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ABSTRACT

This thesis examines the achievement and innovation in Harold
Pinter's stage plays as well as his use of enigma in them. In the introduction
Pinter himself - as person and as writer - is considered as presenting an
enigma. Both his own perscnality and the form of his work evade definition.

In the first section Pinter's achievement and innovation in the areas of
structure and dialogue are examined. It is seen that Pinter has taken the
theories of both the Naturalists and the Realists and brought them to a logical
conclusion - he has used reality in what is probably its barest sense, a
reality apparently little altered or adapted. In this use of reality lies both
his achievement - in that he has used it successfully - and his innovation - in
that it had not been used on the stage before.

Pinter's use of enigma is the subject of the second section of the thesis.
The enigmas are an element of his innovation in that those he uses are the
enigmas encountered in reality. Pinter, recognizing that reality has many
faces, recognizes that it does not always provide clear answers or subscribe
to fixed definitions. It is this reality that constitues his enigmas. The
enigmas considered are those of character - that a persen does not always have
to have an established background or personality to be dramatically effective;
of sexuality - that people do not always fit easily into their expected sexual
roles, a development of the enigma of character; of time - that time is unfixed

and it, as well as what happens in it, depends on the mind of the character.









' talks he 'has given he has offered onfy a lirriited amount of information about

will sliow how both his life and work elude categorization He told Harry

: TSpeaking to 8, student audience later he was more def1nite

.
<t

A refusal to be categoride as & person or as a writer 8! one of the

more notable chdracteriStics of Harold Pinter lh all the interviews and '

..

his works‘ He, has dismissed suggestions of social intent or iiterary irifluence..l. a

,To an Observer critic who was questioning him about his political opinions, , ‘

he remarked that he had once voted for Labour but now regarded it “as a

[P

X isentimental gesture" :2 Until recentiy he refused to be associated with any

PRt

social or political movement 'although he did once register as) a consoientious ‘..,-’ N .:'

. . e B Y ) S e - ]
- G e Lo

bjector : ,‘;‘,-'Z_l T ;'._ N Iz »:\ : ‘2'2;, - . ‘

This chapter will introduce Harold Pinte]r as a creator of enigmas and

‘s '_\'

‘. A

" Thompson who interviewed him ior New Theatre Magazine, If,"_ ) E

K

o This category business 1s the most facile of- things. My only
L ,categories are plays I like and plays thatI.don't....”  The' . o
R eritic is’ afraid to either sink or. swim: when he sees a play he R
S :must grasp the lifebelt of a category 3 : oo

o ..w‘- '___.‘ " 'i,

. A categorical statement Ifind will never stay where it is and

be finite. 4t will immediatel,y be: subj ect to modification by the

- .51"‘"' other twenty-three possibilities of it.No. statement I make, t‘nere- ’ R
) fore should be interpreted as final and definitive 4 AR

l v’ . _‘,'.")_“ OET . ) i

N ' T — . .:.' - .; ,.,‘. BN ", -.' ,‘ ] . L
1 Bensky, Lawrence; 'iThe Art of the Theatre III" The Paris Review XXXIX
('I-‘all 1966) p. 28 ._?' . Lo

N s

Z Bryden Ronald "Pinter"

. T

L
.
'

The Observ r, February 19 1967 p 11

-8 . tr ‘.
.

3 ThOmpson Harry, "Harold Pinter Replies" ,,New Theatre Magazine XI 2

\ (Ianuary. 1961), P 8. s e
4 Pinter‘ Harold "Between The Lines" Sunday Times, March 4 1962,

o p 25' L 5.\ RS : e oo
. LA 7’;'.‘7;5 " :".." . " . ! ‘;; . ' !;. " '




,,_-"‘ stateme ts, He is uery careful to avoid‘ working according id any formula, B
3 ‘.when he noticed a degree of repetition of words and ideas in one of his

) :;television plays that was as he put it, _f‘t e red light for me" -5' ,..' o

LY

) "with the Fascists of East London The war may have influenced his attitude :

‘,'.'.‘-no 'rreans was: 1 golng to subscri e to keeping 1t golng' “5 _ g o

‘,';,"“violent person Alun Owen told Kathleen Halton of an occasion in which Pinter,

:"."5

:5, "Two People lnaRoom" New Yorker XLIII (February 25 1967) p 36
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,"found in his characterss who both find and put themselves 1n contradictory

) '._‘."'.' ."-. [ 'l

,_':situations And his forms carmot be tfeated as any more flnal than his o

ege, . . ,J

|
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g
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..‘. " ,‘

.a consideration of the plays one ha{s some iclea of Pinter s attitudes as shown U

_,t,, ,‘ ,f : . [

.'.~in his life The only eon of a Iewish ladiest tailqr he was born ln Hackney, "

. 'London. on- October lOth 1930 Although only a chlld during the war he was:"f e

PR L. .'r _‘ . . ’,;_-

. { . . ; .:' R
. made aware of the forces that ied itf, violence when he had to evade or fight [ SN

l

. oy

; toward conscriptibn for when he was called up to do his two,years‘ National

l .

' .Smilvice he asked for statUS a‘s aconsciehtlous objector ’I'wo tribunals

o .g..» : L -

"~rejected his plea and he was fined twice i Df the whole situation he told an : ‘

.';.intervlewer, "I was aware of the squering, and of the horror of war, and by_ TR

. ., '_,,_.- P X . s
o N o ]

- 'But while a conscientious objedtor I Pinter is not necessarily a non- '

,u

L

havmg been drawn into an argument by 2\ belligerent anti Semite in a bar, ‘ ’

gave the fellow a savage beatiﬁg,7 At ahother time haVlng observed a - ' .

! i r.‘i.A v AP Y
. . X

L

Ry

¢ l

7 Halton Kathleen, ,"Pinter Funny, Movlng and Frightening" Vogue, v e

CL (Octoberl 1967') p 236
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These observations can be better s bstantlated if before beginning B ’]

Thornpson gp_cit ,lp, 9. - '::f - j ; ': R ..'. S
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.fgroup of politicians discfussihg Vietnam he wanted "J/ery much to burst' o

!. ., ‘t,

vthrough the screen with a ﬂame-thrower and burn their eyes out and their'. E .

'\.

'bails off and then inquire from them how they wouid assess this action "r- ’

+

,-‘..".--' : L ,1

hfrom a pol[itical point of Vview". 8 0 o " : ‘ i ','., '

His interest in the theatre and acting was. initiated by one of hiSf " o |

rnasters at Hackney Downs Grammar Schooi After leaving schooi he f L :

. '-. . 1

f.. entered the Royal Academy of Dramatic Art but lett after two tems having

. . ‘1 5

'found"h.tmself out of his element In 1951 he began work with Anew McMaster s :' L

oo A V. I"} ( . .
Shakespearean repertory company in Ireland and stayed with ngaster a :

« year He }oined Donald Woiﬁt in 1953 and then worked in several provincial
. “- . i " .

';‘.{nrepertory theatres It was this traditional English theatra that gave Pinter

\i

his background and experience in the drama Its product his writing -: . :: BN

while rec0gnizably the work of someone aware of the stage 7nd stagecraft, s ‘

Lt

is quite difierent from the plays inter was used to performing in , o

B i

It was while he was working in provinciai repertory that he. was first

" . "n'
PR "

struck by the potentiahties of a rodm and its contents as a dramatic image.
frle described the actual experience in this way, . “I went down into a room

and saw one1 person standing up and one person sitting dOWn and a few]

. h Lo
' ' '

. ‘ ]
weaks iaterI wrote 'I’he Room I went mto another room and saw two people

. . . i g o

'--, sitting down and a few years laterI wrote The Birthday Party’ I looked

P

through 4 door into a third room and saw two peopie standing up and I wrote

The Garetaker "9 He mentioned his’ initiai experience to Henry Woolf and B E
8 Bensky Lcit,, p 28 .: ‘:' ", - “.1.5." . \. S ';:« R .'
‘ 9 Pinter, “Writing for Myself" ' 'Iiwentieth Century, CLXIX 1008 (February, S -
-"- 1961) p 174 :"_ C | . ,' .:( e o . <
i . o










partly because f)f his literary kinship to Beckett 15 It is CErtainly tru' SO

w L S S S

that bot writers present the stage with oharact»ers who display little * -' :

IR ..,'9,,

motivation for their actions and with actions that se.ern to lead nowhere. ,The

'
-2 L .,,,- - el T e
e 4. N . o, K ‘.I. A
.

language oi both playwigights appears to be the langfuage of nonsense and this % o

Yy e . ,‘,

is true ins ‘the. sense that it is not the ‘highly COntr_olled* ""Fointed speech of - '.: ’

.'* [

writers llke Ibsen and Shaw. Essl!in however feels that Pmter independently

"'l o o ‘.' " .

e of Beckett has a place among the abt-*.urdists. He feels that Pinter exemplifies R

B .

Ionesco s definition of the absurd "That which is devoid of purpose L _', “, 'f.", ERTHE B

<

all his actions‘ become senseless absurd u5e1ess "16;: But unlike Beckett

or Ionesco Pinter does not deal with the absurd as absurd rat er he deals

l '\, »' -

with a realit'y which is incidentally absurd His concern is not with the

EY e ~,
\;'

.v,.'dramatization of. a philosophic situation but with the reaction of particular .'

- - . e .’ _"‘ .‘ ‘_.\ I
L 3 N i S PR}

individuals to particular si.tuations. s ‘_ ;.; DR

ot

*
RIS

] "-',‘ . Important in the efforts of critics to ategorize Pinter s playwrightifig

are discussxons of the elements of Realism a_nd Naturalism ln h@’work el an,

u‘

attempt to see how ciosely he conforms to theSe schooisi

maintains that of the group of new British dramatists which includes Osborne,

Wesker and Pi.nter Pinter is thé least realistic Pinter according to Bernhard

r I Bernhard e

. :

is really a poet and certainly social realist for the social problems that

L Ils Esslin Martin, .“Godot and his Children. »The 'I‘heatre of Samuel Beckett
and arold Pinter" “{n Experimental Drama ed‘. William A. Armstrong,

(Lon on., .Bell 1963). p: 143 146 e R

.t,l, (" oL : e . L.

16 Ci,ted in Esslin The Theatre of the Absurd, (New York Doubleday, 1961)‘,

‘ i

p Xix . -._” _." . .'."”. Lo ,.-. . .' . ._'-v,- ‘-, . " ’ o s ',. . ,:': :" ! ”'.'. _ ' T '.-.‘ : , -
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L a're préented in-his plays serve only the function of reveahng his ‘

chéracters impulses and aret never solved . fhn Russell Taylor sees’

1

how Pmter might be regarded as a ”purveyor of fantasy o (or) Vs the'

.

.‘1." stage s most ruthless and uncompromising naturalist" 18'. Clifford Leech : ﬁ'

0
K . B

- N l . \,\t_

'-'dta{'spribeT Pinterqs plays as a. journey to "strange and impossible '-.~|'

"e'ttin'gs".lg E Martin Esslin while admitting that Pinter writes with 2

14 . A .
. "deVastatmg naturalness" 20 sees a considerable symbohc undercurrent
7 . . i , . X .. g . R . -

- BN
in all his worlcs'. '. -7

'I‘he se;ttings of ¢ some of Pinter‘s early plays might. lead one to '

o

incIude him 1n the category of Realism -in the popularly understood sense

of the term-since the plays take place 1n impoverished surr;pultdmgs., x the T

+ i «
T * " . .

characters are poor This is certainly true of The Rgom and The

Caretaker in which possession of a roof over one 8. head,seems to be a major

o

element of Ihe plot and characters like the Hudds and Davies are quite p“Bor

) I?Gually depressed are the settings for The Birthday Party (a seedy seaside PRI Y "
bctarding house) and The Dumb Waiter (a rundown Midlands boarding P oo “”;
h'ouse) Later plays are set in .more. comfortable surroundings peopled by L ’

- - B . . . , . \.: i
characters who are somewhat better off o R
. Bernhard F 3-‘ uBgyOnd Realism The Plays of l-}iaroid Pinter" ' T
Modern Drama, VIII (1966) p. 185 19¢. S . I
18 Taylor ]ohn Russell Anger and After, - (Harmondsworth Penqyin, Y ;f:_
; 1963),p . : - o oo e
- ’1 d Leech Clifford(; "Two Romantics Arnold Wesker and Harold Pinter" g g
T Contemporary Theatre, ed. Iohn Russell Brown and Edwin Harris, o
(London' Arnold 1962), p 12. IR ORI I o
20 Esslin "Godot and His Children" op cit., p 139 I
' - oo s LT -
Lo ‘ . , S
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. But it is not onIy setting that characterizes Realism' it is also,

and more importantly, subject matter. Plays which are considered to be

- - . N
B O .

Reahst generally deal with topics which are of socia} cioncern Wesker ‘

for instance deals w11h the preSSures of military life in Chips With

[

Everything, Osborne with the post-war generation s loss of purpose and

'f

, -~'direction,in Look Back' in Ange'r Pinter s plays might well suggest such'_ '

| . !
.

situations but he never concerns himself with them directly It could be-‘

. '

said that a chronic housing shortage is the problem of The Room but '

J

this is certainly not e:_cplicitly dealt with In nght School the difiitulties'.. i

.

!of rehabilitating criminals might be suggested by Walter, 'S problems but

. w t

\ .

Pinter lS concerned only with Walter and Rose themselves and not with

"

A,
’

the more general problems that might have contributed to their situations,
..;- '-\4.“ :

Plays like The Collection and The Lover could be said to d.e,al 'With

unsatisfactory marital relationships hut such a generality is only incidelltal

© 0,

o t‘o the situations in whichcthe characters .find themselves‘. . Pinter s concern |

,|- . Coa

then is with the characters and their reactions to their various situations ) '

N , . .
and not with any social problems that might be involveti in, these situations. "

-0

)

but because he is not concerned in his plays with the graver social an’d

political implications of these settings ‘he-can- hardly be consider'ed a’

o

RN S @ . o
Gritics have included Pmter in the category of Naturalism on the R

p..

Realist in the way that Shaw Ibsen Osborne or Wesker can

L i

basis of his dialogue and characterization His dialogue isa most atcurate _

transcription of every day speech with all the nuances pauses, signs of

i

He i.s a Realist only in the sense that he uses -a contemporary social setting, Co
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s obscu‘rit’y, -Pinter‘-is ‘able to make. use' of w'ith considerable ski'l1=~. ' His.;- )

[

f, not being used as vehicles to present a sooial subj ect or theme they

boredom and idle gestures that characterize actual speech What fo“r

/

another playwright w0uld only contribute to tedium or unnecesLary

P . P

characters are capable of discussing the munddne in the most banal terms .

- '. €

e w_hile,;r.emaining inte‘re'sting In addition he utilizes the dialect and speech

mannerisms ofordinary people. R N L

.
0.
" ]

D ’His Lharacters too are naturalistic. "His first plays dealt with

Beckett-like derelicts Wlth the exception that these people of Pinter 's’

\

‘o., re much more concrete tl}lan Beckett's. Beckett has a tendency to abstract

his characters from the general flux of humanity, 'to p[roduce characters who -0

are only thp sum of their ailments or forbles - characters like Hamm and Clov, . o

the last men, in Endgame, or Vladimir and Estrac_10n the metaphysical

tramps in Waiting Por Godot Indeed they might be seen as caricatures Or

3

. 1

latter da’ allegories of the human condition as it is or as it will be.‘.. )

)‘ ‘I L DR
Pinter s characters on the other hand are almost entirely naturalistic

Y
’

despite their games and lapses into apparent madness They are acceptable

doubles o'f certain types of English people in the late fifties and sixties - -' '

N o

characters like Bert Hudd who is a truck driver partially fascinated by the )

i

machine he drives or like Iames Horner and Harry Kane in The Collection ;

who are in the clothing trade but who are qdite dffferent in personality and '
. - ’. .
, manner of livlng despite thelr common occupation. Pinter s characters are, o

»

exist because Pinter is lntereSted in their characters and their situations

" e At
o “re . 7 .

L
Harold Pinter is an enigma then as a person and as a writer both

e o
;

he and his work- evade the limits of definition He also makes use of enigma

0

. . .. . . . .
R . . ' . e . . -
} ) . e . Co .
N - tL . .,
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.as tharacteristic
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r-ll', 1t is,

tn: the: creation of his wo

'

ted-on use of Ir'ﬂe_nace

.commen

’

3 as’ the ‘much

N

t

s achievement.

In the next two chapters I.want to consider Pinter"

.

rfs

E 1h _tl'ie ar

.

as o

%

f dialogue‘ and struéture and theﬁ ’ in'.'sub_se'quem _G_h'apt'ers,.
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the use of ’ér’ii"gmla' in"the plays ..

¥

L RS TIRGI

S i Tl S R S

.

L R LR L A N

e

s, 55

ST

e

R
fgs

G

.
PR

-
fe

e






PRIV ROV

PR PNUNIERP AR

P
T o S S

(S .

’ ‘ n.'. 5

- translated into Ttalyzed and diSCUSSEd in numerous languages In the
) ",‘.-past seven years six full length studies of his work have appeared as:

! ‘"'_« well as ‘3, number of pamphlets and over a hundred critical articles While

. this success The problem - that fl“he Birthday Party was about a- group ‘of .

quOVation. ) Pintbr did not fit his play into the general mold and thus .

:plays are produced all over Europe and North America, they have been

Ji‘he Birthday Party was. not found acceptable when it was first produced

Harold Pinter is undoubtedly a success as a dramatist His ~'-}“-' -

Sl 3

P

Lt has since re«f ived great praise. The Caretaker The Homeqoming

. -_.‘ " . » .:,' _":
and l'liis most recerit play, Old Times have all been SUcces’ses fmm the o

The problem with The Birthday Party 15 part of the reason for

“

people with neither reason for nor conllusion to their conduct was one of

. [
‘ e I

puzzled the critics who witl'r one exception Harold Hobson in the Sunday

<
.(.

Times described it variously as "a masterpiece of meaningless significance"

,
e o
e R S SR

(Punch) or a play that "wallows in symbols and revels in’ obscurity ( aily

o . N . L. oL . i B . ‘\‘,

' When The Caretaker was produced an[i became an immediate success, ,'

The Birthday’ Party was re—examined and produced again° The Caretaker, .4
being somewhat more immediately comprehensible, allowed the critics to | A

- fit- Pinter into one or other of their c]:ategories By this time they were

w R
]

beginning to recognize that Pinter was bringing something new to the stage

. ' -
.

Bl
\

Cited in Herman T Schroll Harold Pinter A Study of His Reputation TR I
(1958 1969) and aChecklist (Metuchen* Scarecrow 1971) p lO Ut
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- recognitlon enabled them to analyz the puzzlement in Pinter 5 plays ,

‘s ‘. yon

and see 1t as'a dramatlc device rather than a lapse into obscurity S

. 3 o v'
- r . . .
e . . R (l - R S

Pinter 5 success as a dramatist ls partly due to: lnnovation 2 A

ey . N
- e LIPS K

se but also td the dramatic effectivehess of these innovatirns in addition 3'

. ' e :
AL ey g T - P

to h s other techniques.., His innovatiOns once recognized Jet him apart '

.'. from many of his fellow writers ~ such as Osborne and Wesker - who tended

o to wrlte plays in the more traditional forms. His ianVations drew critical R

TR RN AL AT A e oy

‘ attention allowed the develop‘ment of critical ideas and created a fashion. ; « K i‘t'l'..'lff'f .
‘: He provided a change 'a novel't;r, but were his iarhe to rest on t'his he would i :
‘ ’ ha"e disappeared some. tlme ago. i .
“ ACHIEVEMENT IN DIALOGUE '. ’ ' 5 e : ,

i J‘i | ) . Dialogue is Pinter s fnost imhortant meansof de\‘/‘e.loping c}i@racter. o ;‘ { ‘_
B ? | ‘ and snuation as well as c{‘eatin that sense of tension which is a hallmark S
% B of his wrlting His dialogue \;rhlle capable of reinforcing this sense of . . i kS r
te“51°n. 13 ffequ@nﬂ; quite humorous.l " RO -. L PR E

" 4.

iR - L In the fqllowing sequence from The Birthday Party, bl’eakfaSt

' P uis being eaten. ,This rrleal generall‘y‘ conducted iJm'a semi-torp{d state,, . k '
° - | is frequently characterized by conuersations devoid of logicald'\and A " ~:: e :.'{:’:
L : ‘ '.' ~ | ,‘ T
'intellectual content But it is al measure of Pinter s skill that from the most L
’ ’ banal of conversations he Is. able to create a_ sense of character and situation, ':,-" ’ :
1 . i f_:l":,':Petey.. s SomeOne s/gust had'a bahy - ' “3'.' o .
_'1 - L Megue Oh, thethaven t!,. Who? o .

S -'_.,3Petex.,_.-,' Some gir}. . T P IR o B
R -7 . Meg.: . Who, Petey, who? T - 1§
et s ePetey, Idontt/hlnk you'd know her. e e T e e e
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While the conversation ab ve is amusing the following conver- B

satlon lacks any humour but is nonetheless effective in the revelation of f' T

l'-

Lenny

LR

K

.

Teddy

Lénny."

R Lenny

LY

“Teddy.

’- e . . . . ()
e

E ‘two brothers that is most revealing . B . e

' Staying tthe night then are you?

Yes. :

Well . you can’ sleep in your old room.. SR
“Yes, I've, beeh up P E I S
Yes, y0u can sleep there ST e T

Lenny yawns. -

TEddYs R

Lenny

' e

Teddy

Lenny

Oh' well

I'm golng to bed , v
Areyou? e
- Yes, I'll get Some sleep 4 S

B ers I'm going to bed too

. ot

(The Hpmecoming p 26)
T e

This absolutely desultory conversation is evidenc:e of the absence cI:f any

rea.l bond between the two brothers They have nothing to talk about tb

to Teddy s life as ‘a professor in America even though such a li.fe is totally

S

the old man"“—

t._\.

not a trUe questidn because it is not Seeking information - it is merely a ;

remark to fill a gap that both reallze shJuld not be in their conversation

:',,

' ' about Lenny s. career

.,; . { )

. ¥ h-"' «Pamilial interest is shown in onl}7 one remark of Teddy s', "How s

. ,_.rb

N \

‘ " A,

Lenny s response is in keeping with the question a cliche' o

; situation “In “this SCene it Is’ the VefY lack of - communication between tihe .

ach other The whole conversatJon (which is 3 good deal longer than the

- one quoted before) contains no expression of interes in the experience of
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; to which Lenny replies, "In the’{ink. '} Teddy s q\uestion i,s '

A: each of them since they last saw each other Lenny makes no inquiry as RS

e
0
S

: " removed ffom his experience and that of the family Nor does Teddy inquire o
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. ‘the audience wuh any ex[planation of the backgr Orund of the Chara‘:ter’ I“ -. 3

g a Pinter play a person is apprehe.nded .under}stood by thevaudience and { | , . ‘

' ' .".f"'othel‘s in the play only by what l‘te says or does‘in their'pr.esen'ce .. “Of ‘ .. :
“ ".course reported actions do affect analy51s of character but such repo-rts ’

“.,a

| . audience meets Pinter s characters almost as it would.a total stranger - the Ll

In this sequence Canersation has

,‘\

'.v;icommunicating wzth his family,

t

LR A

» vl ‘,"* e RS et T
. ot ' v
.t .. s
15 by
. A T
c Ic.’;
. v

'-' f “ yes“ and of certain phrases the divergehce of their reldtion becomes. S

5 ) Imore marked The numerous pauses in their conversation strengthen ‘. B

\ B

,the sense of 'thei,r difference, and as, the play develops this gap beconkes" I
e ' l . . F .o
C N wider until Teddy decides to leave having rrever really succeeded in ‘

-i' ST

. ,' l A
It should be realized that diaiogue 1si, vlrtually Pinter s only means

. - .'. \

ot of developing character because hé. does not believe that he has to provide

' ‘.are tested agamst the seen the visible conduct of thatl character An ,

e } Ve

deteriora/ted By repetitionsl:'-

-
. - N .. L. o
e e e s AR i R (O R

s .

