm ready for the cuddle.
Max begins to chuckle, gurgling., °
He tumns to the family and addresses them. _—

i

Max, . He still loves his father! (pp. 43-44) ' '

b " Max seems to be questioning whether Teddy can retain his love

[ %]

for his father, while loving his wife at the same time. This asgumptionﬂ
becdmes clearer when 1t is known that Teddy was Jessie's favourite. In
R clas®ical oedipal fashion, Max saw Teddy as a c0mpeti:tor“ for the loye

" ﬂ.,‘l

of Jessle. .He consequently entertained latert feelings of hatred for

L Teddy, who might or might not have been aware of them. Perhaps Teddy | .

was aware of them, and chose to separate himself fr6m this hostile ‘ j
ebnvi;'onment by going to America. Yet just before Teddy left, he married -
Ruth, whose role was to be his wife, as well as to replace Jessle. That ‘ 5

. Teddy chose Ruth (who had been a 'model') to replace his mother image,

reflects Teddy's sibconscious grappling with the mother-whore figure ofd

B -
o

-

T v
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Jessle,” who served as female.role model. In Ruth he has a who image
who_, thr;)ugh the blrth of three sons like his mothér, tués into .
mother‘image. The mother image becomes dominant, while the whore % eI'
remains latent.. The filial love Teddy had for-his father is never- ‘
s“treséed untll Max needs to verify it. Thus, Ma;( has a hard time adjust-
ing to the i(‘act‘that Teddy still loves {}A‘m( Apparently, in his jealousy,
Max was not able to love Teddy. Now, Max forgi\fé:kTeddy, and i on a
note of filial devotiodn for the ambiguous father-mother figure that the
first act ends. Max must elicit his kiss; the substit‘ute’ mother begs
for the concrete recognition‘ of love from the s‘oni.

The second act opens with the family having coffee. Ruth com-
pliments Max on his 1ur;ch, like ore housewife to another. Ma!Lx is over-
joyed with the compliment and explains, "... Well, I put my heart and ~
soul into it, I can tell you" (p. 45). He compliments her on lher coffee,
and says that she must be a very good cook, ﬂliclh Teddy confirms%, Max is
st111 in his role as the substitute Jessie, and becomes.nostalgi;: thinllc-
ing of how it would be if Jessie could be with her grandchildren.
Sucidenly, there is a turn in his conversation, and Jessie becomes a.n.
hysterical wor;m{ in her rush to fgss’ovei- her gra?ndchildm_n. (This
sudden shift in mood is either a hint as to how Jessle treated her sons,
or as to how Max peméﬁred her). Max constantly returns to the fact
that Ruth 1is the mother of sons. Says Max, "All boys? 'Isn't that
funny, eh? -“You've got three, I've.got three. You've gét three nephews,
Joey" (p. 50). Yet ther§ is a noticeablqe change in Rut};'s reference to |
these children. When she fifst arrived, she thogght about the children,

and wanted to léave right away. ﬁut now, when someone suggests that the
<
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"
children may be missing their mother, 1t isgTeddy who answers. It is
as if Ruth has already forgotten them. ‘ N
In "a way, Ru:hh has already been acce “into thié family to

which she is more akin than her own family in America. Herflatent sex-

» <

ual slde 1s beginning to come out more strongly. This can be seen in

the discussion be\txeen Ruth, Lenny, Joey, and Teddy on philosophy.
They are trying o discuss the philosophical speculation of being or

‘non-being (is a chair a chair?). Ruth explains that this is not so
important:

«+s You've forgotten something. Look at me. I ... move my eg.
That's all it }s, But I wear(... underwear ... which moves with
me +.. it ... captures your attention, Perhaps you misinterpret.
. The action is simple. It's a leg ... moving. Fy lips move. Why
don't you restrict ... your observations to that? Perhaps tﬁ
fact that they move is more significant ... than the words whjch
come through them. You must bear that ... possibility ... in

’\\. % nind. (pps 52-53) T

uth's reactlon to the philosophieal discu}sion expresses her real self.