) characters appear’ and they grow- before the audience They are in effect ST | ,
.._’ "-'what the audience makes of them as they-have no previous nor predetermined )
,':f existence l , SV ' ‘. ; :ﬁ\“'
In additiOn to utilizing dialogue in the deVelopment of character, ; / :
i : “.TP'inter makes use of dialogue to create the tensions of his plays - o o N
- developin-g quite simple statements into expreSSions of far profounder t
: :' irnport In the' following sequence from The Homeboming, Ruth has just "l : .
, met Lenny, brother of her husband Teddy, and is chatting with him '_ i |
after TeddY has gone to bed [ ‘ R i
H ! . - | Lenny and now perhaps 1 relieve you of your qlass,
LG “Ruth. 1 haven't quite finished: o .
'Iienny_ '. You ve consumed quite enough,.in my opinion.
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of uncertainty about her conduct for the rest of the play

Pinter has also found that humour can CJ oberate with tension to R

/ K

’.
. -

,' :-amplify that tensmn H/ hUmour dtTes this because he reverses its

"general'use amusement joy, release and upsets the preconceived

b

. notions about the place and role of humour' - that 1t is associated with
’ -./"i'_ i W

: laughter and Jhus should be hnked with Joy and not with fear. But when

Je.

-humour bec,omes violenc_e. when ir is linked with fear then the degree of

-r‘iv

T \{"‘4

iiragt)

4 B ’J # ;
37 left in £ state of uncertainty, in a state where they feel that out of anything - i& @ ”
: , o , . B ‘;é I* .
' no I er how simple evil can come . S ’ ! y Z '

This co-Operation of tension and humour can be seen i the following : i ’ .
Knples The first irom The Dumb Waiter indicates how both‘ are ' R s
. dev oped unconscmusly by the characters in the dourse of their dialogue' PR N
. "Ben. | Go and light i Lo SRR R SRR
Gus, “Light. what? , ,a' con ot e e e
, Ben. .. .The kettle.. S ] i o D
~\Gus, " - -;You mean the gast.‘ P AR CET SR
e b D Qs . -You,do BRI T U TIPS T
R oy o7 Bem (his eyes narroWing) What do you' mean, I mean. the gas"’ TS A
‘ " Gug. ' Well, that's what you' mean;. ‘dori't’ youv The gas. ;v st #
T Beny (powerfully) If 1 say go and light the kettle I mean go and '; S
VL \light the kettle, s .
i ‘G,us,:'-,.j How: can you 1ightakettle’? L : R
: "B-en Qs s figure of speechi Light the kettle. It s a figure e
S e o speechi T L Wt
Lo Gus. " I've never heard of it T o TR o
Lo ,Ben.",? , ight the kettle' It's, common usagel ' 3
. Gls., l’th{nk you've-got it:-wrong., i o e » -
. -:"Ben"}A\enacing) .What do you.mean?" ' S A ' .
: ",,'Gus They. say put on the' kettle . S TR \ !
N S Ben/ (taut)«\Who says? IR IR 8 i
S They stare At ach\other breathing hardi L *
7" ../ " (Deliberately). :Ihave nevet:i\nall my life heard anyone say i
. put on the kettle ,‘:"~ R T Sl
: ' '/i"- '.' o ~ 2 .




and acCurate transmission of the banality of ortiinary& conversations of the :-_‘ " "..':, cep B

'i.on an issue which should not be of gt‘eat importance Pinter carefuflly . If '-_ E ';-,' -
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s sequehce abOVe is humorous because of xhe stubbornness of both characters

':Gu's.. I bet my mother used to say.. it R
Ben. . Your nfother? When did. you. last see your motherT
Gus ~ Ldonlt know, about- T T AU
Ben.. Cor Well what are you talking about your mother for? ANURENA T
Ben (vehemently) Nobody says light the gasi What does the

: “.gas light? R
. ! {--G'us..~. What does: the gas- S j e p T A

Ben (grabbing him with two hands by the throat at arm s length) R RERE

' THE.KETTLE Youroot; B IO |

"

. . (The Dum’b Waiter P 47-43) ' e
The humour in Pinter s dialogue is found in his quick recognition . {__:.g ;
ot . S t. | . "-",4. | ,"L

. , -
1 . . R . . o ._\\. \ .
—t .

use of j argon, and of the idiosyncrasies of cert,ain Speech patterns The '

RN S
P
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‘l\

."-‘.;'buiids the discussion from a series of stychomythia, in which Ben is puzzled : _' i‘%...'j - !
’~ ',{'.and '(;‘zus is merely being contradictory and stubborn to a potentially vlolent L
' :'l-".situation which does eventually, resolve itseif in vioIence' .Thus this i g ’
dialogue WOrks on 'twct levels it is humorous 'but bécause of the possibility .\I':- ’

)

'.'_'.'of violence it is aISO frightening - ..'.'-" B A
TR N
. "- as the dialog ! 'develops the sense of what is ridiculous is overwhelmed by ‘: 3
what is tense o In the next three sequences the humour embodies the tension

o as, the characters quite consciously use the humour to augment the tension S i

i
'

In this sequence the tensron grows out of the humour that is, ) '; PR

iR
/"' I R

v

cer,
o \

I{n The Coliection Harry has becOme quite annoyed by someone who keeps : ;

calling to- speak to. Bill but who/ will not identify himself o ,;j'_ o ) N :

Harry Yes this chap, he was asking for you he wanted you B
LB What for? oo g L !
‘ Harry _‘He wanted to know i you cleaned your shoes with : ;‘ et

e furniture polish AT P TSI
Yoo, "'. ."::‘ . '. T, R . [
) i e L "_‘4 [ AL - . 5 s

| ) :“'I; ' K '\ ‘ “ R
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The absurdity of the description both masks and reveals the tension that

is present Harr‘y is annoyed that something is going on without his
‘ knowledge and Bill is not entirely sure hdw ’mucrf Harry knows and how -
: R ,( . X N
B much he is annoyed Bill's\'eplies as a consequence are quite \guabrded "' '
.' though apparently casual indicating a desire to avoid being irltimidated as -
e e B W

well as to stermine what his reaction should be IR o

8

e

& :x. '.T,: : s ' ) 'L':- . ‘} :..\'_ - "" “ ) - ",
. . ;HBill" ',Really? How odd o e e
: E Harry.. - Not odd.. Some kind of national survey Lo
‘ s B, ‘..What did:he look like? S ST o
:Harry: -7 "Oh.. ;. Lemen hair, nigger brown teeth woocien leg, o
. I bottlegreen eyes and-a. tou‘pee Know him" s
’ \ = (The Collection p 27 28) '

.
A
»

K In The Lover Richard is attempting to destroy' the sexual game he e '
4 " . . - e ' ' .:"I —
PR plays with Sarah and he deliberately makes use ofcomments that are e -'_:;:.' :
: "ﬁ e ostensibly humorous to do lthis. ‘. (In all these sequences Richard and Max are
- the Samepersom ,‘"_‘. “.' "‘ - fl..‘ P A ". . RN "_.‘.' .‘. ..,.
. ' ‘.\’ - \... . N N - . -.--u"’. -‘.- .‘!..'
: ) . '; Max.._ . ..You re not plump enough You re nowhere near plump
L ‘“‘ - ‘enough. ‘You know what I ‘like., T like encrmous: women. S s
o . . 'f o -'rLike -bullocks; with udders Vast great uddered bullocks‘ R
L o - Sarah ~ You' mean COWS.- . ... b Co
e "Maxf.-:’,.-z. , " T'don't médn-cows - - mean voluminous great uddered .
it A AR "".feminine bullocks . Once years ago, you vaguely L
| L] esembled o, L
L - Safah:,’ Oh, ithanks; '« - L 1.
o Maxg, ' Butnéw, quite honestly compared to my ideal her
K Estares at her . S Co v Lo
' i ; “,..you're gkin and bone. _.; . : PRI I P
NS They stare at each other. T A, CLel
L 0y 7o .He putson his jacket. .= 0 ow Lot ot i T T
" '-"_'L.‘ \ - Sarah. - You're: having alovelyjoke., - O R
e A “Z‘Ldé}cf_ : It s {IO jolte..‘- :. .. - :}Hf. A'- g":. K :T " :
. S (The Lover p 72 73) y :.}f,:’ e
: o She is alarmed because of the thteat he poses to their game - which
2 :|(::» . "‘ . i T ‘ : ":“ i [ .‘-;,
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o Wh11e these games are essentlaiiy ludicrous the audience s

A-'anyionger..-' : AT

e
A L '3‘."»_

appears to be an important element of their marriage. o

1

' rwilling to accept them as’ serious if Richard and Sarah treat them as such Tl

l . . L4 B
L O [N N ’..

-But when Richard ber;ms to treat the gam s as ludicrous to. make it

X use«of cliché-hlled descriptions of hlS mistress ridiculous and ostenmbiy -

- -
'

funny are counter;ibinted by Sarah’ S attempts to soften the ridicuie

1
’

N ’

1 .-*.:. "'

':'S'a'r‘ah‘-‘.’ . But your wife .. knows .. - Doesn' t she? You vetold. . ..

SR . her:i..all about us. She's known all the time.
0 Max, No she doesn t'’know s She thinks 1 know 2 whore . that's

. ‘ail_,. Some spai‘e-timewhore that s all: That 5 what she )

: e thinks. e
©. . . .Sarah, ~Yes, .but bevsensibie my '-]ove s.hetdoesn','t mind,‘
Coot 0 ) does she? .
Max, .-’ She'd mind if she kn_e‘w the truth; wauldn't she?

. Sarah. ° ‘What truth? -What are yourtalking about? -
& Max. 7 She d mind if she knew that, .in fact. ... I‘ve got a full—
e e time mistress two or three times a week a woman of

. '4.'.grace, elegance wit 1mangat1cm, e :,"_ .

- .-
- P . -

°
3

EUSINE (The Lover, p, 69r70)

..

* -Sarah is tmcerta.in whether she is be-ing told that Max/Richard has sc>mebody

¥ '

~ .

else or whether this is just further game—playing His effusiveness suggests ‘

, .

.that he does not consuier his mistress (whether it be Sarah or anyone else)

e

jto be a "woman of grace elegance wit imagination” The tension is n

: o _
'»deve]oped by Sar‘ah’s uncertainty in combination with Max’s desrriptions

s
,, ..

-

Cw which are: simultaneous]y funny and brutal

f

RN
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Another factor of Pinter 5 dialogue that is worthy of attention is his

PO e e 8

: PreviOusly Richard (Max) has just announced that he cannot dec/e%a his wife

. .
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the rentmg of the flat is an exa%ple'

A‘diction Being particularly aware of the nature of language Pinter JS :

‘equally aware of the nature of the words that coni”prlse that language and of

PR
\ N .
o, '

the fact that, as statements can express more or less thah they appear to S0

- - LR

. 1t is w1th vJords - they can be used to express ideas beyond their defI'r'utionsﬁ .

: “ A l . .
In a number of hlS plays Pinter has created speeches ennrely out of" '

I . . ; .
words or phrases whxch may or may not form coherent sentences - that is

S T
N . . .

~he creates speeches which are rec1tatlons of terms litames of names, Mtck

.‘-

m The Caretaker has four speeches like thlS of which the following about

et
, . A - . .
‘ A . P . B R

- Micf( ‘ ...You got.no busmess wandermg about m an . :
’ unfurnished flat. I could. charge seven quid a.week for

o ' '-, this if I wanteéd to .Get ataker tororrow. Thiéee hundred -

., and fifty a year. exelusive “No argumerit. 1 mean 1f that _
sort of money s.in your: range “don® be. afrald to say 0. - o
L Here you are,- Furniture and fittings . I‘ll take four '
e : " hundred or the nearest offer. Rateable value ninety .

. 7' B quid for -the annum, You “can réckon water, heatmg and
-7 ‘lighting at close on fifty 'I‘hat’ll cost yau elght hyndred "f'“,
' .+~ and ninety if. you re ajl that keen Say the. worti and I'l1l:

' " have my solicltbrs draft you ouft a contract Otherwlse I've

got the van outstde ‘1can, run you to the. pollce station in.

. '; tive minutes have you in for trespassing, lortering with
R mtent dayhght robbery filching, “thieving-and stinking
S .-- :place out. What do you- say? Unless you re really ‘
S keen on a stralghtforward purchaSe Qf course, Ill get

oot my brother to ‘decorate it up for* you first. ‘T've got.a-

R brother who sa first-rate decorator He' i1 decorate it
up for you. If you want ore space,. there s four more . -
L © .. r®ms along the landing therweady to go. Bathréom,

Cet T . lwingroom bedroom and nursery. ~You'can have this as
e © your study This: rother I mentioned he's jUSt about to .
AU e start on_ the othér rooms Yes, Just about to start ‘So,

'

. 'thousand down fot the whole upper stpry " On the other .

C e .hand if. you prefer to approach itin the long term way I

. - " know an insurance firm m West Ham'll' be: y’)leased to

"4 . handle the deal for you.’ No strings-attached, open and _
S ' above board mntarnished record twentu.per centi rest,

14
1 M - e . - R AET S
- e A Holl ‘

L.

/ what do’ you’ say? Eight hundred odd for- this room’ or three




Lo ey

E l Co fifty per cent deposit down payments back payments
: family- allowances i bonus schemes remission of terni.
. - for good behaviour §ix months lease, yearly éxamination -
o of the relevant. archives tea laid ofi, disposal of shares, 4
- ' S benefit extension, compensation on cessatioh, .comprehensive
A e indemmty against Riot; ‘Civil Commotion Labour, * i =
" "7 Disturbances; Storm, Tempest, Thunderbolt, Larceny.or
, Voo s U Cattle all subject fo'a daily heck and:.double check. Of
oo - ... course we'd. need a signed declaration:from your persor{al
! o e ‘~medical attendant as assurance that-you possess the J
P : requisne fitness 10 carry the can won't We? Who do you
Coe bank with’r‘ L S : :
A Payse.’ .. - LT
U T R 'Who do you bank with?

e

s e -f "_-_‘ (The Caretaker p. 35- -36).

P

by " " This speech is} delivered by Miok to Davies attIamp whom his

1 l

s Ny brother Aston has taken in It is intended by Mick to beffle and terrify Davies s

A but also allows Mick to dream! out loud Pr,eviously, Mick\ has come into the ,-'

fooooqr .
IEe . f - ., , [ . B CEAT .
N . "

room thrown Davies to the floor and battered him w1th ql estions. The two o

- Wt .\

', speeche which precede this one’ give Mick the appearance of being
' ,; unbalanced and this speech the longest,tsuggests that he is building to a
:l " , U [ . :

‘ pitch which can OHIYK have 1ssue in vioience. Davies finds h'imself in a:

dilemma, uncertain whether-. h'e'shou],dzanswe'r the questions but«af._raid to' :

-"_:,, 2 beéause he. does not know the desired AnNswers.. As it turns out the speech,v '.

R
T

\ - TR

‘ " does not lead ‘10 viblence but ends with a. qu,estion that is manifestly e
1 irrelevant toa person like Davies. The effect of- this is that Davies is now
g A .
e 3 even less certain of where he stands and consequently more terriﬁed
; ' The whole effect of this speech is conveyed by the diction'which
_ F bears little relation to Davies' situatiorr Davies is faced with the spectre of
' 5’ e a man who is not only completely familiar with all the aspects of housing but
; . seems to be obsessed with them The flood of real estate phraSeT a,n:d"leg_al -
- \\ : 1 e R .

. . A . . e
] -~ -~ -y
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terms overwhelms Dav1es with a sense of his own 1gnorance of them and L

O R L PPINA NEPS

w

e
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P

the law that reinforces them chk then is almost like a wizard who by : IR

PO N B S e o e )

AT, e
e

-
-

Ry

" ms 1ncantations determines his control of any situation and strlkes fear mto :

S e s : , [

o
YRS
%
D
pos-e
¥ 200
WD

- the heartnof the onloo}(er RN [ l et .- R
2 '-' s And these incahtations Wthh fr1ghten Davies comure up for Mick PR b j:

i
i .

L a sense of the reality of his dreams In Mick S speeches his phrases are part )

3
[ 'y
23 . - - ' . .
1
3 ' P M . i
?
i

‘ CoE of a plastic reality, a reality that is the product of advertising copy Garbed IR ‘ 4
. as they are advertisements have the power of dreams and the1r language has, LR
v v v, . e . P ‘ s
L “in M1ck's case become the language of. his dreams 'l'his is visible in this e Ty

{ -, . t

15 PR

o , speech but also more vividly, in his speech about the decoratlon of the t'Iat .

N

S

S & B

' N

when he rhapsodizes about - g table in afromosm teak veneer sideboard

s

TR

ey
2
el

ok . w1th matt black drawers, curved chairs with cushioned seats armchairs in ’ :

L5
¢ . . I e
4

o - oatmeal tWeed a beech framel setee w1th a woven sea-'grass Seat white— R AT A .

f%: topped heat resistant coffee table white tile surround“ (The Caretaker,. R SR AL

ol

I .
A P '
o0 : ' ‘

p 60) Mick has read tﬁese descriptions 1n magazihes and has taken themt

. O . . .
‘ . N .
K - ) »

' as they stand He has not made any attempt to restructure them to a -7 '

L | colloqural form but repeats them as he read them This produces if the [ SR
. speech is taken out of context 3 stilted language But 'in context - o{ Davl SR PR
. T SRR

4

fear and Mick s dream - these words have an almost ritual effec’ ’

.- J Pmter has demonstrated an ability to give particular words an C '

4 ‘ addittonal dimehsion which assists in the development of tensions In the

»e s K} .

- . two examples below the tensmn created 1s a sexual one with otherwise 1nno¢ent

J [N

o . o, \ -
Coh . words being mvested" withbta, sexual connotation In A Slight hche the flowers
‘b..«w , .‘_ L -'

3 '.A' aré given 7 sexual import by Flora “\‘tmsgibly conscmusly) both bY thetr BRI

{
3
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' -_" of het body with "garden“ having its traditional sexual association with

. 'the pubis The other words deVelop their secondéry meaning by their

" 'and "Honeysuckle" another possible reference to the vulva via t,he word

: ’"suck" in relation to cunnilingus

” . A .
R i
- ,.',--'(» R T,
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¥ Lo ’
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oo
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-‘_context and their souad LT L B ‘ Sy R

Y ". Flora (off) Barnab’as?-'

..',.'./. N ?'—al—‘l's'-g - o ) \- t N ’ .. B ‘: o .' ' 8 FINN .

=0+ . - 'Bhe’ entérs. . .. S, ao e

) “Ah, Barnabas Everything is ready
-jPaUSe PR S e
' .1 want to show you my garden your garden You must

.. See my japonica, my convolvulus Xy, my honeysuckle
: l S my clematls R

. (A Slight Ache p 39)

Pl ‘ N . L

e Flora has previously shown that sTe is. attracted by Barnabas and

T .; .‘ \ ) B . 41.

o Ijis abOut to refect, her- husband for him The flowers thus become representative S

gk

. v
i +

s w,

- sound' "I aponica" knickers, "ConvolvuIUS" - vulva, "clematis" -':- clitoris, o

.t
! 3

'

, "

A similar example of this use of words occurs in The Birthday Party

K .when Stanley describes his fried bread as- "succulent" and Meg reacts.

-
'

Meg - You shouldn t say that WOI‘d —_ .

.. 'Starley’ " What'Word?.; . . .7 T o

Meg. s That.word you sald, - .o o
- .Stanley.: What, succul nt=2r Lo

- Meg; ,-Don’tsayit A UL V{':..'

Stanley. :.What's the matter with it?
“Meg. . You shouldn t say that word to a married woman

L]

Sy (The Birthday Party, P 17)

-"-1

' : Meg obviously does not understand the meaning of the word and relates it
. ..‘to a sucking oi the breast or possibly, to fellatio This little misfake

. creates simultaneously humour and tension The audience is amused by the |

s
' SRR

- _recognition of the words as having a value Teyond their definitions and by
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.;v 'that these words or the use of, these words entails.. L

s .'innovation that is the most characterlstic and commented on feature of his

.pIayS : . 4‘ " ‘

*._'while Chekov s is emphasized and partially abstracted from the. sxtuation

: :.;" he (Chekov’) is creating

.'3‘

i
5.

Meg s somewhat ludicrous mistake They aIso react o the sexual tension

. ,' ;{_ o i .
. INNOVA’PION IN DIALOGUE
_' It 1s in the area of dialogue that Plnter has achieved greatest
o recognition for innovation ih his work While in both structure and

. .diaiogue he has introduced something new to the stage this 1s the Y

LI

'..

B ‘ PR by . LN
‘,7(‘ .. / \ . . .

Virtually all the critics have noted Pmter‘s introduction of a

dialogue that is far more naturalistic than anything that preced’ed it Iohn .

-’..'~.'Russe11 Brown, writing in the Gritical Quarterly,al compares Pinte’r to
o ’Chekov in the use both make of detail and the mundane Both are able 1o B

. convey character or emotion by simple references to objects or sithations o

. N
4

K "'that might e5cape normal attention Brown howeVer does make a ) :

distinction between the dialogue of the two dramatists in, that the use of

- detail in Pinter 15 and remains part of the fabric of reality, while ir'; Chekov S

o the use of such detail is more self-cdnscious in that it is given an almost\

’ .symbohc import Pinter 's’ detail is part of the situation he is creatmg

5
st

s

"’ Esslin comments that Pinter

L has a remarkably sensitive ear ior the real speech of realb L
L ,;'people His dialogue is suoerficially at least ofa. .

H ., 1. -.A’
i ) - . . B ~_1-.'.-,.

Brown Iohn Russell "Dialogue in Pinter and Others" Critical
Quarterly, Vi, (Autumn 1965) p 223
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Y

' devastating naturalness. He n.ot only captures the vocabulary

. of réal conversation but also the quirks of repepition; ‘mala- R L -
o ,.'.propis / tautology, Spurious l[.)gic ‘and verba{ incantation TR \ R 3

] which erVade ordinary speech and Wthh hitherto, had been SRR vl

) .‘largely miSSed in stage dialogue that attempted 1o Qombine o L
T *naturalness with' good grammar correct VOcabulary and logic%:l R e _
L .'progression of its reasoning 4 o, . .""_ R

‘l . . . . d B ' -‘,'-.,',,

o Esslin too compares Pinter with Chekov in that though both deal with the : e ’ ‘ '
.. i'unspoken reality that ordinary speech reveals Pinter does not have to use a : - N '.' ;

- "language as rhetlnrical as Chekov s to achieve the same effect 5 ' S ; \ !
Pmter himself in’ one of his few pieces of critical writing, has S ‘ .
FERR [ . ' A R :.' ;

' dealt m considerable detail with his use of dialogue He states that he has
; refused to give characters a language which would not be theirs Whlch .' . ',': ‘
l‘ ~""wou1d be totally out of place in their mouths As a conSequence ‘he,’ to a

certain degree allows the characters to determine their own development to T A

determine what they wiil say next This should not be confused with a form i {"‘:' ,

‘, of automatic writing, rathe’r i}t should be seen as a striCt adherence to nature. e ,

-"

Pinter observes and writes t‘rom his q;bservatiOns "You arr%e and' you PR RIS R

r v

‘11sten fouoWi“g the clues you Ieave for yourself through the characters- .|6 :
. :- Apért from. his. observations of the various elements of reel gpeech ’ .
“he has also noted tht he' calls twor silences' uone when no word is being N -
': : spoken The other when perhaps 'a torrent of 1anguage is being emplc’y;d "7 o T L

‘, ‘ He maintains that it is not merely from what a person says that we determine

- v .

'b'f

e . B ‘
., Lt .

Esslin, ",Godot and ‘fils Children" op: cit 39 e s

Esslin The Peopled WOund The Plays of Harold Pinter, (London, N T
Methuen, 1970), P 196 SR . I :
’ Pint r, "Between the ]iines“, o_p__cit T S O DTN :
e, . L. X _' , ".' " P ‘. "ot R ., R ) ""’S
o 7 ; R ‘, ..,."“.: ’ e ',“ ; e , -3
- : Ihld ‘ :-" J‘ ) - :« . ' LroeE . . ;..‘ - k; o . . ";
N ' . , : . )




o And even*his speech his "torrent of language" does not: aIways convey_'\
. - \

.,'i X . - N W .‘

o r*“P-interesr;}ue“ has all but become a standard 'adjective to descr‘ibe T o o
dlalogues such as those found in his plays ! His reaction to this dubious
.form of fame is What might be expected “That word! These damn words

,' :and that word Pinteresque particularly - l don‘t know wh.at they re bloody -

;'well talkmg about!"9 ‘ '«‘if- ;s‘ -:_ R AR :

’ ,"'speech ,has dared what no one. before h1m would And he has g1Ved the lie

D . »

. . l : . -

By s . . 33 U

e e - v .. .

v LA ' - . . M . . . P ..

¥ AP . ,
e . L . . ~

. . LIV et . - Toe g St

. . P h . . . " . st e, o . . .,

: - * _“' oL . B . - [ . . : coen T, e oWt R
A . 2 . ,' N PR ' . : e . . DI [N

.'r:-_: who he fis but also from what he does not say a!nd how he does not say it

t . !

I A . K

a

what the words themselves mean Speech tends to be an indicator of S

emotions é’td sensations that the actual words are attempting to hide

4 .
I8

Pmter sees speech as “a necessary avoidance a violent sly, anguished or .

_-\ A _l .

mockimi; smoke screen which keeps the other in 1ts place _it -1s..a con_stant -

o . . e, #T - [ o T

i
TR

stratagem to cover nakedness" 3

e Pintor s ‘facility with ordinary speech his ability to tuse 1t for Lo -

;,,&‘n s

dramatic effect and his pauses are so characteristic that the word .‘ '

v,

T‘, t

‘e

e :_,A R Aj
'

Harold Pinter with hts uncompromtsed transcription of ordinary

,
ot . -

L aspiring novelist who wishes to write absolutely naturalistically ‘and is

g N describing a lovers‘ conversation lhe has just OVerheard)

Now such a love scene as that has never been written down,
it was- entirely decent yet vulgar 1o ‘the Nth pewer:,: chkens

~“would-have matle it ludfcrous - & gross injustice. Other men; " ’ oo

* men who deal with low-class life, would have, preferred idealr :
izing it - an absurdity For my own part l am- going tomeproduce

. [
o

S 8. Pinter, f'Between the i.ines" g&_cit k ,' DRRRIREE: _: ":,.:..‘ -

“‘9 Crist Iudith "A Mystery Pinter on Pinter" Look December 24, P

-1968 B 17 L
: o , E% ,- ' :
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oL . R M
T S S VP UAEUNASRT S
. » . . - .

T e
PRSRITRISUPIVEN

;.v
.

'
Bl
!
EY
¢
&
1




" “The world of drama ‘. is or should be the ?ceﬁ'ld of emqtions and ~"\' ‘

: -_'-the Schoolmaster or the newspaper has not corrupted it "

M U N . L. IR

Lo vit verbatim without one single impe!rtinent suggestion of any ;" Lt

point.of View save that of honest.reporting.. ‘The reTult will-

:’lj' be something unutterablyi tedfous “Precisely... Thatlis the,

. _‘,,stamp of the ignobly decent life. If- 1t were anythmg but tedious
Lt wouid be untrueil‘.of : SR -

e 'IJhis comment from 1891 is echoed ih 1962 by Allardyce Nicoll

5

'

v

' '_ mtimately "u Nicoll sees the pf‘oblem of the modern dramatist is "to iind

~

_‘a form of language which may have srmh a connexrqn with our debased EASN
'f,"common speech as the standard Elizabethan bIank verse measure had thh the
N :richer less stereetyped and more expressive familiar utterance of that ; :

B time" 12 Yeats connected with Synge and t-he deVelopment of the usfof

¢

- naturalistic speech in the I.rish theatre still demanded a heightened language

a He iike Synge, rejected the "joyiess and pallid words"13 ‘of Ibsen and Zola

e .
., 5

i ,_while recognizmg their other dramatic achievements His concht of a.,
R heightened language is cox,tained in the following quotatien from his program
- for the new theatre “Language was still alive then (in Shakespeare s time}, _:'_: i

» ,"alive as, 1t is in Gaelic today as 1t is in English~speaking Ireiand w,here

R

14 j‘
B '

-'..“. .'

~.Nicoll Allardyce. "Dramatic Dialogue" in Perspectives in: Drama, ed’

K

' Synge Iohn Millington Preface to’ The Playboy of the Western World in

, .Yeats W B "Language, Charactér and Construction" in PlayWrights ',
. on Playwriting ed Toby Cole (New York Hill and Wang, 1966). p 39

Ly

. 'everyone knows that our common speech has no. power to express our passions - ’

4

10 Gissing George New Grub Street (New York Modern Library,1926),
g : joL. Calderwood andH E Toliver (Toronto Oxford 1958) p 31? B
| '??."-,Ibm Casay L e T e L
‘::.4413:: ‘ . ‘ el 0 e .. . 0 . N . K N
| -Collected Works ed.. Anr} Saddlemeyer (London Oxford 1968) p 53. S
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These gentlemen failed to see what Pinter was able to see - that

r

it was not the mere novelty of speech (the use of dialect or speech o ‘." PRI

K

mannerisms not common to: the general audience) that could be effective,

o but also the ordinary speech ilself “'Real' speech in all its disordered al'id R '. e
inarticulate barrenness"15 s 1t has been described PintexJ has shown _~ e ' ,,":’

that the disorder and inarticulateness of “Real" speech is merely superficial - - S
-l that, in fact this disorder is an oblique but quite articulate expression of e o "

the emot.ions of character. "

.. . R -~ . O AN .
.o PN - ‘o . v : -

4 . - . ., - N N

. g H . k

The p!articular weakness of Ibsen s form of "Realism" can be seen -_: P ]

[, -t -0 N i
. . . 3 . . .

by examining the following passage from A Doll's House PRI o o 1'
\ He’lmer Do you remember laSt Christmas" For three whole PR
weeks - you, locked yourseli up every evening until '

C T past midnight ~making paper flowers for the Christmas i
e tree - and a’lot of other things- you wanted to surprise :
o o0t ous w'ith Iwas never .go bored-in.my. lifeI o :
.+ :%  Nora. ! I Wasn't ‘a bit] bored: .- T . :
ST Helmer (Smillng) But Tt all came to a rather sad end didn t
e R it, Nora? N ‘ o ol
e Nora Oh do you haVe to tease me about that again' How could R
I help the cat coming ‘in’ and teaﬁ'ihg it all, to pieces'516 T "
. ‘In this passage the whole even] has to be carefully explained to g
the audience or the effect of the recollection is lost There is a degree of ~ " '
l LU N » . . ‘-..i\‘
falsny about this conversatiOn which is supposed to be superficialiy ligh,t S H
and incons#quential while effecting a revelation of the two characters e
’ Ibsen because his sense of what is "real" is more restrictive than Pinter s, | I
) is unable to allow what would normally be unexplained to remain unexplained
. 15‘ . [ .. . ‘e . ’ : . - o . ”..n.. . . ) 5. .;
Calderwood Persgeqtives in Drama, op cit . p 337 SNy T S ‘
I" 3 : [ ‘-. R
» 5. bsedy, Hertik | Six Plays by Henrik‘lbsen (New York Modern [T
Library, 1957) P 7= 8 . S e e 4
I . . . fooe a N ‘/ .. '\ N :1 :'
g ' :" ?’
” e ," . 4 -1:




| s . j Bk
Coa e . ./ . -: 3 - ) R w al .‘. e \.‘ .. o R ,)!,
‘ Pmter would not havefconcerned himself With the activmes of the cat e , VAT

v It)ut would have 1et the substance (the fact that Nora's surprise came to .:‘ L

A..,grief) °speak for itself Equally unnatural is the fact that the passage is - "., L
. SRS ~ PR
B '~-~composed of orderly grammatical speech < something that one is unlikely‘ e )

to encounter in a relaxed and 1ntimate conversahon between husband and S

. ,l n . w.'tfe. .

“ : . The "heightened language" demanded by Yeats was a language RO A

- s el . -
T U S L -

“SBEsEe Bage he T e et

which had ta be beautiful and vivid and thIs he mamtained eliminated

4 a the ordinary language of ordinary people which was a dead language L [ o ;
' .Yeats thought highly of Ibsen s “sincerity and logic” but felt only an L N 2.
‘:"imperfect pleasure" because the language lacked strength The poet ] '. < 'l'ih .
" s own concept of what constituted heightened 1anguage as it could supposedly ’} IR -;.
- . ’ L ' - .".. .'...
. sbe found in’ the mouth of the Irish peasant iis seen in this passage from ) 4 : -
Cathleen Ni Houlihan S o AR {)
Br‘idget That s no wonder Why should she look-at’ it when she IREA ‘
. " had yourself to look at, afine strong young man? It ARTRRERIA 0
. i proud she must be to get you, agood steady .boy " - e
“that will make use of the money . and not be running R A
s through it or. spending it on drink like another. .= . - S .
Peter It s likely Michael himself was not: thinking much of the A e
- fortune either, but of what sort the girl:was to lobk at: . R B R
Michael (coming over 10 the' table).! [ Well,. you would like a nice ¢ L. e
comely, girl to be beside you, arid to go\walking with’ you.: A
-~ The fortine lasts only for a while, but the woman will be AR -
,. there always 8. o A o T PR it
, This 15'a strong lilting speech filled with constru,:,tions that are poetic L t L S x
'.";This quality coupled with images and aphorisms givesit an effectiveness- i SR B
-',"'.,17_ Yeats W B in Cole, _p_cit p 38 7 . l - : % i
18 Yeats W B in Collected Plays (London Macmillan. 1953). 2 ;P . %’
.‘ ’ % I:
; ' . X




: beyond what is described as "ordinary" speech
The following sequence from ’I'he Birthday Party will demonstrate - R W

t'.

- . i

the dtfferences between l’mter 's d1alogue 't.hat of. Ibsen‘s " realismn and

Yeats‘ "heightened language" ThiS oﬂquence 0ccurs towards the end of - ' , " ‘

‘ the play after Stanley has suffered his breakd in It is the morning after |
il

the party and Goldberg has come down his no effuswe self : " . -

' 'Goldberg (sipping his tea) A good v{zoman A chlarmlng womari.. o L
N . My mother: was the same, My wife was identical TN
- ‘,Petey “How {5 he this morning? R N '_ BT RS I

_Goldberg, Whd? .- " R VR S A A
. - Petey." Stanley Is he’ any better'> A T U S
~'.';Goldberg (a'little unceftainly).. alittle better ltrrink ;

s o7& little-better. - Of course, I'm not really qualified to’ say. DR
UM Boles . Imean, I haven'tgot:the +., the qialifi- .« %0, o v
0 o ",cations The best thing would be if someone with the AR P Y
" . .~ . .proper... man qualifications . was to have a'look . - o Y ai i
SN o e tat hims Someone with a few letters after his name L T t

e S0 makes all the difference T PRI . T :
Lo ' .',Petey. “Yes. .| T Lo : = -
L oldb%‘rg Anyway, Dermot's with him at t’te moment He 's ! o Lo b
e keepmg him- company ] ‘ R .' . e L
',_.Petey Dermot? e T SR TS ‘
o Goldberg. Yes. ™™, TR s LT
P 1. Petey. Tt's a'terrible thlng {.’-' U A I S
SR . ':Goldberg (sighs) Yes.- The' birthday celebration was too much " ] .
C , . for him D R l . ¥
" Petby.. :What cdme over: him? S IR fL §
C -I’Goldber}; (sharply) : What came over hlm‘> Breakdown, Mr Boles o . , :.{:'_

- Pure and sn‘nple Nervous breakdown R Lo i‘ s

- K 'S RN L. . "l_.' .‘.
e .. . R

Lree

e T I (The Birthday Party p 71) A

:-Goldberg 5 effusweness is almost immediately dest royed by Petey s question, ’

.Y’ ! )

- a. question which indlcates that Petey has somg idea of what happened

et ; R

) the mght before even though he was out durlng the party b As X:! result :.‘;ﬂq

\_ ) ':'..- Goldberg has to be extremely careful what information he gives Petey andl R R S ,
o 'his speech consequently, loses lts normal flow and ease. lie/is -_forcecl.into : .
o o S S R T
' ’ ! - .“' :'f b




L language of the tenements the suburban cottages and the city apartments ‘

I : T

! .‘ " oy
. N B ‘ N .
. K o N
- . “ [ . )
A . . ‘ \ [ . -
. ) P ! )
N L . L. . . VT
‘e N T [ ,
’ [ v,
b .
. . * N v
e o
v .
v

‘-"«:pauses repetitions cliches and“inconsequentialities "I.‘he'se" mannerisms ' o . ":‘_.'
:.,_""are the, mannerismsof normal conversation and mannerisms which‘ one would’y : .l &
-; ~find only ]1 a Very limited wayl in' the works of either lbsen or Yeats -'-, ‘
A they might have found it, diificult to sustain their dramatic situations under ! - " ._."; ‘
such circumstances Pin‘ter however suffers no SUCh problem | In fact | " : . ;
. e . LLoE g
the use of these mannerisms contributes to. this particular dramatic s;tuation - o ;
| adsLng, as it does to the te}nslon of the scene Both Petey s questions .
v _".-and his replies indicate that he is not entirely satisfied with the situation.' .,’- - .;..;
-_HIS brief "Yes" after Goldberg s disquisitiop on qualifications has la tone moge . a}
‘ot: i‘rony than of assent And as Goldberg begins to relax after Petey says o
: ";j" It sa terrible thing." ' he is brought up sharply LWith "What ca’me over him'?"l"-.; ‘ ’
"This last question 18 not merely a matter of conversation but implies that ,[‘ - i
d :"Petey WOuld like an' explanation of the events - ’ g ’
Pinter 1s mnova@i\/e in that he makes use oi all the facetF of ordinary _ :
'”";'-conyersation that people do nclt always talk in a logical manner that they. t ' q
are not entirely COnsistent that they arel not completely ﬁﬁent or grammatical | "1_.'{’-2 :
.'."_in their speech that ‘ther’e are awkward gans in conversation or. simple o : .‘ l
strugglings for the right‘ word No.r:has he presur\ned that people al,ways . ) ;
; ..say what‘ they mean. He has observed~that people Erequently talk trying, L 1"
'.for example to e;ny;y an impressmmm%hey are - ;
""-.-:...iinwardly shaki’ng In his plays Pinter has been abie to convey the reality | )i ’
i __of the attempt asﬂ yvell ‘as. the reality that lies behind that attempt ' ¢ :;
. :_ Pinter has demonstrated in ,i» his piays an ability to use the :. :

7
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In the followmg sequence from The Dumb Waite]r Ben and Gus two hired RN T

P,
—
1
——t b
%
-
P
R e o VNS TE SZ
‘
e
5

e,
' .;x . . ‘

gUnmen are waiting 1n a basement room to receiVe their ordersi Since BN IEONENURY B S

£ the play began Gus has been attempting to flush the toilet without success ’ -':-.:{ ‘ S _'Ef_

and asks Beri what the problem might bei ) | ‘ ', _ T
‘:.B'en: ,'. g Nothing "':;' S ’ .' . ; : . .-"‘ { o i: . ‘
UL Gug e ‘Nothing'r‘ : C e ! B T '
,wiBen. It's got a deficient bai_lcock that's all l S . e
Gus A defici,ent what’> _j‘ ot g '; L A ‘ :

.|.-Bém. : |Ballcock, T e e e
© Gus../ ' No? Reaily? R P T PO P SR

“ ‘Ben.: ' That's whatlshould say. . T T e T e e
Gus .. Gbonl ThatLdidn't dcour to; S . IR

-l Gus wanders qver fto his bed and: presses Jt‘he matress, ¢ - - EERE S

;.. +1didn't have a-very restiul sleep, did you? It's. notmuch of PR
e :'-'= --a bed I COuld av don with. another blanket too. (He A ,." _' R
L7 Gatches' sight( Jpicture on the wallj . . Hello, What’s .this?. - AT :-j'

; _.'-_,-'-".:;'";'5'~\".,'"'(Peeri'ng at'i) J,"I‘he First Eleven". Cricketeers You seen . ,' e

.o this, Ben?...; , " e L U P AU S T o
L Ben: (réading) i What? . e R, 2;';‘,,'/‘
- \GUs .- The first, eleven - f' P -', o / 'f Lol ‘

N Gus{ ) “Thefe' s ‘a photo here of the f?rst eleven / Ce e
:Beri ' Whatfirst eleven? .= " U N \
_Gus (studying the photo) .. It doesn t say e D e

Ben: - What about that tea? o ST e e | .
Gus " : They all look a bit old to me: - - v T ! | ’ L et
"Gus wanders ownstage, iooks out front then ali about the wom e ) '

S Teroom. L it , .
G d wouldntlike o, liveinthis dump Iwouldn t mind if you : T R
' . had a window you could see what it looked like outside. .

(The Dumb Waiter ». 39) AR

The conversation here is hardiy a logicai one in fact iil:jappears, SRR L

.:Lto ‘be simply' aur;,ono;ogue by Gus with grudged responses from en I:It :. £
begins with the toilet moves fto the bed the first eleven and the room | ‘.
3 j-itself This conversation makes use of the tendenc; neople hane to repeat P '
' ;themselves and Pinter does not as most playwrights would hTVe, attempt to L %}
B I I T ' A
e SRS SERCINE “. : KO o ““ " -" W""W'Mimsw:mu-xm R o

L et
R T A ] A g
"‘sn
,r{tf
R
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., Gus s emotional state is reveaied but not in any exphcit way (with the

L to fill the time with words instead of thoughts - thoughts which could only be

-_‘. of htﬁ;coming task thoughts wrjich make him uneasy N \ .:- ; =

' it - '
3 i .
v ’ .
. . N -
' s B .
M n Mo . .o ¢ ! '
< .o Hl
: PR
v ' R ~ °
o Voo - . . - . .
.34 . . .o
P oo ,' . . . ) .
. <. R i ﬂ . e

. excise the apparently irrelevant pieces ' "Appargntly irrelevant“ because S
] : . : '

to'Pihter all these pieces are relevarnt, He uses them as the different B .

reactions of a character to a situatioln all ‘of which t‘eveal in one way or

E another -th'e ei‘notional state of the character In the sequence just given

[}

A 1

] . . [

possible e5<ception of his statement that he did not sleep well) His Sk “

., . .
0 O -
. voa | ~ .

wandermgsifrom topic to topic his attempts to keep Ben talking to him are all

Y :

' evidence of his feelings of uneas.tiness his restlessness He is attempting . 3 O

/'\.._.

‘

e —

N

. R e / 4 y ‘ ' : -
‘ In the next sequence there 1s aLsomewhat similar attempt to maintain
conversation - but this time both characters ar domg it. ln this play Iames is -
.,. S R
l attempting to find out if hls wif)e Stella has had an’ attair w{h" Biil in whose -
W flat this conversation takes place - ',f’ o .". e ¥
o ‘ 2 ;'. o ]‘.ames_ I bet you rea yvow at parties : o !
: ';Biil... . 'Well At's nice of you to say S0, butl wouldn t say I
©f, o L - wids all thédt much of 'a wow. L .
" James. Go'on; T'bet you are. (Paise). =7 e ‘
" Bil. . You think I'ma wow, doyou? "t ULt
' James: At parties I should think you are. L PP ¥
Biil " No, I'm'not that. much of a wow really. The bloke I ) 4(
R ushare this’ house with is, though. - - ,, A oL
S J'ames Oh, Imet him.: Kookedajolly kind of chap e '
; E Bill} Yes, he's very good at parties Bit of a conjurer L ' ST
]ames Vhat, rabbits? " L ST e
_ - Bill, ell rnot so mpch rabbits no "-; S A
o o . James.. No rabbits? " ' ' ' |
“ 7+ " Bill. .No. He dOesn‘t like rabbits ac*.tuallyi They Ve him PR
L hay fever.. : Y/ A T
Iames Poor chap's PP S _ e .
Bill Yes its‘apity oo . T SRR
L ]ames "'Seen a doctor about it” wore S T
.+ Bill. Oh he S. had it 5ince he was that high.'-' o e
. T ' N . Y :
. T N Sy . ‘ ) ) : ..
g st v » Barrrtigr iy g b P-rr it —1 BT
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- nor is he interested in Harry 5 conjuring ability In fact it is very

. Lo . . 3 » ST
) . . [T T ST FR . s o it B,
R B N T . - . .o : .. o (dJ
P )
. i f a R PR
. 1 « A f
3 : o -
- . ‘. i LN Ll :
o '.' Te .
. N 1 s
- . . » -t
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: ' 35 : e 3

v o

' ]a'mes' Brought up ln the-country, l suppose? S SR R

Bill ~. In a manner of speaking yes T L 24
«Pause . o e ~,J"', SR - &
Ah well it 5 been nice meetmg you old chap you must come ' R
'again when the’ Weather s better . A - :

< (The Collection p 22 23) ,

~] - .
[T . , e

' ..'conV‘eys Iallnes 1s not really ijiterested if Bill is a wow at par tes or not L ;

a

doubtful I.f Harry is-a conjurer f i Iames here is trying to disarm~Bill

e that he caﬁget the truth out of him

i

not Iames will attack him and is rrying 10- play out the conversation $0 that |
]ames will get bored and go away At the end of this sequence ]ames does ‘ -

actually attack Bill o ' o A

.

Lt vt R " . WS . ‘ P

. These two sequencps one in the language of the Iower class the other

-, in the language of the middle class bot demonstrate Pmter s ear for speech

'nuance Ben speaks with a degree oi technical knowledge of the "deficlent" SR ';.

(defectiVe) ballcock almost as if he had spoken from a text book Throughout h'.;
The Dumb Waiter he recounts the stories he, has fo'u.nd in the newspapers el
in- the language of the newspapers Iames and Bill talk ina falsely hearty o _ ‘
.\m'an er ("WOW" "jolly kind ofl chap "old chap") almost burlesquing E ‘:
the speec mannerisms attributed to.the;upper class in an attempt to appear-"_ e ‘ ‘
0. . .o u\--.~ :
at ease w1th e ch other - an attempt which is quite obviously unsuocessful .
shows an awareness here of the assomative Tode qf ' 1;4

perception Gus be ause’ he is distracted because e is try’lng,tg ocqupy - ‘ [ '

| hls mind is moving fro object to object as it strikes him He could have .; '

: SR RO

ThlS conversation on the surfa(:e is totally irrelevant to what it o ‘:. oo g

/ ill is not entlrely sure whether or o - it

e
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with Bill and -he moves it over a series of ideas with the intention of avoiding

-mterested so Gus returns to his previous thought - his living* conditions

.Such pauses fxlequently followed a dramatic revelation and were: used to g

P . Tl Al " t 2 Y

.‘36— "‘. :l..

4

carried on a discussmn about the quality of his bed but the plcture of the
! N . ‘ k-\"‘f":.‘:t" N

,'first eleven captures hlS attention and he starts on it But Ben is not T

- The conVersation between Bill and ]ames ish almost entirely associative as

. ‘i
s . e . \ - :

conversations tend to be when there is, no logical ground foxf their existepce !

o except the need to talk and keep talking In t}d\is sequence the control of the

. substantial level of conversatmn lies w:th Iames) who can revert to his own

., )
subject at [any time Control of the superficial lfavel (the WOI‘dS spoken) lies

-
-

the substanltial level and any conflict Ovith Iam/e ’ L ‘: -

'

a Equaliy 'innovatiVe is P’lnter 5 use of silence as a dramatic device

_While the dramatic pause has always existed it has had a tendency to become'.

.'a histrionic pause and is seldom an element f naturalistic conversation

‘ A kN

_intensify"it Pinter 5 pauses and silences & not always the products of a

.revelation and intended only to heightenlt

l

at situation Rather they tend to- -

' be the pauses that occu.r when worde run ut, when there is nothing more to' .

i

: v'.say or when a character is searching for omething fo say. Stage characters EEAEIE

before Pinter 5 were generally fluent if niot always grammaticlal There was |

- .".
v

-'-'seldom a pag_e ln conversation or, if the e was it w was of the kind mentioned .