She‘chooses not to deal with abstraet or metaphysical thinking, as

evinced by Max's boys, but chooses to base her understanding on reality
N P

, ¢

€
. and her own being. Therefore, while the others are afloat in a philos-

ophical world of "ideas", Ruth is down on ecarth, asking people to relate

“through her body. .She does nc;t question thege movementé; they ‘are simply

natural to her. This explains Ruth's sexual inferences and her emphasis "

¢ »

on physical movement, which 1s not to say that she is devold of mental

activity. On the co.“ntmry. she is defindtely in control of her environ-

‘ment, and well aware of her powers. She first uses her bralins to assess

the situation, then translates these observations into the language of

) 3
the body, whidh she knows will attract the men around her. And while

they are mesme'ri ed by her body, she quit;kly eff écts a clear control
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over €veryone, Her powerful control demonstrates an 1ntu}tive intel- &
ligence quite different from the book learming or philosophy presented
by Teddy. It i1s through the exertion of elemental sexual forces that
Ruth 1s accepted by, and then dominates, her new family, ' \

In this sense,’Ruth '.s speech 1s the climax of the play; the
undertone of sexuality is fully révealed. It is a confrontation between
fwo worlds:” the mind, Teddy, and the body, Ruth. Teddy tries, to assert .
his superlority over the others by talking philosophy.18 Yet he 1is
quickly tripped up when Lenny asks him metaphysical ques::,ions which
Teddy lamely declines to/,apswer’;bccause they are "outside his province."
Thus, Teddy 1is revealed as an 1mpot’ent philosopher on shaky grounds with
his wife who, "... substitutes her intense physical presence, her con-
'crete reality and reduces all philoSOphy’ to 1{d1e and irrelevant specu-

yf’

1a.t10n."19 This illuminates Pinter's theory of language: "... It is

’ not the word, “table" that matters, but the 'wa\y you take the table, how

you gct on it and how 1t acts on you, what it does to ;}ou."zo Language
works éimilarly in the Pinterwworld, for it is not what you say tha13 \
matters/s_g/much as show you say, or for that matter, do not say it.
Speech is a superficial mask allowing the undercurrents to be seen;

pauses and sllences act as gaping openings to this undertow. It is

often here that the character reveals his/her real thoughts on an issue,

W] —

v

4 las;ee Bernard F, Dukore, "A Woman's Place," Quarterly Journal of
Speech, 52 (Oct. 1966), p. 239. S ,

) 19}{01115, Harold Pinter: Tl_';\ Poetics of Silence, p..102.

2

oMartin Esslin,~ The Peopled Woundi The Work of Harold Pinter -

(Garden City, New York: Doubleday, 1970), p. 229.
\
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and consequently 1t is here that Ruth focuses on sexuality. Thus when

: Teddy suddenly suggests to her tha{t)bs%y leave for America, she does /\
- Q .

not want to go, contradicting her{earlier wish to return right away.

*e < Teddy wants to live in "clean" America, Ruth in "dirty" England:
¢
: , Teddy. ... It's so clean there. Co i
i Ruth, Clean.,’ y P « ’
B Teddy. VYes.

5 ' Ruth, Is 1t dirty here?

3 Teddy. No, of course not. But it's cleaner-there.

Ruth. You find it dirty here? .
Teddy. I didn't say I found it dirty here. Yo

Pause,

I didn't say that.

v Pa,\lse .

vvv You know what it's 1ike? It's 1like a urinal. ~°
A filthy urinal! (pp. ;54#-55)

The pause suggests thelr ever-wideming gap, like the ocean that will | 1

soon separate them. England and his Tamily repre’sent an-a.nimalistic- '

sexuality which Teddy cannot tolerate; it 1s a filthy urinal balanced

by 91ean, clean America., But Ruth finds America full of vInsects, dxy,

and dusty (sexually barren). England and Te'ddy'sﬂfami,ly are more to

her liking.