"

"'above or © allow” sorﬁﬁf"action tc? take pla e. . LT

The folldwing passage from The‘Homecoming (used previdusly)

o B PR

- shows just how conversation -can flag and how it need not be in Gissing s. ’

l . . . : A : o N o . . : ST o
vqords‘,- "unutterably ,tedious“_.". C e e e
:. A . O ‘ T Y . RV - i' —-_.' la B . ° (', . ) .. .
" ' ! ’ ' -

- .
o
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.r".'.'.' S : 37 ’ '4":.: ‘ .‘Z ‘\ "f, N :'. //Af . :
SR _T'eddy I ve jUSt come hack for a few days B SEDNNS -
.y Lenny. . Oh yes? Have you? N SN L
RN Pause. ': .. S A SO UL T e
' 'Teddy * How's the. old rnan? L I ' L e
¢ -Leriny. . He's in the pink B U e A DU PO SR
Lo Pause. S T P '!‘-.,
© .7+ Teddy. °I've been keeping well.. "~ IR ORI ¢
R Lenny _'Oh ave you’P o P - Y %
LY . Pause. % ST P - A
e .. ;. Staying the night then are you? ol co T e T
. - Teddy Yes. ' L to. L _ _.-. . C ﬂ R
L 'Lenny_ . “Well, you can sleep in: your old room IR C ' s ERE
S ;Teddg."" .Yeés, I've been’ up. : . s
... Lenny. .Yes You can sleep there B
e L (The Homecoming p 26) o ( . b
i Teddy has Just returned from America and entered his home unkn0wn3 '
I‘. O 3. . LI ' " A . " ‘; b 5::
to his family whom he has not seen for a number of years His converSation o i
R ' f “ e ;:'rs‘-ft'
. with hls brother Lenny is almost embarrassingly empty Yet, while empty .. e e *%s
: |.' it has a distinct dramatic effect in that this very emptiness those constant %}R_’ : .
S Lw ] : ‘ : o R
! , . ey ' .. _— LN li: )

. ‘

o

pauses create a degree ‘of tension and underscfre the irony ‘of the title of et

the play This is no great homecoming ~.aqu et entry in the middle of the

o
M »’ [ . “ e Tee s N
o st . . f . . . S . . .
0 . . . . . P
. ' . are - .
S S - N . - . L. .
. e o e . C
oo ‘
‘

' f”mght a desultory conversatlon with a brother

In additzbn to the pause which prodimes an ironic echo of the words

juSt spoken Pinter also makes use of total silence in some of his dialogu‘s

n

B The Matchseller in A Slight Ache never says a word from beginning to end

MRS N
M ol

Lo RN - L

Of the Play despite the fact that both Edward and Flora carry on lengthy v } g |

: conversatibns with him This play was written for radio and thus the SR ' :

audience could never be certain whether or not the Matchseller actually ( ) 3
existed ‘or ‘was, merely a figment of the'characters imagir!ations The effect ,':'

B of the Matchseller 5. silence is to produce a lotIuaoiousness in Edward and .

ey

'

L Flora which reveals a great deal of their characters' In The Room

B R i L il B0

ar
W
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4' N ’,‘ " 3 - , '}l. v
’ IR
, Bert Hudd remains absolutely silent over his breakfast while his wife Rose 7 e L
' . ;-1. ) N ...__" .,"‘ v..x

. [

: rambles on- about the weather the room; the cold and i doing so introduces ol L

. . * ’ ) ’ ‘ ‘.’1

. ) . . e ST ‘, SIeaw e i A

g the audience to her fear of the out51de Ce e e e L E

Pinter then, ,has made use of dialogue in an almost totally new - .‘ - oL

l

i way\ He has seen that both sound (as normal conversation or as monologue)
’ Sand silence (as pause oi’ total silence) communicate and evade communication S e

’
1

_~~Whetteas on one level a character may be attemptmg to reveal one thmg, on IR T 4

‘another level he is revealing another thing that he may not have wanted t0."

: ;reveal‘ or’ he may be attempting to conceal something on the superﬁcial T i"
' level which on the substantial level he is actually revealing Plnter has seen P &
. = . ';fl’

i
. E ) ' ' R "‘ . .J
5 ,that silence need not indicate a loss for words but an emptiness filled with a I

I

bdrnhu

" multitude of res onses Simxlarly conversatlon 15° an emptiness filled with Y iy '

o words which while superficially a logical expresslon of a particular

‘ sxtuation ‘can mean m dramatic terms something quite other or more than the

. 1 N .
¢ : oo B . PR N ||

i speaker intends Thus for McCann to sit quletfy tearing up strlps of paper o e

b in The Birthday Party speaks as eloquently his fear as: do Goldberg s great : e 3

[

L monologues on his dead relatives What Plnter has realized Is that dialoguet ' IR e

need not b@ ordered to be dramatic To be ordered ls sometimes to be LoE by

-~
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ACHIEVEMENT IN STRUCTURE |

Pinter S structure as much as his dialogue demonstrates his

'l,careful craftsmanshlp Whlle he speaks of not knowirrg’ "what kind of

"characters my plays will have until the S well until they are"l and of

.y S

: 'trying to aVOid imposing an order ‘on life he {s’ qulte clear about his 0wn

N

,. - . ‘ll.

role in the process - that his main ooncer,n is "to get the structure right" 3

l EEV

'_'And of this concern he said at another time "The only order I can impose ’

Coe

' is in the structure of the play That s the joy, doing that “4

Y ..

That Pinter takes pleasure in créating hi.s structures can be seen

by examining any 13 his works - in this chapter The Room will be considered

as a representative example The way in which he presents informatidn the

Way in whlch he initiates develops and maintains tensions the way in which

iu DEIEER

the whole structure is moved rhythmically to the end all polnt to a

considerable skill and care fn the qreation of the struoture oi each play
. ‘ ( . .

) e , e The Room Pinter 5 flrst play opens with a monologue by Ro[s

} .
.|

Hudd v‘which is’ almost the equtvalent of ar: introductory address, with the

' notable difference that it is much closer to reality than a formal dramatic : '

.'t-
)

Frologue Rose s monologue which is directed at her husband who is

" siIently reading a maL;azlne and eating the supper she is serving him, i ‘

l

Bensky g_g_cit,p 24 Co e ) R,

T"z l:,"Lewis Peter' "Fascinated by Unsatlsfactory People f'Time.gﬂTide; Lt
XL, (IuneZl 1962) P T AT

o

":",'Bensky, gp__clt ,p 26 . : 3
4 "Lewis op cit . p i7 -
bt "-.‘"S T
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- é " determines the setting, gives a limitLd amount of information about their : _«: "'. " i : ',
E ~-characters and initiates the mood .of the play In hexi ramblings Rose : f r
g indicates that the weather fs quite cold and that the h0use they are living' . —f. J *
; ‘:,in is ~not in the beJt‘of conditions . Bert is apparently a driver and\has to ’ : { ;
,f ok ';‘g‘c out on some errand as s00- as he has finished his meal Throughout R .: i . '
3 W ! | . ! o ©a :
:j'.the WhOle Of thiS mOﬂOlogue ﬁose gives a defmite impression that, she would . ‘- - '_ i o
‘ :p'refer hé stayed in and that she herself has not been .out in some time... Her - .‘: .:\‘ } .
: ‘repeated references 1o, the basement indicate that she is slofmewhat uneasy FAR T
.'.".'.'about it and it}s‘pcssible‘occupants. ! ,-\ .. | ; . ‘ '
T This sequence with its referenoes to inside and outside to the. L = , ! M I
' .:?u.nknown occupants of the, basement initiates the tension‘ that will be the [ P u ‘
"basis -of the play This tension Rose 5 fear of anything outside the room is ; ffj
not presented explicitly, but rather suggested by her movements and the . o i .
_ ) , Hee
- rhythm of concerns m her Speech The food she is serving suggests to her ' l ' l
" "',the cold outside and thus by comparison the warmth inside This brings up J
_‘ano.ther comparison the warmth of their room with that of the basement . ) N ‘
- ‘-‘With a sligh’t digression to the food she reverts to thinking of who.lives ' .-.4 L :-,‘(:
in the basement and the conditions they would have to live in‘ Then » again ,<
she thinks of the food of the comfort of the room of e cold She next” ’,.'{."5,-: i |
mentions that she has' not been out‘in some ;ime and that.Bert has not .been )
: : -well recently, and it is lucky that they did not haVe to live in the basement S ‘ : )
while he was ill Again she thinks about the occupants of the basement that : R : :
: perhaps they might be foreigners of -their comparative!¢om‘fort, of the cold o | *
| outside of the ice orf the roads of someone outside, of‘ the basement of its ; ‘ 't
occup"ants' o E o |
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Throughout the sequence Rose is moving to and from the gas stove,

‘ the window the table and her ro?:king chair. Her constant movement and

e

chatter suggest at first that she is pampering Bert and that she 15
\ naturally talkative, !but it soon becomes apparent that she is tense - thoug,1 ‘

" -for what reason is unclear The appearanTe of Mr. Kidd breaks the monologue i

-

: ,'but allows 1ts implications to sink in' the th.reefold comparison of inSide .-' " :

- outside, warm - cold, room basement "Rose 5 movements to tbe window '

- K

: ) _suggest that she is looking for someone or if n0t looking for expecting=to B
' see someone'.' _ B ‘,' ; :"2 L ﬁ. ,' '

Mr Kidd who is deaf and who is posslbly, the landlprd or care- s

- >

AU q taker contributes to the tension through the difficulty of eliciting any

.;tn

- .' response from him The mptif of the basement is brt(ught up again when he .' '

R -mentions that he has been examining the pipes which are probably in the

l : . -
o basement and again when Rose and he begin coL’nparinq the room with ‘ _
* . the basement Thus Rose S preoccupation W1th the basement is developed

Another matter only briefly rrTentioned irl the first sequence - the K o

4

L

fact that Rose has not been out in .a long time - is also developed here. In. [

Rose s questioning of Mr Kidd it comes out that apart from not: having been Do L
ki . A }
. outside the building she has not even been outside her room She does not L r

- know how many floors there are in the building L)r if there are any other S

' . Kl
. . I .

L ) oc‘cupants While her initial reasons for not being out - the cold and her '

- . :

RR health - are not cast into doubt the impression that she is either extra-- PP

[ . ordinarily recluswe or that she has a fear of what is outside is developed in‘."_,

thisscene. R ';‘.",,' A S '_jE
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While the tension here is not SO sustained as in the first sequence, g

‘-

: o
, it is nonetheless sharper §0 the rhythm is different In the first scehe the

."l
o

"various motifs were introduced In7a somewhat fl!]hid manner each thought

_moving into another with a recognizable degree of association In this scene

the flow is broken for two reasons first that there are two characters speaking

o

) 1nstead of one, second that one of these characters is partially deaf and his

responses often bear no resemblance to the question asked This develops the -

. sense of uncertainty about the situation While Mr Kidd s answers to Rose s,

questions are not evasions by reason of his impaired hearing they appear to

be so His age too contributes to this in that his memory is failing He says 'f SR '

t one point that the house is " packed out" and a minute later that he can have

his pick of bedrooms, -'f'., ": L L

?." Mr Kidd leaves and is soon, followed by Bert who is off on’ his '

errand Rose moves about the room, occasionally stopping to listen and then :. |
chs out to the landing with a hin where she meets ‘the Sandses a young '-,,
couple~looking for a room and trying to find the landlord Almost immediatelyt
the uncertainty about the house that was initiated in the conversation with Mr.

v

Kidd is developed The Sandses are looking for the landlord but his name to

" their knowledge is not Kidd After a few minutes of conversaticin Mr Sandsi L

hearing Rose s surname is Hudd says that that is the name Bf the man they are

looking for. L 8 R ' e |

[

e The basement is brought into the conversation again when the Sandses

- mention that they haVe been down there looking for the landlerd While there A
3 , .

they met a, man whom they could not see because of the dalk bfut who was

v, N _'_". “‘. PR '-".. , . N “""".".,',.'(.'..

[—




- ) ,""I - . “, "'.- _"’ ., . . o A
very polite and told them that they WOuld find the landlord upstairs ln
addition he told them that room number seven was vacant, a piece of

o information which alarms Rose as that is her room

N

The Sandses while a pleasant couple !contribute to the tensilin by

their vagueness as much as Mr Kidd does by his deafness and forget-— S

fu]neSS They talk with Rose for a couple of minutes and then seem fto

. ,[‘g’ t

retreat into themselves to have & little discussion on some trivial subject

. -

shch as- whether he "perched“ or "sat down", or Whether she saw a star
= I, : .
These discussions do not involve Rose and she is leit in the’same position

. r
v

;. they impart about the basement and her room., ' _
: o e

-

because while Rose is speaking. she has at least partial control over events

The tension then is built here on irrelevancies - the triyial disputes of the :

N

Sandses which in their substarice have no bearing on the action.

. J . e v s o 3
. ‘ .
B | .

[P

Lk 4 abdut’it - there is merely a pause and she says "That s this room} " the

- .significance of this piece of ingormation 1is. apparent to, the audience who have_ X

, . o
".been given the impression from the earli‘ér scenés that this room- is Rose s’

e ‘0

haven of refuge This impression has not been given directly, rather it has

- '

- '.'been evoked by her comments and her reactions

. ! . R s . ,' . . N . . ’
' ETIN Ve . - - . 3 [
, . L . .
‘ B
.

\t

S . }(~,'

as a member of the audience somewhat puzzled by this rather fey pair This." '

- l - Thus the tension in this scene is built in conversations in’which Rose

has no part Those in which she has a part provide a break in, the tension i T

A major climax is reached when the Sandses announce that they have !

been told that number seven is vacant._ While Rose does not m%&a scene C

3 SIS UL S L .i -

puzzlement is also bound,up with a degree of alarm because of - the information» ":';




T | : [ . ! O
: 7 ' ": The Sandses leave and the tension subsides with their departing words .o ' % '::"
T PR : al -
' ) '_and Rose s slow distracted movements a.fter they have gone The stage : ! -
' directions call for hex1 to- go to the ro'cking chair rock .stop, ant‘i sit still . ; .
‘_In these movements both the audience and Rose reﬁect on the informatiOn that |
- l _"(has been given‘in the. lastscenej o \\ el , }
\; ; - | At this point Mr Kidd re-enters and both he and Rose talk at, CI‘OSS": j ' \
F, ,. purposes for a minute until she decidej to hear what he has to say It becomes ',{'; ;' ;
e j B obvious that Mr Kidd's previous visit was with the intention'of finding out Whent : ‘)\ , | A. J 5
N : D R :
: - Bert would be out and when he (Mr Kidd) could speak to Rose This sﬂt;q‘uence . i’ { )
, E reveals that there is a man in the basement and that he has been Waihng there ';' ‘
' ' for the whole week to speak to Rose. Rose contends that she cannot lspeak.,tow_"‘;". : . “
K ‘ t him because she does not know him until l\/l,r .Kidd threatens that the man will :-_: . f
- { i ".'.come up when Bert iskpre'sent- unless she sees him now. It is not make clear s :’;.'5':
c PR Y PP
, _:'why this man feels he has to avoid Bert un]ess there might be a degree of } C
: '_':'Ir; ' jealousy involved Rose finally\gives in. and tells Mr Kidd to- fetch the man ’ ‘_",' oy ) l"if‘
N i Up to t’his point the play has heen developihg from puzzlement to . . ”
. . puzzlement - the contradictory statements of the Sandses and‘Mr Kidd have made | .. L ¥
B r it difficult to deterrnine the facts of the situation This coupled with a lack

. ,., . .
‘ .o .

°f information about mat\ters which are only hinted at g what becomes an SR At

’ increasingly ominous fashiOn (er g all. references to the basement) . creates:"‘: :.; o \ L
.‘:Z :7 d.egree.of tension. as welll ‘as a degree of awareness in the audience so that | ,‘ } K
o { ..':‘each word‘ each line is'given a level of importance that miqht not’ normallyh B
- > be aocorded ordinary conVersation At this point the tension is’sorhewhat ;‘ r . .2_:
s .f :relaxed as there is an e)rpectation of relief from puzzlement Rose s’ ) " v , §
AN insecuritv has at least been given a focus - 1t is now a Iittle less frightening . , : :
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: appearance (he ig “Both black -and bitr § not The audience by this

T rea’sonofshis colour and his affliction Tl / R

'_Riley. '

She att%cks him for being blind for coming and upsettmg her Ilife for. .

,'-upsetting her landlord for trying to beg from her lt is very notable that
she says absolutely nothing about his colour the signiﬁ'cance of which can only . .
‘.':j“_be mferredv His message to her is that her father wants her to come Rame and
.;:’ a iittle later he says "I want you to come home " It is possible. to suggeSt

' that ’Riley ls Rose s father and that this is the reason for her reticence on the_

5 certainty A A ST SRS N, SR
:'1.:' While she is abusing him the audience ,is able to absorb the fact oi

Riley s appearance Her initial tirade is repetitive virtually unmterrupted

s -
| oo
B “. - [
. [ K A
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; S N .a s . , RS oo ~
a5’ T e T
‘ R D ' Lo e L T B
A .' Y R ," e x' ot e,

because 1f is a little more comprehensible or tangibie

-'!"

The man from }he basement {Riley) appears and while his conduct f ’

. .
4 v,

' n might be somewhat comprehensible his physical - -
point well tramed to see the s1gnificant in the apparently ins, gt

strams to determine the: 1mport of this figure who is" a double outcast by/ >
' " s |"' - . ¢

— LT " 0
K] 0 ._.____.___——.—“ ’.'~ i . [ .

- Rose s verbal abusing of h1m indicates that she knows who he 1s S

_ My name is Riley : S _ RS
- v.'RosQ., , l don t care ifit S = What'? That s not your name

ot "'..
. - . .

(The Room p 28)
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o subject of élour but this statement cannot Le made with any degree of ,;_' S

N M R ’ . el - A T ) -0 oo e

I i L - NI L, .'A‘_ =
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o » . . ]‘; ! .. “:i- :
and almost totally uncommunicative despite its great flow of words Its pace

.'l is rushed, ,as lf she wlshed to avoid having to hear anything he might say
L 1o’ her This is completely in contrast to the conversation that follows which L ‘* A
L e ' SRR :
o initially stychomythic, dimimshes to a point of silence ar}d peace N AT T [ 5
" . . .'E " .

* ! 'A . 7 . 'l.' i
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»JLhave a message for you, " ‘ R .
Rose. .. . You've got what?. How could you have a message for me, ! ,
Mister Riley, when I don't know you and. nobody knows I m here -

- and 1 don't know anybody anyway. You thin I'm an easy touch
‘don't: you? - ~Well, why don' 't.you give it'up. as bad job? Get T
off out ofift. -I've had. enough of this. . 'You're not only a nut,
you re, a blind nut and :you can get out the way you ‘ca) :

Pause. Lo

’ ',
v -

What message'~7 Who have you got '
Riley Your father w

-

‘

‘r”'

- / .
Rose. - Ican/f o

'/ ~ Rose! ' Téan't.

. Pauséi. . Gl
" Rose: © ' “Home? ' .
’Riley Yes ol
Rose.r B Home? Go now-,
Riley ';Tcr come home.*
‘Rose. . Stop it. I can 't take 1t
want"' v ‘1‘
Riley, ‘Come home Sal

Rose. ;‘7' What
Riley - Gome home Sal
‘Rosel . " Don't call me that
Riley . Come, now.” L
‘Rose.’ . -Don't call me thart L
Riley "'\ "So ‘iow you 're H% é. . I
Rose. .. Not Sal
Ri{ley o Now I touch y9u/
- Rose.- Don' ttouch,me. . g
R'iley.. . ~Sal. BN
- Riley.. . -.I want you ! ta come home. R = 1 .
Rose,, ~No.l | _‘ T
Rﬂey , With e’ I ' o

Riley‘ Y Iwaited to see you R

Rase.. . “Yes, ., a St el
Rile Now I'see yol ST S
ose. .. Yes, '.- )
Riley . Sal ~ 3
"Hose. - Not that L : i
Riley. . So now:, - g :
Pause, ., I S : i I SRR
Solnow . Dok e L NIRRT
Rosa. o I've been here L P : o s
Riley Yes. S S - .¢.- : :'.;.’: e A P | gt
_Rose; - . .,Long. g s e T D e S
.Riley.f,.._-: Yes. .0 o T DT e IRERERR:
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Rose. " The, day 1 a hu Ine\}er goout: ool e
Riley". k - No, ;. .4 oo e o
. “Rosel . . T've been hére. L e
,'(\?; Riley., Come‘i‘;ome now, Sai L o T

L, oY e ‘.:“- . (The Room p. 30 31) T T
This whoIe sequence has ihe effect‘ both of a conjuration and of a seduction ™

By the gentle aimost monosyllabic nature of ‘his speech he calms her and
L . E

. in doing sb reduces thc’e level of tensmn almost completely The rhythm '6T

. this sequence 1s se skilli{,illy done that the audience slips {nto its caimneSS '
' and ceaees to thmk of the questions that are still un-answered ‘ ‘ L
N .~The re appearance of Bert.breaks th.is mood and Dimmediate.l).f re- ‘ S : -
A bu11ds the tension since his prTsence reminds ti]e audience of Mr Kidd's 5
threat to hroﬂduce Riley while Bert i§ present Pmter does this by picking~ - “":”‘"""’" )
iip thel manner of speei:h from the previotis sequence‘i : ‘. S ; {' - : :;j :
‘ - . R P M
~gfjmns Mmm¢mnth; 'J*”gt,*:iiijﬂrff 3

&+ 7. Rose (goingtowardshim) Yes. . oo von T R

] . ,B_ert., I got back a11 right W e Q:'.. S T ;

- . I B . " (I o '. . .. . 3 - : .'. ‘l. . v. ." - " "_ ..ff—;"' .
. '. o (The Room p. 31) Lot e Ht
Lo Coan Co - ' . S

and buiiding through a diction which suggests an 1ncreasing pace o L
oo ‘Bert. - ButI drove her VR S T R

Pause."'-,] IR B PR T

e e Isped her. Lt ot L
P___a__us_e__ " T P TR PR
I cane.d her along ' o ' ; ! . ?‘ e
) SR (TheRoom p. 32)-v~- R : {
From this point he goes into a speech which both by its contéent . Y %
. N . ,l. i .'--'.?x
(hts account ofhow he forced his way through the traffic) and its rhythm L ;
3 ! X ; . L!'
o - ) T e mmﬂ,,' gt g i:’*" MRERCTI 2 NTTRRIE T VNI ~:‘—,\~,_q-;'£n;3;§:_-'- ~~é
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(short abrupt sentences) contributes to- hei htenirjg the tension At the

‘_.

This sec@climax is unlike the first in t'at whil,e the first was

. 1nformative (the Sandses tell Rose they have been told her room is vacant) ,.'.,

-" ..l ) .

!
this climax 15 niystifying To the questiOns who is!Riley, what is his

of .

relationship torRose why is she afraid of the outsi,de are added why does -

Bert attack Riley, why does Rose go Iblind"' Thus:the puzzlement that is an
. e

element~ throughout the play i& developed at the climax And there is no.

r

denoxfxement there ls no relaxation of tension or resolution of the action

Yot

While The Room is Pinter s first work 1t! 'does show the skill with

“

: which he is able l‘to get the structure right" The progress of écenes the

E development of tensions withiq each scene and t eir. exteLsion through others PR

: the rhythtnsjof language and action create a ple Q- which whlle tightly

2 orgamzed is dramatically effective

i .
f * Lot . . K "

INNOVATION N STRUCTURE N

p ' Pinter is. innovative in the structure cf his plays tn that he treats : ‘,"

o both exposition and resolutton iha. new and dliferent manner “In.