Indeed, as both iﬂson and Taylor have sald, it seems to 'be more

. . her homecoming than Teddy's. Teddy u‘rges her to leave, yet does not
have the ;:ontrol over her to force the issue. He realizes ‘that Rﬁ?’.h ~
will not :{eave, the minute she begins to dance ;with Lenny. When Ruth n
and Lenny begin to kiss,.Teddy does not move to change thesituation.
He is totally passive. Max enters into this scene as / ‘

1t wére normal

and says that the next time Teddy comes he should warn Max that he is

° s
-

-

.
T sl g i ¥ SRR e vkl e skt ol s b gty
~ . - N '

L N

i

BB et
.




.«f,.w(f
A \;

Teeta

_5% , - 109 - o | (;\/

married. Max explalns to Tedd); that he understands that, ".,.. You were
ashamed. You thought I'd be annoyed because you married a woman beneath
yo'u. }om;?\ould have known rpé better. I'm broadminded. I'm a broz;d—
minded man"”. Then sp;eaking about Ruth he says, "Mind you, she's‘a

lovely girl. A beé.utiful woman.- And a mother too. A mother of three.

f‘) Tow,

&

¥ You've madé‘a happy . woman out (Of her. It's ;ﬁé’%‘hing to be proud of. I
)
mean, we're talking about a woman of quality. We're talking about a .
woman of feelling" (pp 59-60). Thejinfez;ence is that because she gave
birth to th‘ree sons, llke Jessle, and fulfilled the function of the
mot};er, she ,is 1ndeed a woman c_)f quality. Max_complimenis her for this
achievement. [ '
Yet‘la‘ter that same~ evening, when Max notices that Ruth is absent
fron; the group, he says.‘ "Where's the wh;)re? Still in bed? She'll make
'
us all animals" {p. 68). Max saw Jéssie In that role, and now sees Ruth
in the same role. Vl'}en it i1s discovered that z}lthopgh Joey had her
upstairs in a room for nearly two hours, she did Inot let- him "eo the
whole h?é" 2l Ha)( is worried that Joey .was not able to demonstrate his
virility.. His assumption that they actually did make love (or tried to)
N

stems from 'his own need to do the same.. Joey' s supposed impotency
. 4

reflects back on Max, who is losing his dominant role.

Pt | '
When Max suggests that they keep Ruth because E@ey noed a woman

around the house, Teddy rushes to assure them that this is 1mpoésib1e

because théy are lawfully married {only he can sleep with her). She

1'I‘his is again reminiscent of Ruth as a‘Circe figure. Max calls
her "a charming woman" (p. 49). All three boys repcat the fact that
Joey did not "go the whole hog". Max shouts, "3he'll make us all
animals"”. None of them, however, prove capable of breaking her spell.

-
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must return to America to take care of her children, Max says that if
Ruth is so concerned about children (the mother instinct), she can have
* more rfzht here! When Teddy says that she does not want any more, Max
stuns him by saying, "What do you know about what she wants, eh, Ted?"
(p. 70)2 Max has perceived the fact that Teddy cannot satisfy Ruth,
but Teddy brushes off the insult by finding security in the fact that '
they are maxrried. o o
:Phis 1s of no significance to Max, and they begin to discuss
where t};e money will come from:to support her, ‘as it has almost been
decided that she will stay, despite the fact that she is not there to
-gpeak for herself. Suddenly, Len;y'hits upon the 1idea that Ruth can
earn her own money, "on her back”, as a prostitute. It is quickly
"decidgg that she will not work like that all day because she will still®
have tc; \satisfy the 'ineeds' of her new family. They even go so far as
to ask Teddy to be their 'overseas connection'. ' A
Wnen Ruth finally enters, she 1s told by‘Teddy that she has been
invited to stay "as a kind of guest" (p. 75), anll that he can manage QithJ
out her in America., Max appeals to her sympathies by saying that they
.need a woman in the house, and tha.f; she is eiactly the right kind of
o wqmah. For they have found the mother—kt:ore, image in Ruth:
* Max.. ﬁ' ces Sinc'e poor Jessle, died, eh, Sam? we haven't had‘ a
N woman in the house. Not one. Inside this house. And
. I'll tell you why. Because their mother's Image was so
e dear any other woman would have ... tarnished it. But

you ... Ruth ... you're not only lovely ‘and beautiful,
but you're kin. You're kith, You belong here. (p. 75)