) expOSition ,of both chara,ct'erénd sit_uation he ;oes almost entirely agLinst

B h

. the traditional procedure and refufses to give all the;information In develop—

N
(3

ment of the action of the play he essentially s ,poses_ of its re.solu.tion While,z'

in effect both th+se elements go together - the resolution of the.actlon -

genera11y demands a. revelation of all the facts - 1 will deal with each " - ’

‘_..o

<A

[

ey
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.--separ.ately'inthis' s'ectl'on’. ; r R e S

' >

fL : Pmter 5, refusal to provide mformatlon is by design and not, by

—_—
A B PEIN 2.
LB D et Dat ta B e
N LR sl

N,

accident as he made clear when he had the following statement included in

)
"t

the programme for & prijuCtiOn of The Dumb Walter and The ROOm in 1960 5 " o 2k

K

R Y
2 e et i bl M I e
. . s . .

‘Tha. desire for verification 1s understandable but. cannot always

. . be satisfied, . Thére can be no hard distinctlons between what is . ) o
" " ~i real and what is unreal nor bétween what is true and’ what ' T s
L false, The thing- is not necessarily elther true or false, it ‘can be LT o
. bo&true and false’ The assumption that to verify what- has o
+ -+ 7" hafpened and wh t 1s happening presents few problems 1 take to .
' " ‘be’lnaccyrate: A character on. the stage who cqn present'no - ) A
convinci g argument as to his past experlence, his present . P ";',f‘;
béhaviour or his aspirations, nor give'a comprehensive analysis. e
% of his motives-is as legitimate'and as worthy of attention as-ome . ... - ..

‘who, alarmmgly, ‘can do all of these: things. The more acute the . K . ,"- S

eXperience the less articulate its expressmn o R T T

Ay

. -
N A e e,

ey

Towea ey AT

“

Pmter realizes that truth or reality lS not a tangible entity ‘that :one do'e"st :

A s o & LR WAN SIS

not always know oneself or- one s situationi He sees that the world offers -: ' ' 2 :

. nct certainties but only possibilities that thez"e are no deflnitive statements ’. L B }'E ?
or‘explanaPons of events merely a series of lntergretations each of which [ ‘ ,
has lts 'o.wn claim to. acceptability Pinter 5 work embodies a conception of ae i . ' X o

- fluxlve world In whlch Nno statement tact or event is fixed While other .' g o 'b 5 . k!f
authors may have recognlzed such a theoretical position Pinter has | _:. ’ g .
| actually made use., of it in' hls plays Reality then ls multifaceted a vast N " '. eé
matrlx with the capabllity of. giving out numerous respon.sesl to a single : ’.'. SR
1nput ln the plays of Harold Plnter Lsi gle questlon can produce a !large ":J . Y
| number of answers ‘a slngle emotion' can be manifest d in, many difx'ere/nr ) . ',‘. ,1
: ;eactions a single sltuatlon can be explained ln many different ways S R O o
' Lo T A PR

% Cited'inEsslin; Thé Péopled Wound, op. git; P, 40. - - © 0 4
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h but "fmd out" ' The question asked is whether or not Stella had an affair

e him that-she made the whole story up Here the audience is certain of at EEE . n

B B} least one thing - they may not know what st0ry, it any, Stelia told I ames . -

v may have determined that Stella was attempting to make J’ames ]ealous and-.

hE xcreated this story to do ’so Or else Harry might well have accepted her

. . S
. ' ’
by .
. . LN T, . M [N o . . <o
Ve - Tt v . . .
. . o N e . . .. , . , . ien
l . : . RN . -
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“In The Collection reality is determtned by four people Bill

1 . ¢ e \ ,

and Stella who were there and i know“ ]ames and Harry who Were 'not there . i

| IR
.
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iy 13
418
o
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4 .y.
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\
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N
T
L
ey
&
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A

w1th Bill while away in Leeds showing off a dress coilection Stella on ;1 ' '
. \ L . B
o ~ her. retUrn has conFessed to. Iames that she hejts had an affair ]ames being - ;r’ %ir
both doubtful and cuxjious .goes to get Bills side of’ the tale and encountermg ‘ :" Y ; Z;L
‘“gl'_Harry.,. Bill‘s flatmate and possible lover %rouses Harry s curiosuty ‘ | ‘ :%:
i i Harry now wishes to determine what happened and approaches ﬁtella who : . ‘ ' ) j;:;

- tells him that the whole story was fabricated by Iames Bill has previously

>

EEYE

‘, .told Iames that he and Stella mere]y kissed at Stella s tnstigation . When j . ', S ';, il

Harry comes in on Blll and ]ames he tells them that Stella has cbnfessed to N

PR

o

+ T

but they do know what Stella told Harry Nonetheless Harry s version -

LN
it
U TR

Rt

) that Stella made the whole thing up - is not so easily dismissable It could

AL
Sty

be Harry s interpretation of what Stella told him - that I ames made it up He PRI ,

I. - e H
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story, but decided to reverse itén order to, finish the matter and be rid of SRR R

Iames who, at this stage was beginning to be a too-constant visitor ot Bill' ’ ,' : ’ :

The whole matter 18, iurther complicated by a iinal story from Bill that he and ,,'"_' L ’fa
. "". BN R e
Stella merely sat in the lobby and talked about sleeping together but never L SRR EE fﬁg-’,}ﬂé
PR . .. . ' N '.‘ . “ " e r,, . R ' 4 ' ,' ' .' .-._ ’ I "' '. t‘?}é. |
did1t S DR S CEL IS PR
- ' ' . ) - o '-‘,. ,.’<.' et . “ . . . . i L " “' . ;é;’.
S Pinter does not sattsfy the "desire for. verificatiOn", hé doe,s ﬂOt s e ’é'
-' e ' 8
R 'l' . 1 " ’ ' falas J
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: where even- fewer explanatmns are offered Goldbergiand McCann appear

reveal what actually happened - it COuld have been any one or. a combination

t:‘-.

) of the explanatitons offered While in The Collection the answer is as- single

-.‘ L

.as- the question, ‘in, other plays the questiorrs multiply Ts do thelr possil)le

answers. Here the question "what has happened?" is. asked but in other

plays the questions _“ what’is happening°" as well as " what has happened"" " .

' '. . ’ b .‘. -~

are,asked..-_' R . e Q

P . - , -

. . ' E Tn more puzzling than The Collef:tion is ’I]he Birthday Party

in the Bole.s' boardmg house for the night They harrass Stanley, one

the following morning take him Fway to a character calle Menty In thls '
play 1t is only possible 10 suggeSt explanations as those presented are even

less clear than those in The Collection Stanley speaks of himself as a piano

player McCann treats him as a traitor to Ireland (to detail only one of the

: innumerable crimes he, is accused of) The play suggests that Stanley might

[ .
|

be a f.ugitive from a group of organized criminals but his real backgrotmd is

s~‘,

nevermadeclear T f-f-

. s . n‘
V‘ .

In revealing character Pinter is as: enigmatic as he is in dealing with o

situation. It Is not that he makes any effort to hide anythmg, but He does not

4 \

go to. any lengths to reveal Characters appear on stage with no more o

-

mtroduction than if they had Just appeared through a door. What they say

ae R

and do on that staqe is what they are and Pinter refuses to invest them with

an a priori existence. And JNhile he generally will not give out any : '5‘, :

additional information on his characters ~ information 8§ to background he

"‘."‘ * N ”-“’”."nl’".';
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e has occaslonaily relented and a551sted producers with a limited amount of
l . [ - . -

’ material He prefers however that characters should have their own

AR

vahdity and not need explanations., , : '._' Ce T

PR

: . t Therefore characters lik,e Davies in The Caretaker and Riley in I

TRy YT
Sahaatiaiie

The Room present problems Riley has been waitmg in the basement of the R :
A R i ( A S

; _,:_ houSe where Rose Hudd lives until her husband goes out and he can give her .

l_.
\U
B

4
o
i

a message She maintams that she does not know him rior want to see him

vool e
A

v

X
%
1y

Cr

(s

but eventually the me}ssage - that her father wants her to come home o is .': i

oo

- It

S

delivered Neither his conduct nor the message he delivers make clear what i

IR
"S:‘
et

=2y

%

: 1 relationship Riley has to Rose - whether in fact he is her father or possibly

W -J I

S2h
e

o a‘ﬁprevious lover When Bert Hudd appears he attacks Riley and apparently )

. \kilis him Who is Piley? What is he 10 Rose': Why is he a blind negro? . T
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pyecy
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Why does Bert attack him? Ngne of these questions is answered the audience K

o

':'I 1s merely left with an impression of Rose 5 paranoia at the end of the play

vy

'S
el
s

.

-
T

.
T

., i‘ - .

.
£

v

Davies' character has an additional complication ‘n that he has two ::'7 o ": ' .y .

"'.-

' identities one as Bernard ]enkins the other as Mad Davies He has an '_ A PRt

’ ' ‘ ‘ ) - ' B ' . " ' o : :.‘:‘):‘EB " |.‘
insurance card in ‘the’ nrme of Ienkins which is a name he assumed at one time. B T '.l ’
His real name is Mac Davies but he only has papers in the name. of ]’enkins ~,_. : Co .

e - "..’:11.4 “"—.
and he wants to get down to Sidcup to collect those papers, " it 5 got it a11 !

)

down there, I could prove everything" Davies has a problem i? tha"t he is Ce . B

l

o really DaV1es hut can, only p0531bly prove he is Ienkins which he is not ""_'. o

But eved with this information (fr perhaps because of it the audience is S l 4
. . N I s . . . " ' ! . .
unsure of who or what Davies is He has become the. character Pinter spoke . . i
. B i
L of when he said "A character on the stage who can present no convincing ‘ J %
I ’ SEPRES L
1 4 : ! L J‘ . e .
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]
I
5
A
e
-



- argument or. Iinformation as, to his past experient:e is as worthy of . .
'._‘ ,attention as one who alarmingly, can do all, of these things 6 Davies is,_"
: in effect .one who providLs and does not provi'de mformation His -
. ,. ' o -
isituation is paradoxical in that the more informatlon he provides the less : -
.: _certain the audience becomes about his identity In the enLd Davies eoes : [ ' : :I
- - - 5
L - "as hef came, like the trampls in Waiting for Godot from nowhere going
L ’:.nvowhere ‘ ot : ,l A '
L - I—:’inter then allows reallty its own unravelling He does not v ,
” intru\de o} fxplam or- to reveal feeling that the characters and the situations :
. have thei. own dramatic force and are in no need of additional materiaJ‘ to .
. - lend them Do er. o AR - ,
' : ,,Si.milarl in his refusal to im‘pose a resolution. on the action helis e :
-a«t i"nnovator‘. This .' :ck /of resolution is not unreasonably a’ logical l”j
: R concomltant of a laclc of '1 velation for 4f all the questions cannot be answered .
" ‘then all: the action cannot be resoived | .In a. S akespeareén play, as Iohn E . ’:
; | Russell Bfown has remarked.in a coneideration of Shakespeare m the light ; 7; |
o£ Pinter ;
) king is crowned v 7 Something defin ble does happen and an apprehensible .
.. } conclusion is reaohed Much modern 'd ma, hoWever does not reach such ax
.-A"point Like Pinter Samuel Beckett’ Euge'"
' to mention ICUigi Pirandello do not see matte
- In the plays of these authors it’ is often difficult 0 determine whether there
) Cited in Esslin The Peopled Wound gp__ it p 40
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. eve’r could b A final point In Beckett‘s Endgame nothing happens . :13 '

s
YR,

wltamias

B mterminably, in his world there is neither beginning nor end neither.

‘a

, past nor future Events that do hlappen happen without purpose

A
‘T
&

—
>
c oL

".«.;:c o

S ' /
Pinter 5 dreams on a more realistic level than Beckett's do

Py

L progress through a seriés of events bu\t' like Beckett s, do not have,a R

sense oi finality when the curtain comes down The?re is still ior the »

oe'E

a0k '—i" “‘i‘-n Py

‘ audience a sense that sométhing is still going on behind that curtain When B } - ‘

| The Dumb Waiter is over the audienc‘e is still waiting for something more o s i ‘ gs

“to happen —' does Ben shoot Gus has there been a mistake is Gus the o | M
,intended victim? The Gollection ends on a similar note and the audience n - o v ‘ 12
is leit wondering what will happen to the relationships of Iames arid Stella a ' j ‘ 7 } '.‘:

") - v i ' . ' s ' o ‘. Lo . .li ‘ f E\t
BﬂlandHarrv 'f;'ﬂf‘:f:;a~? .{' : ‘T;fik"'.)f;;izizf“. SR e
S IR TPE RN I O S

Such a situation in Pinter 5 work involves a recognition that S

x'

nothing is ever conclusive, that nothing really reaches a tidy ending, tha4 o " o .ﬁ,;;

0 life is a continuous process of which his plays present one part With the e LT .;5

2 e ¢ ey e i
Fo A e
. -

possible exaeption oi The Caretaker i‘n which the expulsion of D'avies could L |

be treated as. a conciusion none of Pinter s plays reaches a definite ending

Pinter then has achieVed what Zola sought a century ago 2y une tranche de

vie" - a slice oi life. ‘

J
)

The plays o:t Harold Pinter are innovative in that (they are almost o

’

' !relentlessly realistic in their presentation of characters and situations. P

fh " .
Pinter has taken the theories of the Naturalists and the Realists and brought AT &“
. st - ) . ) N . ! ; ‘&'Z ag{
. rooe L £r.
them to their logical comlusion And in doing s0. he has avoided what those AR A ‘75{3.
" 3 < v
theorists most feared that an absolute reality would be "unutterably tedious" .
) RSP SRR DR Ty Tl e Lol
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Pinter s characters like ttfe form of his plays are enigmatic S B ;
) they evade definition The audience is never entirely sure whether or B ,:'- ; ’ § f;i:
N not they have discovered whq or what any character is Being unable to %
: : ’j.know what the characters have done unable to predict what .t‘hey will do, B g - L :;
{ creates for the audience a sense of tensmn :Nhlch is a reﬂectiJn of the . T - 4 ‘ {:
.tensmn onstage‘ But: this Is exactly what Pmter intends to do for he 'sees | R l l_ 3 ; ;i
that between ; "lack Of blogl‘aphical data about them (the characters) and = o ) ’ -
. gl SRRTE Y 3
the ambiguity o&g.vhat they say there lieg a. territory which is nht only / o _f' ) % ’:;
‘iworthty of exploration but which it is compulsory to explore" L Recog’nizing .’ j t r;
both‘ the fascination as well as the reality of this situation Pinter uses lit to' L | : :§ . .
' full effect in h,\s work 3 S S SURRTUS DL
‘ Using The Birthday Party the most enigmatic of his full length \ i o] - s E;:
L : plays with regard to character I will examine how Pinter develops this S = | L , 3
enigma in relation {0 both the psychology and situation of the.characters —' I ' ::.'
- and show how this develooment affects the: play iNhile the c:haracters of Meg,]_ '}. y
- " Petey and Lulu are fairly straightforWard those of Stanley, Goldberg and : - .
McCann are probably the most enigmatic t0 be found in Pinter . ' \, : A
' Stanley is the most difficult character te fix in the play The - B ' -:.: :._.' .: b ‘, :
d;fficulty arises‘p‘rimarily 'because he is the@ ‘character and to fix him '1‘ ) TG ;
" would ailow us -to‘fix the others notably Goldberg alnd McCann It is the [ ‘ :
. tortlire and persecution of Stanley thaf Is the piOt of ‘the hlaY and the ahdience :j o
. never. really knows why it 1s being done (snuation) or who Stanley actually SR ‘. .'"
. "~"is,(P5.Y_Ch910gy)‘.: Do ' SRR L t chE g
-} Pinter; "Bétween The Lines", op. clt. . L



Some background is provided by Stanley when he talks to‘Meg

- 3 about his career as a concel't piantst But one is not entirely sure whether
. these tales are in any way credible. It does seem possible to presume that

BN ‘

‘.",j..he did play the piano for Meg says she used to like watchinthim play

C .' But when he begins to rhapsodize about his coming tour one begins to

‘ suspect that he 1s either providlng Meg with some form of romantic fantasy,
S 'or preparing himself ah excuse to leave before the two visitors arrive

’l’hese visitors are a pair Petey met on the beach the mght before

=~ . . ,n

and who eventually turn out to be Goldberg and McCann Oi any Visitors

e

. 'Stanley seems to be inordinately wary,whioh 1eads one to wonder what

‘.,i

crime he. may have committed ar what ‘he. has done which seems to have '

.forced him into hiding That he is hiliing is partially confirmed by Lulu when ‘

she remarks to h‘lm that he should get'out for some air implying that he is a

5 constﬁntly buried in the house L el ) .;.

i His relationship to Meg and Petey, who own the boarding house in :,"

, Wthh he is staying~ 15 not immediately clear and it is possible ‘at first,

to think that he might be their son. Then. it
R R

' ‘ not “one begins to' ivonder about his means of elxistence what does he do, -'

, jdoes he have a job? As Goldberl] and McCann get closer one wonders why

“he is airaid has he done anything to justify his fear7 Thus from his first":'

' "appearance Stanley presents an enigma we are able to de}ermine neither.'_;.

]

“

B2

-

Y]

o who he is‘, what he is nor what he is doing e P

While Stanley is not related to Meg, it does appear that they have _': '

" some form of relatiOnshlp, the full nature of which is not entirely clear

'I‘here ls a strong suggestion in the play that Stanle[y is actually having

. S - . - ‘
A - . . ’ . . L e

having become clear that he is 2
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some sort of atfair with Meg - a suggestlon which is borne out by the T
games they indulge in in the first act ’I'hese are. 1n1tiated by Stanley 5. I

;",_x

use “of the word "succulent" to describe the fried bread Meg gives the

oo Y
r K

word some sexual connotation and tells Stanley, "You 7hou1dn tsay that . c .. :

ey

o : word to a married‘ woman " Stanley immediately begins to play with the.

."

WOrd and ends up calling Meg 3 "succulent old washing bag“ She obviously

o

’ interprets this as a sexual compliment and a little later enquires (shyly, .
R [ A .

as the stage directions indicate) if she really is succulent o
LS v ‘. " " 0
The suggestion of a sexual relationship betwe(’n the two’ 1s

amplified whe it is seen that Meg brings Stanley up a cup of tea in bed

x _each myﬂﬁg And she has strong possibly sexual memories of the robm

3 . .,_,
Ty .o

; l
. Meg (sensual, stroking his arm) Oh Stan, that‘s a lovely room

S
\

've had some lOVely afternoons in that room .

'1

(The"Birthday Party B. 19)

But Stanley appears to be repelled by this sort of cloying attention and

relationship ’is limited to game playing Stanley is too concerned abodt :

other matters to be able to

involve himseli with Meg and she may be' .

/

using him both as @, substitute son and a substitute lover

. [N
v

[

she i teasing him and tries t(i convinee himSe’f that she is.. But he is

oy

! obviously worried by the prospect and becomes somawhat vicious with her ‘

Stanley
Meg

. X; B and then begins to intimidate hexi.u e e

s 1 ,

Come over here

Mo

er

o
L

The mater‘nal side of thie relationship is best seen when Meg tells @

Q .
Stanley of the advent of the visitors. Stanley is not sure whether or not Do

departs Promf his reactions it would Seem reasonable to assume that their N ‘
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': R It might be presumed that the arrival of Goldberg and McCann
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would provide tHe answers to some of these questions but in fact their
< arrival only compounds the« enigma When Meg iirst mentions Goldberg s

h name it is not clear whether ‘Stanley recognizes it - that is whether he has
_ ever known Goldberg before

His only reaction is to sxt dumbly at the
table lt is possxble to presume that lthis reaction indicates that he Ihas

'
vt

accepted what is to come as inevitable The mahner in which ‘he greets

..'{, A
~§

and has never met either of them

N

»"\c

it might be said that Stanley recognizes Goldberg 8 name but not McCann s,
S el '. < .

B
. \v..
¥t .
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"h

activity with either them or. a. greater organization for which they all worked

K
. N

The orgamzat.ion might well by controlled by Monty, the man to whom

R
-

Goldberg says he- intends to take Stanley Stanley appears to have worked

]
/

ior the orgamzation and then either decided to- do a ltttie operating on his
':."; own or. to get out of the organization entirely

In a conversation with McCann,
~, .
Stanley is defending his leaving of Maidenhead (his station?) and promises

to return there ' _"' P ‘ RS &
Stanley, Ilike At hexLe but I‘l.l be{)movmg soon. Baclc home : ,,".

I’ll stay there too, this time. No lace like home.. {He laughs)

o . '_ T wouldn t have left,.but business calls-: Buisiness caIled
AR and 1 had to leave for 7 bit You know how it As.
. : ,_(. , ll.‘.' W
'\ ) . v‘ o,

o
Y -
FEE

v -,
s~

.. I ased-to. live very quietly played ecords that 5 about all
Everything deIivered ta the dogr ,

K hen 1 started a little -
private business in a smailWay, a d it compelled me’ to come

re

el ".f ‘
Because of a number of allusions in discussions between Staniey
E and the

McCann and 1n whid‘h McCanr‘n greets giim does not suggest recognition Her‘e

. .
O S

Sl
PR

. . {\ « .
visxtors it appears that Stanley was involved in some form of criminal
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':-y0ur own ... alf’ wrong, of course ... I'll be all right
-when I get back , . but what I. mean is; the way some people
L. look at'mé yot'd. think I was a. diiferent person, I suppose I
. " have changed but I'm still the game man that I always was. I | . :
.. < mean,-you wouldn't think t0 look &t me, really .. Lmean, not - .. - - S
L really, that I. was the sort of bloke to, ,to cause’ any trouble ’ L et
.would you’? S L » - I

LN KE .
i . . . R
-

i
|
. : i
'But what|] mean lS : you know how it is . away from. .. . oo é d
)
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(The Birthday Party D. 40) ) .*". S

ThlS Series oi protestations which McCann has not asked for, is - o

mteresting like much of Pmter ] dialogue for what it does not say as much; ’

'as, for what it says. The proiessmnal musician is nio longer visible /10

mentlon 1s made of Stanley J alleged dareer as a pi,amst which casts further
. ¢ - .
. - 1

doubt on his previoﬁs statements What S"tanley says above - small business, ' C o

s

‘.

3 Iived quietly, had t6° leave (a pomt ampliiled by Meg when she says someone © o

! U

‘. wamed to give"Stanley a tip, “And S0 he took the tip And then he got a. .- ' e
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"fast- train and he came down here '..'-') afraid of being consmered a cause Ofv -

u . - .

R
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. 1 ” /. ' ’ o ' e . : ) ! : ~'
trouhle ,suggests t}tat he was involved m some activity W]’llch heleft *:- . & - L ,

! / L l~

Without the- permission of his bosses or because he cheated them This idea S ‘.7. ‘

e
TR

ls partially confirmed by McCann s asklng Stanley, durinp the interrogation,. o

AT

=]

OV A AT X

' lw'hy .he'left the o‘rganization and if - he betrayed them ' B

" 'Ehis information does little but augmlsnt the enigma of Stanley 5. '.: L

~ ‘t '

background and situation It also makes it more difflcult to analyze hlS

. L N &

personality - to detemme whether he is an idle but nasty coward or an
i\

)
' : |
ordinary man who is terrified by the situatio.n he has got himself intq Th;e S ; |

latter would appear to be the more reasonable interpretation for in his D

‘






*ways they are llke Ben and Gus’'in The Dumb Waiter althov.igh the positions . : S o

o

e e T L5

of superiorlty as related to personality are reversed Goldberg, boss in ."' - g J ;" &
. L. Sete T

:-' ‘The Birthday Party, is ebullient _t.alkative urbane while Ben boss in

. /J E ‘-‘

:: The Dumb Waiter is quiet, irritahle indeed the stmilarity between the two

NEEEhCE

T

u %’
LR e
STy

h plays goes fu,rther in that Ben and Gus Ire on’ a mission to get their man in

”.:. .o Sy

“'much the same manner that Goldberg and McCann are " . Ul

>
.
T et o o n S
S R SR )

The enigma of the background of Goldberg and McCann has been

deatt with in the consideration of Stanley - it can only be presumed that they .