K She takes this as a compliment (for she knows that it is true), and when
they tell her that:r théy want her to be ’a whore as well, she accepts this

without a fj.icker of the{ eye. She even begins to arrange things in a

T
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very bus‘iness-lil’:e manner, suggesting a thfee—room ::v.partment and a
clothes allowance. She also accepts the fact that she would be the
nothexr image 'and housekeeper for the family. Her role as mother need
not interfere with her work as a whore; she can be both at the same
time. Ruth is in total agreenentt B
Ruth. 'Well, it might prove a workable arrangement.
Lenny. I think so.
Max. And you'd have the whole of your daytime free, of
dourse. You could do a bit of cooking® here if you
wanted to.
Lenny. lake the beds.
» Max. Scrub the place out a bit.
Teddy. Keep everyone happy.
Ruth. ‘;;;. it sounds a very. attraqtive idea. (pp. 77-78)
In the middle of this agreement, Sam confirms what he has hinted at
thron-tout the play, namely, that "MacGregor had Jessie in the back of
nmy cab as I drove them along" (p. 78). .The exertion of reveal ing this
long kept socret causes h}m to ‘/;mve a strok-c, but it is the perfect
impetus for Ruth to agree with her family's pmposition. She will
follow in t.he footsteps of Jessie, but in an open and above board
manner. Judging from the lack of excitement of the family, they had
been expecting no other kind of answer from her. {
Ruth has now become an official member of the family, and as she
\says good~bye to Teddy, whom she now refers to gs Eddie, she says,
‘Don t become a st}*anger" (p. 80). She has already erased his name from
he consciousness. ‘The play ends in a discussion bgtween Max and lenny
in v\ﬁich they try to convince themselves that Ruth has a,ctually agreed
to th‘ arrangement. When it dawns on them that she has, Max tries to
| explai\i to her that he 1s not impotent. ,g;n‘d that she must sleep with him_~

as well\\ She does not react to this positively or negatively, she Just

slts and ‘?trokes Joey's head. lcier physical pla.cefnent, center stage, in
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Jessie's chalir, suggests‘hez: role as surrogate Jessle, as well as the
dominance which she will retain over the fa.fnily. And :thus, the play ends.
" Ruth and Jessie have been contrasted throughout the play in oxder
to show that the one 1s the alter ego of the other. Ruth, in her final
role as part-time wr:ore (and part-time mother), demonstrates thé whorish
aspects and sexual needs' which Jessle (gccording to Max's evaluation and
Sam's comment) felt or expressed openly (which is never made clear) w})enq
she was alive. Although bo’th Jessie and Ruth are mothers (both have
thret\a\éons), Ruth is the side of Jessie which sough{ the complete
gratification of the sexual needs rather than the maternal instincts.
Ruth will satisfy both these roles with the help of'her new family (and
her old profession) as she replaces Jessie. /
In analyzing the characters of Jessie and Ruth, one finds that
Pinter uses thelevice of leakage (in reference to Max's relationship
to Jessie and Jeshie's relationship to thé boys), whefe'by bits of past
incidents and thoughts are revealed at seemingly x;ueaningless times.
Yet these facts bulld up 1:n a loglcal manner to show that a w:man. in
the eyes of a man, is éeem primarily in the role of a mother (Jeséig’
and her three sons, Ruth and her three sons). This is the “convenfipnal
outlook. The unconventional outlool; sees the sexual role of the woman.n
not in terms of the sexual fulfilment or satisfaction of the woman, but
rather in its animal-like function to procreate the spef:ies. The sex-
\jxal role of a wife is not seen as a functlon of the needs of the

individual woman, If recognized at all, 1t 1s seen only as the needs

of a whore. Hence, money flgures prominently' in the negotiatlons with

Ruth. In Rdth. Max and his boys ;%mbine the mother-whore image into
N ;
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,\/ 22Duk_om, "A Woman's Place," p. 239.

whore, as long as she keeps houe-as well. "“The maternal aspect, it

must be emphasized, 1s present not instead of but in addition to the

sexual aspect. n22 ‘ '

uth is clearly the nexus of The Homecoming. She 1s wife,
mother, ci;wghter in‘—‘lz‘{w. sister-1in-law, whore, and eternal feminine ... _
‘the world navel and vortex of all beginnings."23 Wielding this power,

Ruth rises to dgminance in the male house that lacked a woman. Indee}{’\N
. b . .
"When confronte by a woman, they [the meg7 are powerless; they succumb
} .

24

/ “
to heart attacks, impotence, or childlike dependence.” This}con-—

frontation iﬁ},;'nade 'through language. As soon as Ruth cuts throﬁgh the
’.:-’\,Y,'

linguistic rituals of Sam, Max, Lenny, and Joey, she assumes leadership

»®
"of the c¢lan. This begins when Ruth makes a proposal to Lenny, instead

of vice-versa; 1t continues throughout the play, culminating in Ruth's
amendments to the final p&roposal that Max a.nd"fériny make to her. When
Ruth agrees to her double role of mother-whore -in the family, she

s

becomes secure in her pos{session of the househgld, successfully com-
! ' .

pletes her task of ¢ontrol, and_insures the fulfilment,of her own sex-

ual reeds. ' og

f -
.
1

,'/ “‘»\»‘ - i : ‘\

Ho111s, Harold Pinter: The Pltice of Silence, p. 106.,

1pd., p. 107. . L '
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CONCLUSION

Y

traced in Pinter's work a progression from the mother-

figure, to the vhore-figure, to an ultimate :‘synthesis of the two. In

A Night Cut, the flrst play dealt with, Mrs. Stokes is seen Jo control
her son Albert to such anijent that he has no 1ife beyond his duties
t,‘o her. Attendiné an gffice party is Albert's first social activity .
outside the home. l’\.n unpleasar'l]t incident with sexual overtones causes
Alvert to rétum to his ovérprotective :—md suspicious mother. In an
attempt to ;scape his closed home pattern, Albert seeks out a whore.
This proves as equally unsettling as h}s~home environment, for the whore
turns out to be as domineering* as his mother, and provokes from Albert a
. similar violent reaction, He returns home a defgated man. In The Room,
Rose mothers her husband Bert, while fostering an obse;',sion with the
overbearing image of her father. Rose is unable to bala:rug,e‘stmng

6ed1pa1'fee11ngs for her father with her marital dutles o a neglectful

Bert. Her dilemma results in her blindness. The Birthday Pgrtv is

abomer defeated man, Stanley, who has left his real family to

become the fantasy ‘son-lover of a substitute mother-figure. Meg mothers’

N
- Stanley, but often hints at a sexual relationship which a neighbour,

Lulu, who symbolizes the whore-figure in the play, is able to provide,
e

though not for Stanley. Stanley is eventually overcome by the gullt

created by his incestuous longings for his 'mother', and by the realiza-

B

tion of Vs impotence with Lulu. Night School 1s an example of the
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division of the roles of the Nm‘o\t(her and the whore. The mother role, in
this case, 1s shared by two auntlfs who protect and take care of their
. nephew W(alter. Their new tenant Sally. a school teacher who takes
night com‘/‘rses. plays the role of tl"ne whore who-tantalizes Walter. - But
the inexperienced Walter is not strong enough to respond qulckly to his ;
feelings, and, like Stanley, he 1oqes the girl to an older man. He
¢  remalns a I;risoner of the moiher—figum. ¢
The mother-figure, though/';xot visible on‘the stage, 1s evident

- in The Dumb Walter, The Caretaker and perhaps in The Dwarfs as well.