:

' are crimmals whose task it is to bring Stanley back to make reparation for his

’ unspec1fied misdemeanours. But their personalities tooi are egually diificult

X to deal with despite tTe fact that Goldberg does talk about himself for almost

i v '_-.

Vo

“ o a third of the play L ’ :‘_ "

L
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McCarin is an, almost completely impassive character the epitome of ML :

-

the hardened criminal However he does break tOWards the end oi the play

. e . - ' '

when he refuses td ap back upstairs to coilect Stanley At this point he seems

R T,

Lo AT
T MRS S L B
N

o N ':—f .

. to have been unneryed by the events of the previous night The whole business

7
Fei Ly

S ¥ 3 T

‘"

- seems to have put him oit’ "Let S finish and go: - Le‘t s get it bver and- go. Get

‘a

the thing done Let's finish the bloody thing het s get the thing dorre and

;?. go " '(The Birthday Party, p 76) It could weil be that McCann is used to

straightforward kiliing and finds this psychologicai destruction aiien to his ' L '. )

character ,x D . .
T He is also completely dependent on Goldbené wl-lo doeS all the thinking. P i G
and most of tie talking .When Goldberg indicates that he dOES not fe‘ﬂ his . ! :
AT ‘
best McCann panics and thp outburst quotéd above is the result Most of ' i e
. f . . R ’ N ® P ,; R I ‘-,;5
el e e B PO e N ‘.
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: G Y ; ,_fr}.u'.jt.’:._:.-_'_;xj;w,_';’;,} S
:' ”McCann s acttons are in reaction to or with Goldberg | This is particularly : ' I ; ':’
- \.fisiblé during the interroqétions Where he acts as a chorus to Goldberg | ) 5 - :
'.;Mcbann 's" enigma is that one never knows what he is thinking or what he is ! :'?5 ; -',
- ,"~about to do Lut it is generally expected that he will only follow orders and thatt . . ; '{ § -
o R o Ay
' : he IS thus under Goldberg s control He appears to deviate from this . \ | { jz :
control when he berates Lulu for her night w1th Goldberg It is not clear | ) *é
_' whether this is ‘an outburst from an enraged Irish CathLlic (preSuming he is f
".‘_i both) a bitter reaction to.Goldberg 's mixing pleasure with business (which 1
'.he dare not direct at Goldberg) . or an attempt to drive her out of the house R .
‘ ":‘.and keepher m.oifith shut ' “ .': 3 , . f
| Goldberg 5, character is in direct contrast tg McCann.s and while ‘ ': ' 5 - _:-'f . é v'
’ LTy N I
he does talk a great deal about himself the impression is still left that one . :' ' :1
; L knows as little of him as of McCann His ebullience is contrasted with McCann s ] ' | ’ ’;
.:': dourness. When he ﬁrst appears he is. trying to keep up McCann s confidex'tce,. . } % :
; E L to bolster McCann s doubts about this ,mission they have to carry out All the ‘ ; *E )
“ o audience iearns of the mission is. that it"is somewhat different from the previous: X ST L 'T{r",
t ones McCar,n has been” involved in. ~ - : R L | : - »
_ | S | Goldberg is ‘an enigma in qhat he creates‘ a{number oi contradictory - . l - e
| . backgrounc}s for himself throughout the pl{ay He quite unlike McCann o “ Sk
, \ 4 . RN
\ - provides the audience with a plethora of informﬁation yet One is left with o ,
- the' ieeling that he has succeed)ed in obscuring more than he reveals Butk ! :
: S : o s : AP !
' ! to even this obscuring seems to be without purﬁbose - he talks in one character ' . "
with McCann and only changes it slightly, _not even materially, fOr Lulu so.
* ‘Q “ that there does not se‘emﬁto be an a:ttempt to hide anything It seems rather ‘ e
) ;',? e 1

by




c e —m———

,;to ba an attempt to malntain conversation to- save himself from thmking and

: : lapsmg mto fhe insecurity that McCann so vistbly displays _ W

H ! / ‘. +
-~.,_before yesterday that our mums taught us in the nursery" (The Birthdax e

ot involved and vacuou5' e Cel AT

reVersxon to the past l-le is constantly expressing a'regret for the\ 10'55 5f I \
-, = .

""the love the bOnhomie the unashamed expression of aIfectlon of the day L '

e, L
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The most prominent feature i Goldberg s monologues is hts o . N g.".‘-

1,

'A.~

by
"y

H

Party p 56) He reflects continually on the smaller joys of life hls

- Pufe-and simple Nervous breakdown IR " IR

. o
My

T e g (’I‘heBirthdayParty pl7l) . PR .

Goldberg (rising and moving upstage) WelL Mr Boles it can - ’
"happen in all sorts of ways, A ‘friend.of mine was telling me "
“about it only the other day. We'd both been concerned with‘
" ,'another case “"nat efntirely similar of course, but\ ‘quite .
SV Talike, quite alike. (He pauses) . Anyway, he was telling me,.
o " you see, this friend of mine;. that. sometimes it happens gradual - R
: day by day. it grows and growsand grows ;, day,by day. . . . . e l )
.And then.at: other times it happens all at once Pooft LiKe . - . I t
L thatl The nerves break There $ no guarantee how {t' 5 gping :
1o happen but wi.th certain people it s a foregone S I
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hildhood visns to the seaside the meals his wife cooked walks down the _ R SN
P £ e
. canal "a little AuStin, tea in Fullers 'a ].ibrary book from Boots" (The '. .' a A i . ;
L . . I [T :}"
'Birth'day Party ; p’. 56) These recollections build to a pitch:the morning N I ZV-__ i
,"'"-after the party when GoldFerg wakes up qullte irritable and on edge He '. K e ;_-"':‘ é
. ' P ] . ".,'.'4‘ . -.";;"'. » ,“";{ .
enters the dining room in his normal self—conﬁdent marmer but begins to - ' “L"%b% p
,,'.. falteir a bit when Petey enquires about Stanley, and his speech betrays this _ '_ R o }’ .
his rephes are. short to the point K { ST . j
Petey What came over him? . L T ‘~,:: VoL i
Goldberg sharpl ). What came over him9 Breakdbwn Mr Boles



' only survive if he can talk away all aspects of reality He seems to exorcise '

e

- And then relaxes into normalcy "",, A

TS e alw

) Meg and Luiu or whether they actually exist, One factor worthy ot’ note : .' .

,. K . ki . 4 .
. Petey . Really’> '_ Tl T R L
-Goldberg.: Yes: This friend of. mine he was tellmg me about
‘it = only the'other day’. ' (He stands uneasily for a moraent, . .-

, ""then brings out a' cigarette case and takes a cigarette)  Have’
an Abdullah o Coe e ‘

(The Birthday Party, p 7i- 72) L

PR

'lt seems that Goldberg is no longer in full command of the situatton. ‘

1

at this stage he 1s even unable to deal thh Petey s lsomewhat belligerent .

' questioning on behalf of Stanley As McCann too appears, to have been o

upset it is likely that their work is the reason for their disturbar!ce . '

t\'. »

Goldberg takes quite a time to rebuild his manner He goes through a long

1

' and extraordinary cerEmony with McCann in which he reviews the govermng

prmciples of his life [t would seem irom this incxcient that Goidbérg can ’

oF K
’.

!

his demons by monologue and in a long speech builds to a point of madneﬁs

Goldberg Seamus - who came before your fathe‘r’? His father

.~ And who came before him? Before him’? Vi
-Who came beforé your father’s father but your father 5. father s

mother, Your great-gran granny

1
. . . B . & . ..

And tha § why I've reached my positxon l\tcCann ' Recause
lys been as fit as a fiddle My motto Work hard and

play hard Not 3 day s illness

’ R (The Blrthday Party P 78)

} Goldberg talks at length oi his f.amily life - of his father hlS uncle,,’

] . e

his wife and "his mother - but it is never certain whether or n*)t he has -

PRI

: created these characters éor the benefit of those listening t0 hlm primarily o B

<Y - e ~ .,

Yool
_,'.‘ DI

with regard to these family figures is that Goldberg only talks of the males ‘. .

r'._ _- .'.‘r.-".._‘l
L}

(Vacant - triumphant) ,
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: '.fwomen - a girl he knew .hls wife and his mother The significance of t is

. 'might be that he uses his flither and uncle as authority figures figures \
. .‘command r.espect an4 on whom he has modelled his life By use of these h S
may be hopmg to 1mpress McCann with his (Goldberg s) authority and thus

. make. Mcéann feel more secure under his leadership The refer

'female members of his family would serve to reinforce the idea. thet he is a '

| ~.nor clear It would seem that he 1s a widower for he ment‘ons his wife and

. the ,fact that he has bpried her well Yet wheh he speaks ot_her. it _i.sgin '

- o ‘_ l A (The Birthday Party p 43) ':-; e

L e "Goidberg, and then back I d go back to my bungaiow with the L

o,
+

gentleman and allay any suspicions that the others might have

.os e

Loae v
L
e s,

v

v
P S At
R YT

s
kA e

;.'

e Y

"y

.

aTAES

IRV

fnces ta the

R S .

-

‘\l =

. His’ references to these fig ures however are neither con51stent
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almost the ‘sdme mtanner he spoke of his mother. T A

ST e

. Goldberg . Up the street into my gate, ms.tde the door home
S "Simey'" iny old.mum used .to shout, "quick before .it gets
i . cold." And thére'on the table what would 1.see? The nigest .
' piece of gefilte/f_ish you could wish to find.oh & plate
- 'McCann . I thought your narne was: Nat -
- Goldberg She used to ca’ll me Simey.

flat: roof "Simey" my-wife. used to shout, “quick .befere -

it gets-cold!"” 'And thereon the table what would I see?: The - L

' nicest plece: of rolimop and’ pickled cuchmber you could wish }
.. . tofind'on a plate. , v
.“ McCann.. I thought your, name’ was Nat
: ';'Goldberg She called me Simey -

(The Birthday Party p 59)

And then later when discussing Meg with Petey he compares her with

I -

them “~A good woman A charming woman. My mother was the same My

et
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w1fe was identical " (The Birthday Party P 71) e

' ST

The audience 1n this play is in somewhat the same position as Petey -

they do not know enough about Stanley to be able to determine what is to

happen to him,.even less what he has done ThUS they are unable to " '

determine the justice or- lack of it in the conduct of Goldberg an!d McCann ce [ §

Being enigmas Goldberg and McCann pose the threat of all puzzlLs - the '.' :

’ .' unexpected This creates a greater degree of tension than’ might be

expected tf their backgrounds and their characters were mor'e fully known
. ’, E .
Pmter has in this play, created some highly enlgmatic characters 5
. -, . @_ , .o - ( . '.-'. . ’1
and by domg so has built up a. dramatic situation which is both comic and “ -

R frightening Thus the 1aughter of the audience is not entirely an expressmn._",. 2

“a

o S A I Y

. _ [ of amusement it s also an expresslon of nervous tension, Pinter 5 refusal
[ ’ ) ,’ q', .. v '0
' to provide the chaz:acters with full bioéraphies makes for a tension which i

only increased when the character on stage is himseli put in a situation of

o

P

tension I S - O

Thus Pinter has explored that’ "territory between the lack of

biogr‘aphical data“ about the characters and "the ambiguity of what they say o i

: 'I’he characters, he maintains “possess a momentum ot their own“ ‘and his
L R

iob A is not to impose upon them, not to subJ ect them to a, false articulation" 3

¢ '.,., [

They are the characters he encountered in a room who develop themselyes

°
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This chap»ter is a. development of the previous chapter (on the

'. emgma of character) But because Pinter makes such use of the emgma

- " of sexuahty and- because lt is such a characterlstic motif in. his work it
. . oo N . . P

>

» - .
s e s DM Tt s S
:*nfﬁwﬁ}k.\h.‘:’n.m.mﬁ;,a e ARt S i A

/

":;demands separJate,treatment o

i

e 7
X2

o Using A Night Out and The Homecoming as examples this chapter

o , will deal with the enigma of sexuality - the iact that characters in Pinter . L

|

plays seldom fit properly into the sexual roles that might ’be expected of

e A e S,
LS L TG RN PR R EL AP Nt TS
“ - LAY - _'

them w.tves act iike whores husbands like lovers fathers like mothers

S
et

'- Criticrsm of Pmter since The Honjecoming and it can be’ argued that The :

Homecoming is the play that deals most completely with this facet - hasl

~

COI’ISldGI‘ed thls enigma repeatedly parttcularly in relation to the female s

bt ode JATAEE i

LI . »

dealt with quite so fPlly With the possrble exceptlon of Richard in The :

R

charaCters But there is also the male side cf the enigma whlch has not been i

LoVer all males in the plays of Harold Pinter are subject to females or 1f '

not actually subject to them are in a subordinate positmn ln Tea Party

. s
. ds in Old.Tim'es the, central male character is the victim of the. enig[matlc - : .\‘.: 1 :.'- :
conduct and personalities oi two iemales - - . ,I R v g
Albert Stc:kes in _Lb_l_ig__h_t_(_.')_ut is a Victim of an oppressive woman—°." . ) ;_- ":. i", ; : . ;: .
‘kind ;he is vlctimized by virtually every female he meets The PlaY 15 - } *g
B concerned with Albert 's attempt to assert himself as an individual arid asa. - g I
man independent oi‘female dominati‘on\ .The role of the mother here 15 not RS 4 :
. quite so cl«%arly categorlzable as those of other females in the plays into B X
whore/wlfe but there is a strong suggestion of incest in her relations with S L . ' {!'

Albert In this way their relationship is: somewhat similaL o that df Meg o , SRR

o, ‘ . Lo e . . . . .
.. . . v . . s N eve L P . ®
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car i
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.and Stanley in The Birthday Party S O R L j

5e,

She exercises her control over Albert by an alternate use of

SRR L

pdwer and appeal to pity which can be seen quite clearly m the following

-sequence: e T e R ’

)

~_ . r+ .. Mother: You ve got ftve minutes. Go down to the cellar Albert ,
- geta bulb and. put it.in Grandma s'room, goan,’ I L
et (irrita ly) ‘1 don't ‘know why~ you keep caihng that room '_ )

o robm, shesbeendeadtenyears R L T

“Mother. - " Albertl™ , o I
. 'Albert. I mean,.it's just - room, that's all it is
’ ';Mother Albert that's noiway to.spe k about your Grandma,

, - you'know that as wellasI do, = - o U
. '.Albert I'm not saying a word against Grandma S B
‘. Mother.’ " You'l upset me in & minute, you.go on like that
S .'Albert I'ni not going on about'anything. - - o
‘ I lviother Yes, -you are. Now why don t you go and put a. bulb in s

Grandma s room and by the time you come down ]'ll have your,'
dinner on the table SRR = |
:(A Night out. P44y

She begins by giving him a direct order liis irritated responSes :

(hls being pos1tive about the 51tuation) bring a response of feigned shock
;.'from her, He then‘ tries to explain.matters away but she seizes an his ”lack
of respect" (at least this is the interpretatton she iq‘ puttlng on his words)
':'In doinq this she puts him entireiy. on the defensive then rephrases her.
: :f order so that it is a request rvith a reward at its conclusion Mrs Stokes -
B As able to \control Albert despite the fact thgt he is.totally aware of his o
‘ situation, that he 1s a "mother 5 boy"“as Gidney says iater The possible _ "
- :reason for \this is that Albert being shy, is a dependent[person and for this
: o i .
K seifish reason does xtot want to effect a breach with his miothier. .But there ist_., o o |

'.':" . also a positive unselfish side ot this desire to aVOid con)lict and that is ce '

‘that he recognizes that his mother depends on hil'ljl asa husband substitute

4
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‘,'Rummy with his mother but tonight Mr King, manager of the accountancy

.~

‘:.’;-l . T 70

et o A ' K I
L . : T, T p . o . P D s
& L - "
.
.

The previously quoted exchange is part of an attempt by Mrs

L Every other Friday nig"tt he has celebrated the éndlof the week by piaying

_'firm Albert works with is having a retirement party for: the oldest member

.

. Stokes to preVent Albert going out to what appears to be his first party .

AN

"'of the firm /Albert probably hopes that such a party, under such respectable"

/,eit’cumstances could not poss1bly upset hlS mother

""girl to whom he might become attracted and get married She therefore,
Lo atiempts in evex}y way possible to keep him from going She attempts to

) delay him by getting him \to put the bulb ln Grandma s room by saying hls

. tie is not pressed when it is by pressuring him to stay tor his dinner by '
remmding him of his customary game of Rummy wi‘tn her But her real"
concern only becomes evident when Albert is leaving\and she demands to :

K know whether he has been leading a clean life, ,whether he has been messmg

She, however sees it

ag a. means of his gainlng independence from her possibly ?neetmg some

‘s . \ v : -

K

)

.

" That ..

(A Night Out, p 47) ; :«.’\ .

l
b h—

J. “ _"'-.

I
s

LT BRI
.

‘But she has not the courage to reveal her purpose en‘tirely as the pause \\

. following “That" indicates She is unable to be S0- absolutely blatant about‘ :
o . - C
"'her possessivenéss as 10 demand a promise from Albert that he does not like

i, 'about- w_ith girls. : He repli'es‘: LT L R \ I
Albert. l don' t know any girls. . LT et '
:",Mother If you 're going to the firm's party, there‘ 11 be girls
' there, won't there? Girls from the: office" o -
Albert, .1 don‘t llke them, any of them ‘
." . Mother:. You'promise?. - = : L S
. Albert.  Promise what? = .0 oot T
. Mother. -: you ‘won't upset your father CoeN W T




o 3l

Coom S | A
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<"any'of'them"-i L " LI , - .',"" Lo

e
2K W

Rl

When he returns after the party, dishevelled from a fight his

o

e

mother 1s asleep at the kitchen table., She wakes up and begins to reproach -

X

i st

&
. _.- C o

hmt for coming in drunk for "mucking about w1th girls", ,for leaving . .' B

.
S

, S
her m the dark for neglecting the’ dinner she specially prepared for h1m B
}And finally sl')e specifles his greatest nel;lect "Not for years not for o !

szt dE

Zhet

years have you come up to me and said Mum“ I loVe you hke you did when o .'

g you were a little boy You vet'/never sa1d it without me having to askoyou not

. i . Ll

smce before youfr father died " (A Night Out p 73) Having thus revealed

BRI AW G

herself she returns to the patter of reproacl‘l unfll Albert finally seizes

Ao e 3

Ve the clock from the table and the scene closes with the impressmn that he has '
ll.\- Lo . A3 e . L . R .
; smashed ‘the clock on her head i g S
g R ~ T
. . e : . S
He leaves the house after this and has an encounter with a’

t:

T
S T e
e o
e

e

e

Ny

ey

~
7o,

D] oy
N

prostitu.te which will be examined later }When he imally c0mes ’home it is .. ® R4

EENS

PN

w1th a self-satisfied smlle on his tace and he seems to be in command o£
:!o-'- ' v s ot ot ;_

»htmself BUt when he hears his mother call him this complacency

bl

7,

]

) evaporates and the suggestion in’ the stage directions is~that he returns to TR

"v\‘:

hls 1ormer state "Hls body freezes His gaze comes down His legs slowly

come together He 1ooks in front of him w (A Night Out p 86) His' DENE , -
mother is initially reproachful and self pitylng but then her tone changes to . o :__h:_:

)

. one’of solicitude and she begins to worry about Albert The play ends with L

[N - . s l!: :
- the lmpression that}Albert s night has come full circle and that the morning e * o
EERE TR U DR e ed om

' remains the san‘te oI T A

It is not only his mother who persecutes Albert the girls in the : ! -
- S R



T

' consequence, a threat to Gidney s self—

r.
"\A

the glrls to illrt wlth Albe(t to see what hxs reacﬂlon wlll be Gldney‘s dlsllke

y‘:

of Albert may stem from a fear that Albert despxses hlm and is as a

esteem Albert does not allow

Gidney the security of hls self-imp'_ tance whﬂe he (Albert) makes no

attempt to. demohsh Gidney ln conversation he does make Gidn?y feel
uncomfortable. Thus as wlth no one else in the offlce Gldney feels ..

-

lnsecure 1n Albert s presence and attempts to diminls)} this lnsecurlty by
- \ U AN
dlmmlshing Albert R i. S J i
The glrls do not necessax?lly want to upset Albert because thEy
. . G‘ ;: : 4 N
know he is quiet and prefers to be left alone, but at Gldney 8 1nslstence
! < l ! N
Toyce manages to get Bileen to Join her ln teasmg Albert-' ]oyce s partm- :

- patlon i thls has actually been bought by Gldney In. return for teasing

i
'l.'.' N

Albert she has demanded recompense so that desplte her apparent 1nnocence, S

'.

she has put herself lnuthe positlon of the prostltutea-v allowlng herself to be -

used for a man § amusement for A prlce. -

e

o L I . : o .
The glrls slt dOWn by Albert and begin talklng to hlm about the

party and then start to crowd hlm off the seat The crowding ls in no way

malevolent rather 1t ls a]fform of sexual contact a8 can be seen from the
lnnuendo'ln the folfowlng conversatlon o ~' /

‘ once . ..Eh; move up, I'm on the edge. L
Albert. Sorry :

[ L.

\

e A e e s e et e e
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o : . Eileen. Eh, m1nd out,.you! re squashmg me - Sl ,*
. j‘ - Albe_rt. ~Oh . P LT ‘ ; '
A "Joyce, You, squash her she won't mmd B 1
. Eileen’ (laughmg) Oh oncel i : ! ‘
\' o EENP - (A nght Oout? P 63 64) . 4 -
o Since Eilern and once have almost stated that they aré read}/ arfd tlling ’. Pt ‘ u
P Vo e T -
Voo . . ' . - R
4 7y t’or any games that Albert might Want to play, Eileen s reactlon when she is o "
) . . » . . . , “ : ) ', ) .-A“E.:"I
. ,l}\ . i touched by an unknown hand late'r on ls somewhat hypocritlcal (ln fact lt f : ot E :
L ! ’ was Mr Ryan for whom th‘e party was being given who touched her and ' o
! ! ' Ve ) .f .
. not Albert) She blames Albert for doing 1t anld" he is qulte horr1f1ed by tl}e\ Yo ’; .
. ' ' - ’,'g ,
accusatlon Joyce § summatlon of the s1tuatlon is equally hypocritxcal " S
' \ !
- could tell he was: that s0rt 0 (A nght Out p Gf7) They are iri fact g . : l
demandmg that Albert ltve up to t-he 1mage they have create%or hlm ' 2 . . .,i
) . The next female Albert encounters = the prostitute or Glrl as she : v ‘ : ﬂ\ ‘
| s tronically called - 1s the mlrror Jmage of Albert's mother Her r'elatlon— R ; ‘ )
S 'smp to Al,bert is in contrast to that of Mrs Stokes 10 Albert - the girl is o
TN '-‘ a whore playlng at being a mother Mrs Stokes ts a mother playlng at bemg .
. _.. ) » " \ .." . ' . ﬁ;-‘
: .’-"a whore And the glrl treats Albert in e“xactly the same manner as does his o 2 ‘
h v, 3 L . R . ', "
o R G PR I
, Lo mother'- provoklng a slmilarly v101ent reacuon, B t’. o . a’.;' N
: The girl when he first i eets her lﬁa‘nttractlve But once he - I :.
: ’ M ' )\ B 't',\
. . ' . ‘u~ 0 jr e e ’ s "'l'
: enters hex’ room she suddenly becomes another person Indeed ller manner ...:.v" . e T 5«
vods hardly that of a: professional rather lts nervousnes:s suggests an amateur i Gy ;
. . el o f . N .. s N S i
. " lee his mother she orders Albert arouhd and treats him as if he were a
Dt chlld She warns hlm to close the deor quletly, to take off hls shées not o
v " ) L. L . i
I vy to drop h’ls ash on the carpet, not to swear A ‘- . ! C A ’
ld., '. \‘ I l S o . . PR \ .
. " And 4 like his mdther she ls very concerned about respehtabil y. .
. : . Y \ . L ..01
1 ' I- «“ ..:_.' ‘ . ‘. ‘M-:' . .,."_ L - o .' ...I‘:‘. K . L
.. t‘:.' ‘ - . L,.. \ o . v ' te .’2-}, ‘l' , . . -’{E-‘ , .
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“I‘m extremely particular *you see. l do iike a cem"ain amOunt Lf

‘w

. i , .
dehcacy m men a certain amount . a c'ertain-degree‘ ., .'.“a,cert'ain X
R amoulnt otre,finemen,t. l( Coa e } I'm quite weli educated you

R know. My father was a’ .' he was a military man v, (A Night Out p 77

»

(In her pretensmns she is not unlike Sally in’ Night School who

9

hides her {«/ork as a'night club bostess by saying that she is attending mght

N : schopl)

have of her - this is why she cLoes/not want any noise or traces of ash on

ahd ;78)

TheE‘hci says she is concerned about the opmion her neighbours

PN I

the carpet She professes to be appalled at the conduct of other wpmen

.
,!I’ve heard that reSpectable married women soiicitors wives l;o out and

s,

pic:k men up wh their husbands are out on business| Isn t that

. theV're supposed to be § - .[': "

fiantastic? I mean, they re supposed to be o

e b,

respectablel“ {A Night Out p 79) WhilF her horror at the}

these women is po;ssibly )ustified it is sd;mewhat incongruous
A Her attempt o pass oif a photograph of herself as a shild as a.