In The Dumb Waiter, Gus cite"s(.j\his mother as an autho‘rity figure beyond
reproach to counter an argument: about the tea kettle with Ben. The —
Caretaker concerns two brothers who are still very much involved with
the meriory of their mother. l'lick is oedipally obsessed with the sex-
ual side of“his mother; he harps on the bed that was his mother's (and
his), and warns Davies to respect hé; memory . Astc::}, h.is brother,
still suffers from the feeling gf betraya? brought on by his mother
when she signed papers.grantlng doctors the rlght to submit him to shock

e therapy, and possibly to a lobotomy as well. The two sons will never
escape the tyranny of her memory. In The Dwarfs, lLen tries ;,o mc')ther

. Pete and Mark, causing them o reject him. He then creates imaginaty
new friends, the dwarfs, to keep him company and see him through his
identity crisis. - N

A Slight Ache provides a trapsition from plays that are pre-

< domlna.ntly about the mother to plays tha;t are redominantly about the %‘

whore, Flora does mother her husba_nd but is ¢ this role.

seeks a renewal of her sexual aspect in a lialson with a large-eye

»
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old/young matchseller, who eventuélly usurﬁs her husband's place. She
has no trouﬁie dismissing her weak-eyed husband for a new and‘fulfill—
;ng life. |
The second set of Plays i1s characterized by the presentation of
cc)women as whores iﬁ va;ious marital ;r qugéi—marﬁtalrcouplings. The
Collection centers on Stella, an a@biguous figure who may be either
whore or dutiful wife of James. In the multiplicity of versions of

what has occurred, it9 s never made clear whether or not Stella has had

an affalr with Bill, Harry's lover. Because this issue is never truly

resolved, Stella galns a quiet7power over James. The Tea Yarty is an
/ '
. example of the initlal separation of mother and whore. Disson has a

wife, Diana, and a secretary, Wendy,\who functlons as a whore in his
1magination.' Although Disson insists Qn a separation of the feminine
personaliiy, these images‘are shattered at the Offiif tea party. Dlsson
is blinded by the sight of his b?otherh -law making advances to .both /&
ﬂis wife and his secretary. The Basement™Moffers a new twist to the
whore theme. Two men, Stott and’ Law, battle for one woman, who may or

may notdB? more important to them than possession of the womb-room they .

are alsb fighting for. In any case, Jane 1is the trade off; whoevexr

gets the room forféits the woman. In The Lover (a transitional play
" =€ ~over

s

like A Slight Ache), Sarah approaches the role of Ruth in The Homecoming-
in that she is a wife to her husband by night, and his “1ove1y.wéoze"_by
day. Yet Richard seems tothave tired of the erotic afternoon ritfials.
He states thﬁt he wants to return to a "normal" relations#ip whereé

%ax and ‘'Dolores’ are no fgnger required to satisfy.the sexual needs

of the couple. Sarah is distinctly threatened by this outburst but the
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issue 1is resolved at the end of the play. Pinter depicts Richard and
Sarah embarking, s nameless lovers, on an o}d/ncw sexual fantasy at an
atypical hour of the day.