.
S

Tot: exist) is another aSpect of t]us

\

photograph of ,her daughter (who does

s

-

J pose of res’pecta{bilit? ‘I‘he wa.y in whioh she speaks oi her daughter is an .~

s
]

"DO '

£

apmg oi thef language of fophisticated peopie in women s magazines

She S staying .with friends. .

o
o

. you like this photo? It 5 of my little girl

Rather £ine “isn! t she7 \lery aris ocratic features don t you think? She s

at a very select tjoarding school at the moment actually

/

ke . f
her respectability in, the eyes Oq her customers to increaSe her self estcem
- and, ADOSSib.ly, c; fill a mother role for those who need lt .

. T .- e . ",v,, A-.” A - . ,~. '\,j

R IR RN e Y
)

/ ‘ p 75) By this bose she hopes to achieve a number -of things - 10 iﬂCfeaS@
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hypocrisy of

' (A Night Out O
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Although the inclination might be to.regard a prpstitute as hard

and crude the gtrl‘s attempts to be respectable and genteel evoke a

d}egree of sympathy She then despite her trade is fundamentally more
’ innocent than either Biléen or once and mare gentle than Mrs Stokes \ el
. . l e . i * ’

.

v, Cenn CreafrenTeT Y
e PRl e e T S T e A
N ST

o

Mrs Stokes the secretaries and the girl all play two roles ' “.-‘1-,'-' o N

-

e T T e
RSP S DI | r R T
R R - Do

: . Mrs Stokes is both fnother and \,Jife to Albert Eileen and Joyce both

fllrt and virgin the girl both whore and mother So there is a dichotomy

" " l“ . " . .
o A . 3 ;" kN [
; G Bl

between their ideas of tJtemselves aria‘ their manifestations of themseives

s

Eileen and once wouid probably like to think of themselves’as iree and

‘ easy but retreat into prudishness when faced with such a situation The

é.
- ! 3
girl wbuld hke to’ be both respeotabie and/a mother but is neither Mrs. oo
' R L
"' ~ ‘:} Stokes thinks of herself as a loving mother and does nOt se€ herSeii as one : j R A
L , . . K .. ..., . . "r.', ¢ 5
4 I , " o "'with incestuous tendencies Whlle the younger womery may see the two AR B ',’i )
. . o . ..‘ v B _\ " .~.'..," ’ i j . . .l:??”'
’ stdes of their personalities - that they" are torn by both tendencies - Mrs ) (f R ‘l :
‘ . ! e e - . .. . , y o
n ‘ .:Stokes makes -an effort to avoid seeing her other suie . v S
P ) Co. Alhert by neglecting to assert htmseif in an individual and more .
s . o particuiarly in a maie roie ieaves a vacuum whi(:h the women he comes into ; "
e contact w1th fill In one sense this is not a neglect on apart but rather A
. . stifling on his énother S She tn her need to keep possession of him,
suppresses any Jooial dr, emotional tendencies ln him which mig ht take
v ' him away from her Consequently when Albert moves into a social situation S p RO :
T he is’ unable to deal with peopie on their own ievei ’ E P IR
x By his closeness his "secretiveness“ as Kedge puts ilt,"Albert "
& o.. has tended to’ deveiop an unequivocal personaiity‘ to be fairly st th ; -
oy ‘ ‘ ‘r v"‘ ., l'.'}’ ‘.-I ‘- . "'.' . . L ) . - . : ‘ .."' .’ I. . | .’ . , ‘ , ‘ . | ".l"
BRI . ' R .. o . T T, T ’ S Dy " ', L )
.t ‘e _ \ R ¥} o
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'v 26 , '_' ‘ e -. .:’ ;. " , "_. .‘ ) ‘. :‘ . '. / ..
.iorward T,his straightforwardness plt.ts his cioseneSs is what irritates ‘ . e
~peop1e like Kedge and Gidney. And it is this tendency in Albert that makes

1 difficuit for him to deal with people like his mother the girl Bileen and

e once on’ their Lwn level His attack on the girl is actualiy an attack on the,- ‘

g

' f,'other three as well < an attack on a womankind which believes it can . e ’ R

e !

i torment bu-t by virtue of its sex not be held responsibie for it . f\“-’».

Tetn

W\wn Albert attacks the girl it is with the same instrument that hel

ALY

' e _. attacked hig lmo‘t)her = a clock (Pinter plays 8 iot with shots of clocks ] ' - 4
| RS this play and it might be Sald that he is passing som,e comment on the' - Lo :h'.:' ,vi

. .l “ - v . : O
o interminable nagging that goes on) From his diatribe it is ciear that - L }f,
| — . o

he is talking not only to the girl but also to his mother and the secretaries rf .:." é

A Albert (seizing the clock from the mantelpiece) DON'T MUCK N o P '

AL Gvae;

PR . S 'ME ABOU’I‘! She freezes with terror B S T A AU PR
el See! thls? One crack with this Just one ‘cragk ... - IR B e
Cod R 77V (Viclously) : Whoé do you think you are?. You talk too much . . ; g R
' ‘ : © ., you knod that. You neyer stop talkihg.” Just because. you're -' . : - l
S ' a woman you think you can get away with it. (Bending over: f; ' l -
. : her) You' ve made a mistelke this time You ve picked the RLE N
C '-'-wrong man. Ce e St SRR
! Lo . : ! ’ : .n- . ’i ,'
e He begins to.grow in stature'and, laxcltement passing the .: e el ;
NIRRT I clockfrom handtohand S BT |
. . . - N 1 ‘ - ’ "‘ " : Q:‘.’. ’ ' ."-.'".' _;5:5
AL Wou ‘re all the same you see, you re all the same you re just o i 4‘ =
0 #7 . adead welght- around my neck. -What makes you think’,.: (He "' - ™ [RECARE
_ . begins to'move about the room at one“point half crouching at .- .., S ;} '
T i - another standing upright; as if exercising his body). : . _; e ]
@ o - What.makeés you think you can ... tell'me_... yes .... It sthe - - Ll
o S sdme as ‘this businesa out-the light in Grandma s, roor. Always ! I T %
' / something Aiways so ething ,(To her).” My ash? I_'liput.f- I-j'_ . 2 5;1?5;3:;
l R °it wherellikel B ro L LT v
SRR ';..' ST ()
L . ‘_ , You haven t got any breeding She hasin 't elther. And what . .
e about those: girls tonight? Same kind And tha‘t on,e 1 didn t T
touch. herl ' Lo . : o
SR e ' ( e e cid) . S
. xl cor) o 'l: ! ! X
{' . ,- 1',. '.\\ ..:: . 4‘.‘ .
e . o 3 |







. “:-‘ YL ' .f' \ , i
says; M. .. net TEddy who has come home but the mother who has ;

3

returned" iy Into each of Iessie S roles Ruth seems to fit She is L whore.

'_' At leasf 1f one is unwrlling to accept her previous career as a nude

. pholographic model as pros‘titution then her ready acceptance of her : L : -,,‘.‘ R

\

was to Max S. She is wife to TeddyI as Iess1e was to Max Ruth takes all
’ these roles which parallel Iessie 5 and becomes as much Je551e to Teddy s

.lamlly as she is. Ruth to Teddy She becomes wite/mother/whore to Max .

B ,and his children as much as she is’ wife/mother/whore to Teddy and his - ,'-' r :: f ,
children EETE R S . / . ‘

L '-mother by \urtue of their children She may be called whore in relatlon

! _'r_:'é'suri,\'t?lié-regmed' wb'uhc'i‘,fgx‘zf ,f_fé_t".',,f-'b'."ISIi.’:. A

L. "n -' v

-

coming career with Lenny wouid at léast deline her as one And while IeSSie -
may not have been a whore by profession her conduct wrth MacGregor .\ - '}" R
'taccordmg to Sam "MacGregor had Iessie in the back oi my cab as I drove .

T . Al

them along I") , (The Hon‘tecoming, p 78): allows the. epi,het to be applied

ot

o

r'-to her She 75 the mother of Teddy 5 three children all boys “as- Iessie SO ‘ : : v 2:":“.:.

e

1) . 1

' In relation to Teddy she is wile by virtue of their marriage 'and

!
5

to him because of her previous career and her coming one

i R 'th are preparing o leave Lenny asks Ruth lor one dance bei'ore she goes

fVladam? IR _"' .
They danCe slowly '.

c1 ) ll .
ILe ny
i Ruth stands

- Teddy*stands, -with Ruth's coat . . ;
~ Max and Joey come in the front: door and into the room

o

" .They stand. . . .- T

o iLenny kisses Ruth. They stand kissing. SRR

But also her

onduct with Lenny and ]oey admitsapplication oi the titie 'When Teddy and L ' s

~

RIS

R
ol B i R

g R RS
S RO

T e e e e
w T | e (R RN Rl b,

Rome

¥ F,

x

B

~
>

o~

YN
o R M.

B
? ~an e
A

4
R
¥
\'; ‘.
1.
e
Vit
e :
-
},
¢
b4
%.

L Y



- 79. oL .,'.. ' . ' . './.). \ . -

R Io'ey:..

)

Christ,,she 's wide open Dad iook at that

Pause ,' [ :

She 53 tart

Pause

.

Olcf Lenny s got a tart in here ’ ,' : ';' N J'
" Joey goes to.theni He takes Ruth s arm He smiles at

- Lenny. He sits. with Ruth on the sofa embraces and R
kisseshe;r - . DV
.He Iooks up at Lenny

:" Iust up my street ' .‘ l e :,' .
‘He leans her back untii she iies beneath him. He klsses herr

Heiooksup atTeddyandMax el .. SN

L SR !The Homecomine D 5/3’591

: ‘I.:',-'.? R

f . 'A‘. "|.

‘ A littie ]ater ]loey takes her upstairs only to return two hours iater not

’ having sv.rcceeded in making love tc her

4~

3T

L

.,J,.-~
!

.' In relation to Tcddy s family she plays ali these roles by adopting

toaL

' the role of ]essie She is wife to one of the sons she is wiliinc_) to become o

.

- whore for the others ., She is mother in that all recoqnxze her as the

.y
[y

revincarnation of Iessie ol '.,",

[

N

.-

Max .
- Wo

Since poor ]essie died eh Sarp7 We haven t had a”
in the house. Not" one: Insidé this- house And l'll

a
ot teil ygu why Because their mother's ‘image was so dear any

other woman would have .:tarnished it. But you";
Ruth you're not only lovely and beautifui but you rﬁg

. You e kith You belong herc I ,

el S !The Homecoming P 75)

lthe inconsistent way that he refers to I essie

»,""Max even reiers to her in

- -When he first meets Ruth he describes her among other thmgs as. a

o-,

"stinking pox ridden slut'L Later he describes Ruth as charming and

SN

beautiful. His view of Iessie is best expressed in the following linES{

e
-

: Makl . tHe ‘was’ very fond of yout‘ mother Mac was

N g . ie - )
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U « ‘ . .
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in a chalr wlth Max Lenny and Ioey at‘ound her 'ln subordinate attitudes

" wlie of a’ college protessor ln the end has become the whore-'queen ln a’ ""/ ": :

ktngdom of essentlally useless males

TR He always had agQOd word for her T j

. "8'0._'j ’

I

'.vPausé o :-' :A - s S

L Mind you she waSn t such a bad w0man Even though lt made
O g’ne sick.to look at. her rotten stinking face she wasn t such a
ad b}tch l o Do

' I ‘ (The Homecoming p 9) * e

.-

It 1s tairly obvious at the end of the play that she has taken ]essie s ,- .

[ . : <
R Y

o controlling posltion ln the household as in the flnal scene she ls seen slttlng

d - .
3

5

5

Ruth then who had flrst appeared as the attractlve and sophlstlcated

‘e

her sexually Lenny psychologlcally Joey physically £ and both falled By

thelr fallure they demonstrate thelr lnabtltty to play the expected male role

‘ htmseli when the iaml]y encourage Ruth to abandon hlm and stay with them) ‘

"A by Max s suggestlons that he might be a homosexual

IRE demonstratos hls weakness ER ,‘. _ N I

T Whlle Sam does not attempt to domlnate Ruth hts incapacity as a male ls L

demonstrated by\ his meek acceptance ot Max s abuse and more partlcularly, R

.

rl‘eddy, by allowlng

‘ ';. hlmself tn effect to be cuckolded by his own f'amlly (he neglects to assert

[ B -

J.
-_b/.,; . LI v
ce e,

’ T

But of all the characters in the p‘lay Max is the most enlgmatlcfln a

even- hlS name A

. - - - l
i terms ot hls sexual role The father he. acts as the mother ]

B as hls ole ln spea

- calllng me Dad “do you understand?" : (The Homecdmlng, & 17)

; ts hls role\ . '1

“u

klng to Lenny, "Stop calllng me Dad ]ust stop all that "

.,

He does

\ all the cooklng tn the house and ln fact eVen ln Jessle S tlme seems to

[ 'j . o v e
) " o . e S " . . N R .. . Lo i
S - SN s . ' ! .
B ) ,
N . i - S .
4 g '
N . oo
S , ’ . B \
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o

Both Lenny and ]oey trled to domtnate ,

Max/Ma He rejects what would norma iy h‘e accepted
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have done what would be considered her work When he s remimscing o '{ §
N ‘[ . . ' ':","
to Ruth it beco+es apparent that he and Iessre must haVe switched roles e 2
»'Max.' - That woman was the backbone to. thls family T P RC 4
t‘ .I remember the night I came horne, I kept quiet First of . s I . :?
" alil'gave Lenny.a bath, then Teddy a bath;, then Joey a’ T
‘ ,bath What fun’'we used to have In the bath eh “boys? - AR : R
" Then T Gaine downstalrs and I méde Jesste put her feet up.on D N
g ‘thepouffe e : "
EEECPR r-:,l"'; (The Homecoming p 46) G e VR
e : . R . " . L o AP R AR i 4
He tal‘(.es the role of,' the mother 1n glving affection to his boys and speaks - i
b L o f:' L N “ * S : 5’?."
f tucking them into bed at‘ night One‘ o£ thé most‘sur'prising St:enés in fh__e R : {

e,

play occurs when he asks Teddy, "Teddy why don twe have a nice . ’ T
. I AR
cuddle and ktss eh'> Like the. old days? What abom a m.ce cuddle and

b e
S YT RO VRGO §

R e i e e e
A S T U N S T

. k1ss eh"‘[ (The Homecoming, p 43) And-Teddy s‘ubm‘its'w‘it Two oth,er :

T ATt i o st
. e

remarks Max makes show how deeply he feels he .has taken op the role of IR SR
I’v.' motherhood " gave birth to, three grown ‘men_ ‘ don t talk to me about : : o R ;

the palns oflchildbirth - I suffered the pam I've still got the pangs" (T he

Omecoming,p 40) i,",. - St R R R
‘ These last’ comments may havc been’inspl[ed by the possibility IR B
“t

P e
RUE N e A

: that the boys are not hts - he refers to them as’ bastard sons and Lenny s -

‘ "y
£

. r" question ab0ut his begetting appears to upset Max flf ]essie was unfaithful

with MacGregor 1t ls possible that she may have been unfatthful with others -

o

LR othsrs who CQuld have been fathers of the boys Thus{ Max never haViﬂg L

f .
iy 1 . K S K . ' £ EA ot o o4 -

PR R ! " { S X

v been a: father m the true sensé takesron the oppostte role.' His sense of EEPEER 4 ERE
gender is not partir,‘ularly clear as he has a tendency tQ; refer to males as | - Q\ SR
FE .. :;.a / e N . ) L. P L} ‘o .",..‘:I'?
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e

o bltches— at difie?ent.tl_r,nes‘he .uses the term to-describe or.address Lenny," -+

. _ expllcxtly than any of the other plays While Ruth 1s the culmlnatlon of the B

development oi but a150 a change in’ t,he male character he \15 the: only male B
who totally reverses hls sexual role. With Max lt is not as With Ruth a
_ matter of a. varlant wlthin a gender but & total chang,e of gende . o

‘ . - o ‘
. . o
¥ A o

(3
o
ey

L " . ,:u .. . Y. . . .,! ".. c ) . . I e R o
Teddy and Sam e " o N ,'i.. L

_’. The Homecoming then deals with the enigma of sexuality more T R

R sy I it

0

X .. . . . | =
. . v

female character Pinter had been developing in the earller plllys Max ls al e

s

The enlgma of sexuality 1s a recognltlon that sexual roles are not P PO

PN R , R e

as clearly folldwed as they a‘re set' - that'c'harac,ter_s‘ are composltis; of both U A

.' . S M . ° ‘ : . . . - e N
sexes as’ well as. the Varlants played wlthln these roles.\W'm‘:eLLn \the L I EREE

e ha T aaitTh

l»t the‘ AT

' earher. plays the emgma oi sexuamy was an elemer}t of the enlgma - 0 B E
Ao SRR a1
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'This chapter will deal not only with the enigma of time but e . L

‘ aleo with the new dlrection that Pinter has taken in his four most recent -

plays. These plays Landscage (1968),

5

e (1969), Niqht (1969) and’“

Old Times (1971) " represent, in a fashi_ his work reduced to. its baFic

"ll elements Pundamentally static they depend on Pinter‘s abilityl with

]

- . i

i’angilage and the action of language ior their vitality and their character - .
dynamics Having few characters, containing an intruder bein?

, .
' concerned with dominance and being enigmatic, they embody the character- :

. . . i

r

istics of the earlier plays What is here though which is greatly

A

ditferent is the almost total lack of physical action and in the case of "’.‘-f o

Landsca_ge and Silence a lack of dialogue Additionaliy an important

motif in these plays is the concern )with the past whereas in the eariier v

1

'. ..'. I plays the concern was'/ in most cases with the immediate the p‘resent.. .
It is by using this motif that he 1s dealing with an enigma of time the

different views characters have of the. past their varied remembrances of

! ‘.,

thesameevents and. times. P TC P NP " o I n

[
S

¢

While Old 'I‘imes and igh tend to be more in the presentational )

mode of the earlier plays, Landscape and Silence make a distinct break

e ‘ Lo
these two plays there is virtuaily no communication between the characters

/ -' although in Silence there alre odd snatéhes of dialo?ue In _alt_dggqge_ the / o

tWO Eharacters Beth]and Duff sit separately in the kitchen of the country : :

house which they take care of for Mr Sykes P Throughout the play they sit O]
‘ In their chairs and never move or giance toward one another It is not Lot
\ v : . . ~ R _
- i R . '.' . ~
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‘J l.'- - - "': ' .. . . ) i . .
" o clear whether either hears what the other is saying Both refer T

X

to create a- surrealistic, symbolic or dream settlnq for/hxs play He 15

T S T A . e
. Lo e o (vc.--'..u-.‘-;-:.-'.-:-.‘_-.-'-‘.-._.:..".‘)Vv' ' ‘ " R , ,
- Both'-characters are relaxed in no sense rigld : 1 -
[ . . ‘l : f
, Lo ™

, "-"... SRR ) (Landscag p B-)

JERIEE The. most notable characterlstic of Landscape is the lack of dialogue R

-t 'do actually achteve aform o£ communication The communication is no’o L

_ continually to events ot the past although they 'tend to differ in thelr
b
' recollection of it and their relationship to the present

T

;But desplte thls somewhat unreal material Plnter does not intend

»

1 D J _‘-.b'- i - AN .
quite deliberate about describlng the’ type of setnng he does want R LI

. f;":The kitchen of.a coun#ry house o o
' .A long kitchen table. o ‘ , R
: " Bethlits ln an armchair whioh stands aWay from the table ','f ’ [ :
. Ltodtsleft, ~ L
C Duff sits: in a chair at the rlght corner of the table The , o
.background of - a sink, stove etc , and a. wlndow is dim,. o L

R

Y

. 5
o . N . . CO }

: g “"E@“ : _'|‘ _I . U , i . ‘ ‘

o - the means by which Pinter bqut hls reputatio,n In this play Plnter is "- "
"_almost parodying his own-’ prOnOuncements about the failure of communication 2
SRR ' G o e

" ‘in that these two people whlle not trying to communicate with each other, s

1,

.i‘ 4 Y ! o i
'always direct, explilcit but ln the manner Df whxch Plnter has spoken. LA

‘",.,. most: of the time we re lnexprelssive giving little away, \ianHBble T

S eluslve evasive obstructive unwilllng But it's out.of these attributes IR

el

- . 2 ,
. * ' I '- Lo .‘f: ! ,'A“,'

- thata language arlses. Alanguage unaer wnat ts belng said, another NS

R . .),

':".‘f-"-.' ) sllence in what iJ unsaid I And it is this particular mode of commun@'onl_‘: 7 Tt

S .- ! PR P . _.‘ » h e ]
' AR . s -, ., CLoh . .
T " = PR . AN

! Pinter, "Hetween The Lines", gp_ilcit'f TR e T ST

.
n

r o . . : .. Ce

“ .
R v
-+ u::,{,‘ e,

) thing is being said Ithink that we communicate only too wel'v‘ e Lo SR




s“r ] “" v
" , that this play demeﬂgti‘ates 30 clearly - that‘people do communicate [ : .

' :with each othe'r as well as Wlth outslders - an audience - .even when'
they are talking to themselves Everyone is made aware that in this
, Aplay “Under what is said a(nother thing ls being said" o
o It is: a parody because Beth and Duff who, unlike characters ln * .-4 ' -

: thel earué} ;‘:lay’s, are not trying to communicate lat’ least on anlapparen{ = ’
" level) do in fact communicate vlrlth each other ”This communicatien is " o

~-achieved through an association of ideas The monalogues of Beth a.H Duff

°
,.

mankedly different For instance when Beth s telIing of her lover oh the

1 Ce . .
Beth Snoozing how lovely I Said to- him But I wasn/t a: P
' '., o fcol on ihat OCCasion Ilay quiet by his side B ‘ T

.,/' ‘.~. ’

' .-‘.beach her ideas link with Duff‘ x5 o , ‘-'. / .

Silence Lo

‘.

- .?." :"Duff Anyway .._. R . / . .,°"',',=’. .
.. Beth, iMyskin-.. 0 - ) R LSRN
© . L Duff. "I'm sleeping a°11 right these days I AR
. /Beth. _Was stinging. R R O G2
" Duffs Right through the night every night S ‘ S Loy 1
©. 7 ¢ Beth, .. I'dbeen inthe sea. - . IR N R . -
o Duff Maybe it's something to do with’ fishir}g- Geitlng to i ‘*..:: = g .
D learn ‘more about fish. ‘L / ‘ -
' ‘Beth ~Stinging {n- the sea by myself 4 CoLE oy / e, A :
- Duff " They're very. shy. creitures You ve got to woo them_ You e " :
: must ?’;ver get excited withtheni. vpr flurriedv‘ Never,. R IR
C -'“’Beth - I knew there must he h hotel near., where ‘WE. could get R .-?'{ -

co some 182, B S SR B
. ‘."‘. t.l' : \x [ 'r,,' / . . ., R o . ‘:‘ o ~"'.“-1“ i :“:' . AN tk,‘. ‘ . A
Silence 2_‘ L ST / Lt . Dot
v | "Duff Anyway luck was o‘(ntyr side ior a changel By he time o \ L
g ' I ot out of the park the pUbS Wefe OPe” ' N N 5
T Q/ LT T‘-'"\‘. | Landscage, p 14-15) E E x R
T S T ' & )
' Her talking of snoozing is taken up by his mention oi sleeping bem—’f' »‘~.'.'
, g } N e S oy _° - q
.'? . L i 4 i , "' ‘; j. i -' ‘.
5 o . , [ *
I o S ) v e
’ J ’ ) o L- et P e e e temati s e s ity = omd o e €15, oA
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°

’

c'lear as is the association at the end of

\

and her mention of the sea WOuld appear to suggest the idea of fishing to .
‘.‘p LN / . <
him The relationship between his luring the fish and she her lover is

e

e’

~

hotel and his of the pub ,' N

Thus P‘inter mo}difies what superficially appears to be monologue L

. '

L

o and while not creating dialogue does allow for character interaction and does

create a sense of action even if the players themselves do not move. Thts
De ) o
is more than an exercise in virtuosity, it is the culmination of Pinter 8 work,

.
i v

in the value and effects of language The speeches of Beth and Duff comain

elements of dialogue - reca‘lled conversations (Duff 'I‘his beer is p‘iss he

said Undrinkable There s nothing wrong with the beer I said Yes

'

there is he said,.I just told you what was wrong with it tLandscape

-

B lS] but they are not there for dram'atic dialogue they are there to create .

' f persona‘litt’c&"

g

-t

L a sense of the character of Duff or Beth /to bring out the elements of their

DR

]

«o !

i

s

LT
v

)

these characters their. mood their state of mind ’I'here is no absolute

\, :I. s.

Jo J distinction between past and present or whete in the scale of time, events ’

TN e e

remembering not a reiiving of other presents - the past

that preceded it is the fact that its primary concern is with the pftst rather ‘.',

N T

than the present Nothi,ng hapf)ens onstage except the verbal revelations of -

“l

present - a now There is only a remembering = and it should be seen as aj -

. - .,
b + -

\.
. s

-a sense of the enigma of time in that the audience is seldom clear°as to the

e -~{

A
This enigma also renders enigmatic the nature of thbse events
L : . .

mentioned fall

' -

: . : ‘ I
¢ One of the most obvious distinctions between this play and the ones .

This creates o
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- , 0 - N " e
making it difficult to deterniine their reality SR ,I . . Co T N
.\’ For Duff this past is not so distar;t it is yesterday and earlier , g ] .
but for Beth it is: sometime ago Yet Duff does g.o back into the past at t‘ ' . ',E’ : f
. i oo coe a
points to talk of Sykes and of his (Duff's) lnfidelity to. Beth Character ‘ ' I’},

Y

istically enough there is another enigma he?e a problem of verificatio

’ and it involves the man who was with Beth on the beach It ls quite

unclear who this is whether it was Sykes or Duff Pinter himself came‘ to
;( K : ' I B [ : ' . o
the conclusion that it was Duff with certain attributes of Sykes - 2

e S Ty vy
. e . v s

Beth

" talks of hls gentleness his picking her up in the car- his presence on the '

e

beach which suggest that the person spoken of is not Duff Duff to this

point has n/ot been associated with the sea but with a pond not with B

cleax: bright days but overcast or rainy ones, not wlth gentleness but

. g : a degree of vulgat' brutallty Sykes is suggested as the lover by the way in K :.'
; which Duff speaks of him what he says about him while Beth descrlbes I' _' f BN
.‘ the loVemaking on the beach In these sequences Duff keeps mentioning 8 0
Sykes while Beth ;fers touthe 'Trknown " he" the automatic antecedent of

hich fs S7Kes.

E '~'B'eth" Tl buried my tace i his sld/e and shut the light out N \

Lo ' Silence . C R L - ' T

STl Duffs Mr. Sykes took us from the very first interview didn t. e
. ‘ ‘he? ":, s ...' - "“ . '.M . .' . . ‘

I "(.;...,..';o‘:'..';::j.".. )
' - .. That nice blue dress he chose for -you, for the house, that was
- L very. nice of. him Of course it'was in his own interests for you
P . to 1ook good about the house for guests. . .
" ,.*% Ctted tn Edslin, The Peopled Wound, §. 192.° - -
) ""‘-_'. "i - "-’ 3 ‘_ . - -rf,'.,"‘-. , " . 3 : TR
S : ' . .
N N .
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‘_examination of their relationship an exercise in what alf four of these

plays are" sensibility remembered Both characters treat the relationship E

- Beth‘s memory of the relationship is one of softness gentleness and silence

] .
’ . R . . : o
.-,,r A R iy
) '
i

+

LT ER v S
L Beth l—l ﬂved in the sand and put his arm around me..‘
. '. : S l R -. T s (Landscape, P 20) v
‘ '.If'IPint'e—rfs eic'planation is'accepted- an'd Duff is her actual lover o ; ‘
; Wl . g SRIEIN SN
) " on this and presumably all other occasions then this piay becomes an i I"_t, :

B . [ u( .
. R
.“

.
.

uit differently, they treat it in the way it appears to have affected themt - :

) B

Beth I‘m going 0 water and arrange ‘the. flowers Isafd. . .
AR He followed me and watched, standing ata. ‘distance from me’ Ll
e When the ‘arrangement was. done I stayed still I'heard him ' -~ -, .-

" tnoving. He didn't touch ie.: Ilistened Ilooked at.the -
. - flowers, blue and white, in the bowl PRDURIEANE

"‘EE‘LSE U R -
w0 Then hetouchedme. S s TIPS
‘ :jl-le touched the back of my neck His fingers lightly, '

o ‘touching, lightly. touching, the back:-of my neck SRR w0y

l_L.e_ec_is_c_aee p 1y,
The effect oi' the punctfiatiq,p in the last sentence is to prod uce an-f. Y
almost ritualistic recall of the contact and’to suggest that Beth luxuriates -

in it now as she did then,, Her last sequence in the play confirms this

T o e RPN

idea of the gentleness of her love and lover R

L X Beth "He lay above me and looked down at me He supported my
R shoulder. L . -
‘. » 'l ’ Pause ' . . .- . e . .
LT se tender his {ouch on’ my neck' Sof sof,tly.‘hi,s.ldss-"on my .. *
o T-;cheek L S o R

My hand on, his rib. ] / o {

_\
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AR ” | BRI L
o ! S 89 O
' ! 1_’_6_13_8_&3 ‘ " Ll . ERRRUPI R
‘ ; " So sweetly the sand over me. Tiny the sand on my skin. S
}, ' Pause [ ,‘:,-. RSN
S So silent the sky in my eyes Gently the sound of tide. * -
Pause S e e
.;?Oh my true 1oveI~said,,_ R ;.l“, o ' ':.:' - . L
SR (Landscape b. 29‘30) R AR

’ Dutt‘s memory, on the other hand is dominated by a brutai s

-

incident which may not have actually happened This is the " rap't:" scene ', ) i

. at the end of the play Dutf remembers coming into the hall finding Beth PEUEDER AR A O

' banging the dinner gong hen there was no one to serve lunch to and no . LT

\2 .’ . 1 Do ! .:t * ’ N : :‘-
i S . i N !
lunch cooked I-ie takes off her chatelaine and kicks the gong down the o / ; l S

hall At this point the dog comes in and his narrative switches in tense SRR
L from tl'!e past to the future conditional o \ T RS

, . -... -. N ‘ ‘ - [ N
., -, A

Lo ",' Duff ' "I thought yo wouid come to me Ithought you S o
RS would come into my- arms and kiss me, even ... offer your- .. - I
e . self to.me. I. wouid have had.you in front of the /dog, like '. . A |
.o T4 A man, e hall;-on the:stone,” v you!li plead, with me e TUp s T
Lo Sl R 1tke:3a-woman, I'll bang the gong ‘on the floor; .. Tl . BN S
Ty T "hang it hack on its hook,, bang you against it swinging, A I
REFLY RS L gonging, bang your; love]y head, slam - =

s ;'_. . . e
N X

'I‘he change of tense makes it uncertain whether such an event

- N - A
"-;‘*-'“-w-.,s.u..w-u_ﬂw--«. e ST i O e 2
) . T .o,

(Landscape p 29)

SR ever took place._ But the facf that Duff thinks of it of doing this suggests

7}

o ,'a tension on. his side of the relationship W hen the 'pi@y begins he is
..'giving an account of being caught in a downpdiir under iee by a pond
R :where the paths are dangerous because "there was a iot of shit/ all over .

' ; ,,the place aii along the paths by the pond Dogshit duckshit

Aiter he had Ieft the park he went into a pub where S

L ( andscape, p 12)
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" Z It would seem that she is not willing to see anybotly, ~to go out,.even

LT Aup el

..""ﬁp ,

T -wasi]i the old decanters y

'into the garden. S.l"here is another enigma why is she like this’? She

v

"seems t° have retreated,even from Duff who it is reasonable to assume,' cL
*i.s her husband Duff keeps her informed of the outside world 'of what

.he does during the day, but she appears to fio nothing Certainfy she\is o

-. \,

'

not doing her housework as he indicates, "I had a look over the house the

other day Ixmeant to tell you. The dust is bad We'll have to polish it

We could go up to the drawtng room open the windows I could

(Landscape p 23) Her Withdrawn manner

T LI

may be a reaction to Duff's infidelity, to the absence of Sykes 1d. age or

“ greatly.

Y

-

to something that neither mentions, L e

-i ~-.- e '. R ‘. -

While Duff attempts to touch her in his conversation she makes no’

1... . o
- .

attempt to do the same to him She only dreams of that day on the be@h

RT:
w ' Lo

with her lover., It is notable that the landsca(peﬁf their memories diifers~ '

.<"“
s

et ‘,:.,‘ :

L ',.«-é seashore warm Hers seems to be a happier, distant ]past, hts a dul],, -

recent past In her first words spoken to her lover on the beach she :

,l S asks if he would like a child and repeats the questiyn later It is\ssible

R

g

to presume thet this ghiidlessness might have been a barrier’ hetween

‘them Iames Eigo suggests 3 Something does appear to have habpened

- = )
|y. . 4
a1

or at least, such is implde by Duff's comment "That‘s what matters, _-..\ BN

amyway.~ We re together That 's what matters'.}' (Landscape, p 24)

"!-l -[

..
A

PR — T T ;

Iy ‘. ‘ TR s

R

Eigo, I ames,—"Pinter. sVLandscape" l

1973) P 181 T

his - dark, wet dull inland coid hers - bright dry, clear, e
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f Landscape then is concerned with presenting the views two people

e

hava of their past and the di.fferent way théy have reacted to it the
different way it has a.ffected them There is also in Landscape a poetic R ', ! f:l, .:: g
quality which sets it apart from the earller plays for here events are

NEPTRAPORUR VU i . LT ) R N I
evoked rather than merely re-created. '-'. j : ". e / ';. ol
B / S Silence differs from Landscag in several ways but primarily in
A :
: the fact that it contains A certain amount of dialogue and tends to be more

repetitive It is concerned wlth a girl Ellen her two loves R’umse{r and

Bates and her relations ip with them While Pintér in the cast 1ist
. . -4 !
speciﬁes that the characters are not old the play iftself suggests as Martm

. > . ' v,
.. PR
L ,.;r “ }

e v

=
1 - .

. N .
| S—— s i a S 5t
TN A

»

Esslin points out ’that they are.fls

It would seem that the characters are

v

)

J.A

his thirties)

.....

)._., .

looking back to a time when they were the age the author specifies for them

(Ellen is supprosed t“) be in her twenties Rumsey in his forties Bates in

VEllen has known Rumsey since she was small and at some

ey

ktan B e

: stage in their\relationship Rumsey had sn‘c;gested that she find a@v’ounger
" man with the implication that he is too old for her She rejects this .as shel .
:: does. not like the /young men she,knows Bates she meets o’ccasionally and '
| 'he has possibly l)een her lOVeri j ‘ { SR
’ Rumsey s, relationshtpvwith Ellen is a protective one more . Lo '\ |

'. under me.

‘..

protective than sexual although one line ;"'She floats

J'loating under me." (Silence p 40) - suggestsuthat he also might have

been her lover She defers to him dresses for him.f' "I walk with my girl

B ',‘ : ‘,'I; ' r who Wears a grey bloui;e when she walks and grey shoes and walks with j"

..-5’,_14.‘, . 3 ESSH’h,_Thepeopled .wound" Q_E;gj;t_'.‘,p’ﬁl78' oo .,_"" . O"..‘. .- . .
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your hands You were very gentle you, were very caring " (Night TN

"?‘%;:.

PR D
RN

P 56) rI‘he man s memory is of a more sexual contact of feelin? her ' e )

AT Y

ez

breasts while they were standing on the bridge The play is a very simple

AT S

o fo,

55

vat’iation on the themes of: the two previous playé but lacks the pathos of _‘ -

’ these plays in that this couple have not drifted apart in that the differences

—

T

L in their stories do not ‘matter.- greatly to them There is not then the flow 5':.. 4 . ,

frorn p'ast to present the lacli Lf fixity of time that there is zp the: other two "

.._ . plays The enigma of time is not really present in this piece except in ti?e ‘1 V‘ ] L f " ":.’ ’

’ differences of their memory of it This play 1s like the others a remihiscénce D ‘ % s ,i

e o . . S Cou N

. but only that ,it does not 9o deeper to produce an awareness ot‘ the depth{'. R ; [;

| - Pinter s most re /u.t play, Old T es deals [with the same themes i “

but is. unlike Landscape and Silence in dialogue and unlike Night in e . § A {

S : . . Lo R

. depth The play is set in the house oi lﬂeeley and Kate who have been o '. i (,:’

’ .,: marrieti for about”twenty years. They are visited by Anna th once " f A | l' 3 [g
‘ shared \ia flat.with Kate and is now back frOm her preSent home in Slcﬂy The

-

. play resembles g in that it focusses on the first time that Deeiey, Anna

and Katé met each other ;f RERE h R i .
2 Deeley insists that he met Kate at a cinema where they were o _' e " L::,': o o
.' . showing Odd Man Out a film with which he was greatly impresSed When
' he is alone with Anna he staltes that he has met her beiore that he picked her )
up in @ bar and took her to a party where he spent part of the time looking L .
up her slcirt’./ She does not immediately remember this and appears in 2
fact to deny it; but towards the end of the play conﬁrms his story
, B o ! ' 2 Lol
. ol e ~
, . J ’ i - , “; ’ o .
Bl ot TR , Sl ‘
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' . . ta
L Lo LT - T T T S L
R o oL e , 6. oA -l L S %
s e e . -. i ‘ e . "'“. T e e e e T o 3 -

".A Throughout the course of the play Deeley becomes uncomfortable with B %g% '

'what becomes the intrusion past and potentiauy present of Anna into his oL

. 1%
."relationship with Kate R HE \ _' . o };}t
‘o 3 Thus with the deVelopment of Annaﬂ 5. character Pinter is /; . ,“.::; \t g
",'_'.'.'returning 1o several of his earlier motifs "the intruder the sense of L é '
l "menaee' the m0ve fot 'E)oesession Anna,. because she has lived with Kater ' ' K
, g and becaube Deeley has no knowledge of their previons friendsh p- is.an o .,., ; '.35_1
S .ur‘iicnOWn to him To this unknovvn he’ reacts ‘like many other Pinter mal s ' : f
(Edward in A Slight Ache‘ Lenny_ in The Homeboming, Bert in The Room) p : ; h : ‘fr‘
in aJsomewhat aggressive fashion ’ I:Ie.attempts to discomﬁt her by his e . IS ':?'- R ‘

P
' .

obsﬁation of heI‘ diction. ' ‘:. : | :‘ "‘ e L , . q ,
e ~.T:.Anna «' Iwould be. afraid ‘oi going far lest when Ireturned S v
LT ethe house would pé gone. R TP N AN

P [ P s

; L '{'-'"-',,_Deeley . Lest?: - Ll —‘w-’
Sevae l o Uhnnal - What?e T S Y B( RIS
BN, Deeley The word lest Haven't heard it for alo g time T R B

......

8

l AR (Old Times pt 19) R R

and by his knowledgT of wh,gre she 1ives by being very open about his 'f
mttmacies ‘“‘\ R SR .5:’ S

, o : Deeley And then at a slightly later stage our naked b dies met, ’

hers ool - warm, hithy agreeable and-I wonderedlwhat *~ = Tt
' *'Robert, Newton would think of this. ‘What. wouldChe thinkfo ' | [ o
Coa this I wondere ‘as Itouched her p:ofoundly all Ver: . e
T Anna) : What do you think he‘d think‘> - -
SRR ’ L (DldTimes sp 3
o Anna seems to be quite capable of handling such aggress veness and son '.'t A
! : -+ X ETRC : 3

appear’s to be unaffected by it But then she has the advantage of being

able to tall: to Kate about things they had done in the past and to exclude s, o -
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wﬂ Anna. And it is possible to séy that at the end of the play.. when he sits
-‘”:\.,,' r ,:n- . ,,r. -
slumped in his chai.r an apparentiy defeated*flgure he has lost ‘ Or it ; ':" ’ o
may simply be that he has been defeated by the equanimity of Kate and Anna.tf-"" ',\'.;
| The idea that ls so prominent in the other plays ~ of sensibility I : b
reniembered -. is not so strong in Old Times The ' ch‘ara‘cters rely more on
, places anci .events in their recollections rather lthan on sensations But the e
) mouldLng of the past and present iS’ there and stronql}' enough to be " o j ;".3 )
o ,' 'encapsulated by Anna ln these words "‘There are things that Ilremember whlch | } . ‘; ‘
‘ may never have happened but as I recall them so they take place.'_'. (Old ol ! § )
. . . : L S

\'. ':' N
) [

. '.“I ) ,I 4 : X ~ 0 J j.- h’:’-{;
' l s S . v i
RN A j '
N Deeley frorn the memories because he had never participated in them He o ’ v
;" . is concerned with observing both of them particularly Kate On two.. K ' . 7o
occasions the women drift back in memory almost as if they were re~living L '
'I':?

the days of their London youth The play partially involves Deeley s 3 . :

attempt to maintain possession of Kate while he feels he could lose her to ." i

Times p 31-32) On thls basis it ls possible that Anna s confirma' fon of

P r.,'

e Deeley s story (about Iookmg up he skirt) is somethlng remembered which -

as a consequence - takes place Thi indefiniteness of the past is all part oi

' ) Landscape Silence and Night In Night the characters almost merge their
L stories so that theﬂ' become facts. Ellen in Silence 15 unclear what is past
y . 'j or present therefore only what she remem’bers cari be real 10 her This is, L
z;‘ . '.' :x'.'. r( \ . ‘ L .‘.,'.‘“:‘ [ . " .‘ . ‘_',._ A,; A‘. '. oo : ) ..,‘ .2 . .:“‘.':A:::.
L in effect thee igr‘naof tirne. R A
\"(\.,_. . _ T o )
S e

R I

Lo
i : excmde_s. people Af points one character or another .is ignored and treated
i L 14 E T

And whife Pinter makes u3e of dialogue in Old Times it is nonethe- '

o less somewhat sirnilar to Lahdscape and Silence in that the dialogue at timesl '; A ‘
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ally brings this tor the atteﬂtiqn_ of the o

L I

as non-exist:ent d Kate occasion

other two,commenting that they ta{lk as ii she were dead\’ Dgeley attempts

v ’ v M A
to avoid exclusion but cannot effectively bring himself into fthe reminiscent

‘ "I " LA S LTS - ’ : N .,f '“ : * .. O .:"
c{bnversations of the two women, ) Lo e o

.'l.

. Thesevfour plays do represent a new direction in f’inter’s work

v . ,- [a ;_ n .

.;_.\;;.' ST

Tote
I

L)

He has moved away from the se.nse of r‘menace of: his pr ious works and

L

1

e

S MR

: ’.;’ ""“_“"‘""“"‘«'"‘.',"";-’ﬂf“&,.
. Ty i'_"“ R

experimented 5uccessfu11y with a new form for him of s#age speef:h. o o

4 '

These p{iays represent a continuation a development of his views on verifi-

’ .cation - that it is not aIways possible to satisfy the desir;a [Eor v’erification. :

Here he has taken this idea and allowed it to dominate the plays. By using

EE
B

. o e
,

the enigma of time he has !established & point (although lt was explored

: ) ] K .
earlier by oldberg m The Bix‘théay Party.)l that the paJt is not a collection o

3!
of absolute truths but of sensationﬁ remembered situations emphasizedi R
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Pinter 5. world is one iri. which there is no fixity, a. world which

¢

} | is infinite in its possibility of being inter;preted Pinter is aware asl is .
. the French novelist Alain Robbe-Grillet that reality is not an objective , 3
* thing, that it is poresented by human beings who are far from being |
Ll obje!etive. As Robbe-Grillet comments "Not only is it~a man who .

describes everything but it is the least neutral least impariial of men."1 B

'

Robbe-Grillet recognizes as does Pinter that reality is dependent on the . ;:: '

o
N ". .‘ . . v

- observer as Well as on the participant : "ETen if many objects are presented

o2

s and described with great care there is always and especi/ardy, the eye i

which sees, thenr, the thought which re-examines them the passion which
. 9 : , .
distorts them "2 . e B Lo Yo . -
In his plays Pinter has made use of this seeing eye and distorting 3
- passion ahd in the process made us aware of .the multiplicity that is o
' reality ’ BT ST RS
In this thesis' haVe considered i;inter as a person and as a writer who

.J?' "‘1

‘preeents numerous possibilities of interpretation In considering him as a

. . . f\ - -' ° .
' Writer I have shown that in the way he writes, he eludes category and also

'that in what he writes he malces use of an elusiveness of Catego’ry - of enigma o

o

A} hd v

— LT ‘ RN o Do .
' . . R . C(,f‘

1 Robbe-Grillet Alain For A New Novel (Pour un. riouv’eau roman)

."' ' trans Richard Howard, (New York:. Grove 1965) p. 138 .
. 2-. . . . . '. BN .
2 Dol p. 137 I
. 9 . xg.'. , .
.‘ o : .' ’ o ." . . v

" His work does not fit neatly intlo any of the standard critical patterns In his use
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L and/critically successful T

o

¢ most recent work the enigma of time has been added to/ these and is in- )

‘ part.;of_lthe realit_y that he presents'. P

AU P S

f . -

of an- unobj ectifiable reality e has developed Natur‘alistic and Realistic

N f'

.’dramatic theory beyond a point its originai theorists might have expected

. to achieve.; And in doing this he has been both dramatically effective ‘

I .
' -q( s .
He hasl also taken characteristics of this reality - its -enigmas -

-t
Qe

and made them powerﬁul motifs in his plays {Enigma of'dharactej.'and its -

fact a development in his sefrse of the varied nature of reality

. 0

In the Sixteen years that Harold Pinter has been writing plays, his

‘work has undergone considerable development and change., From The Room

-

wiih its amusing and mystifying characters f its powerful sense oi menace, .

~ ) . -

,its actuai vicience to Landscapewi th its enigmatic mdod its poetic

language, .its lack of action is a considerable distance Yet through a11

’

" these plays Pinter has cdntinued many of his motiis using them each time. Cen

&

fvariousiy and successfully But also the ideas with which he approached ,

a' N ]

y \his first plays remain vaiid for/ his most recent The ideas he presented! in"-

his: speech to the National S,tudent Drama Festival in 1962 stili hold frue.

! He is still exploring the subtleties of language, the varieties of meaning in

ii’

B response In his theories as in his practic:e he has remained set irx presenting )

a sensg of real1ty The enigmas one finds in his piays are not there because

D
.

A',".fhe ha s merely sought to present enigmas rather enigmas are an integral

~
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attendant enigma of sexuality were important in his earlier plays In.-his .
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