¢

The_Homecoming ap ears to be Pinter's)culminating word on the
P 4 :

subject of the mother—whore. In this play Teddy's family fights for

.

possession of his wife Ruth. Ruth agreeéi%o act the mother, taking the

-
e Pttt ba A ot

place of gﬁe dead Jessie., She agrees, as well,‘¥o work a few nights of
the week "on her back”, while sexually satisfylng the men 3? her new

home. Ruth thus,becomes the first Pinter woman to solidify all-the

R o

% i ‘
C aspects of the mother-whore into a single bélng. All the previous

examples of mothers and whores unite in Ruth, who emerges as the mog

powerful Pinter woman. She is in total control of her gituation/and
/

€ As

is thus the apotheosis of Pinter's use of the mother-whore thg

Kerr explains, "... no woman is essentially wife or pssenti ly who;%,

R N R T TPV Y

she is potentially eiﬁher or both at ence; ... Personalitf is not some- ~ -
Wl

FrA

thing given; 1t 1s f{luid.*" BRuth 1s able to flow from g¢he role to the

oti:i. She is not fixkd at a particular level, but carf adjust herself

to what she thinks is the proper mood and role. She !

*... husbands do indeed dream of their wives as prostifutes, wives of

ows that, ) A
]
2 ¥

their husbands as suave lovers or brutal rapists."” ®§tih understands

that, "Categorles and traditional roles contain no man,\unless he lets

himself be contalned:by them, choosing to conform to a pAttern that

N

lwalter Kerr, Harold Pinter (New York: Columbla*Univexs
Press, 1967), p. 32. -

I4

. 2Mart1n Es;}in, The Peopled Wound: The Work “of Harold Pinteé
. (Garden City, New York: Doubleday, 1970), pp. 248-249,
. ‘ ~
° \
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does not actually express his potency."3 Ruth can and does act out all
roles to contaln her men. Aware of the son's Oeaipal desire for the

mother, Ruth 1is able to control both Lenny and Joey, as well as Max, der

new 'husband’. « ———
) The Oedipal theme c;ﬂﬁgr:;‘repeatedly in sons' or substitute sons'

relations with thelr mothers or substitute mothers, but the guilt tha% is

. e

aroused by thelr incestuous feelings causes an Intense emotional turmoil,

-

which renders Pinter's male charadters incapable of coping with the

S i AL T

ambiguity of the mother-figure. As Hollls explains:

What the collective man of The Homecoming [an I venture to add most™ -
Pinter meg7 1s trying to do is to unite with the source, the source
° which is often personified 1n erotle and maternal imagery.

—-’-——-..v,vwm.,_._VA‘
ERE

The source that Pinter men are looking for is the (security of the) womb . -
» Atself. In the post-natal environment, the womb. is partially symbolized

. by the womb-room, and partlally by the mother—whore'figuies-so typical

e m g

of Harold Pinter's plays. It 1s often here, in the womb—room._thatkthe

search for the source takes place, a seaxch that involves the "collec;ive

i i man" confronting the ambiguous mother-figure. In this confrontation two
) ‘Itgings are happening simg}taneously. Not only is the man coming to
- grips with his own sexuality, he 1s also trying to cope with the reality
of the sexual 1ife of the mother-figure. Dealing succeg;fully with tbese
{Lo 1sé;és is central tp the process of 1qdividua£ion. and is a rite of

. - ~
_passage to manhood. An lnabllity to contend with these crises causes

’ BKGIT’ !h_r_gld‘ Plnter' pl 330 s ’ - ,4,

e . ~ u3ames R. Hollis, Harold Pinter: The Poetics of Silence
) R (Carboqﬂale and Edwardsville: Southern Illinois University Press,
l ~ }971), p. 109.

L
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men to assume a position of expecting women to play the ambiguous

" mother-whore role, and to provide the womb-room environment. wSome of
Pinter's women are trapped by these demands. Ruth, howevef,'lé able to
take advaﬂtage of these roles and control her environment. Pinter thus,
explor;s man coping with the conflicting~images of the mother»whqre g
figure. * The “erotic and/maternaiyimaggry" assumes its true importance
when one uses the mother-whore theme as a guideline to analyze the
plays. Pinter, then, has placed himself in the.provocative position of
.investigating women at the multifaceted center of their essence,
deécribing all aspects of tﬂe mother and the whore, ;nd integrating the

.

two as mother-whore.

L4
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