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Abstract 

Pinter's play One for the Road (1984) is considered one of his important plays because 

it focuses on political issues, which he has not presented overtly before. Generally speaking, 

Pinter's early plays describe man's existential fear of an unnamed danger which might be 

represented by an intruder who invades the characters'  solitude , threatens their peace, and 

brings their hidden fears to the surface. Pinter began to write political plays as a result of his 

political attitudes and his  involvement in political activities over the last three decades.  

Pinter's One for the Road  deals  with the oppressive and authoritarian operations of 

state power. This play and Pinter's political plays which followed it, like Mountain 

Language(1988), Party Time(1991),and Ashes to Ashes (1997)were greeted by reviewers and 

critics alike as signaling a shift in his career and showing his concern with the more public 

terrain of politics. 

In One for the Road, Pinter presented a character that is accused of an unnamed crime 

by an unnamed government and that  is exposed to physical and psychological torture. 

Through the play, Pinter criticized modern political systems which  he accused them of 

practicing similar ways of torture.  

The present study throws light on Pinter's One for the Road as a political play. 

Besides, it explores Pinter's political views and how they contributed to making a shift in his 

theatrical career. Part one of the study deals briefly with Pinter's early plays. Part two deals 

with his political activism and part three is an elaborate discussion of Pinter's One for the 

Road as a political play. 

 

 طريقاحدهم  للهارولد بنتر  ةرحيفي مس ةالسياس
 

 عالية خليف

 قسى انهغّ الاَكهٛزٚح - كهٛح الاداب -انجايعّ انًسرُصرٚح 
 

 الخلاصة

( احدٖ يسرحٛاذّ انًًٓح لآَاا ذركاز ىهاٗ انياااٚا انسٛاااٛح انراٙ ناى 4891) احدْى  نهطرٚقذعرثر يسرحٛح تُرر 

نلاَسااٌ ياٍ رطار  ٛار ي ادد  ٚطرحٓا تشكم ىهُٙ يسثيا.ٔتشكم ىاو فاٌ يسرحٛاخ تُرر الأنٗ ذصا  انوإا انٕدإد٘

ْٔاا ا انوطاار قااد ٚرًصاام تشااوح درٛاام ٚياار ى كٛاااٌ  الاَساااٌ ٔٚٓاادد احسااااّ تانساالاو ٔٚصٛاار  يوأفااّ   ٔقااد تااد  تُراار تكراتااح 

 يسرحٛاذّ انسٛااٛح َرٛجّ لأرائّ انسٛااٛح ٔنُشاطاذّ انسٛااٛح رلال انعيٕد انصلاز انًاضٛح. 

عٛح ٔانرعسفٛح نهسهطح ان اكًح.ٔقد ااريثهد ْ ِ انًسرحٛح ٔانًسارحٛاخ ٔذدٔر يسرحّٛ تُرر حٕل الادراءاخ انيً

( ذرحٛثاا ياٍ قثام قثام انُيااد لآَاا 4881) انريااد ٔانريااد اناٗ )4884) ٔٔقد ان فهح(  4899) نغح انجثمانرٙ اىيثرٓا يصم 

 ذشٛر انٗ اَريانح فٙ َشاطّ انًسرحٙ ٔانٗ تداٚح اْرًايّ تهياا انسٛااٛح انعايح.

ر انًسرحٛحيٕضٕع اندرااّ حٕل شاوح ٚارٓى تجرًٚاح ناى ٚارى الاشاارج انٛٓاا فاٙ انًسارحٛح ٔٚكإٌ الاذٓااو ٔذدٔ

يٕدٓا يٍ قثم حكٕيح نى ٚرى الاشارج انٛٓا اٚاا ٔٚرعرض انشوح انٗ ذع ٚة دسد٘ َٔفساٙ ٔياٍ رالال انًسارحٛحت ُٚرياد  

 يًاشهح.تُرر الاَظًح انسٛااٛح ان انٛح ٔٚرًٓٓى تًًاراح ادراءاخ قًعٛح 

كًسرحٛح اٛااٛح ٔكا ن  ذسركشا  اندراااح اراء  احدْى نهطرٚقذسهط اندرااح ان انٛح انإء ىهٗ يسرحٛح تُرر 

تُرر انسٛااٛح ٔكٛ  اآًد ْ ِ الاراء فاٙ احاداز َيهاح فاٙ َشااطّ انًسارحٙ   ٔٚساهط انجازء الأل ياٍ اندراااح اناإء 

زء انصاااَٙ يااٍ اندرااااح انااإء ىهااٗ َشاااطاخ تُراار انسٛااااٛح ايااا تاررصااار  ىهااٗ يساارحٛاخ تُراار الأنااٗ تًُٛااا ٚسااهط انجاا

 كًسرحٛح اٛااٛح.      احدْى  نهطرٚقانجزءانصانس يٍ اندرااح  فٛرعهق تًسرحٛح تُرر 
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Introduction 

- Harold Pinter's Early Plays 

   Harold Pinter is one of the influential playwrights in the world. He was born in 1930 at 

Hackney, East London. 
1
 His family suffered like many other families, because of the 

outbreak of World War II. This traumatic experience influenced Pinter's anti-war writing  and 

contributed to the shaping of his political attitudes. Pinter and his family were evacuated to 

the country because of the war. It was hard for Pinter to leave his house and to adapt himself 

to a new way of life. He experienced a sense of insecurity by his removal from his house 

which was reflected in the plays, the sketches, and the poems which he wrote
 

   Pinter showed his condemnation of the war when he was eighteen years old. He was called " 

a conscientious objecter."
2 

He said, " I was aware of the suffering and of the horror of war, 

and by no means was I going to subscribe to keeping it going. I said no." 
3
 This incident 

reflects Pinter's independent attitudes concerning politics which  developed later on and it also 

reveals the radical stance that has characterized his literary career and political activities 

during  the last three decades.
4
 

   In Pinter's early plays like The Room (1957), The Birthday Party (1958), A Slight Ache 

(1958), The Dumb Waiter (1957) , The Caretaker (1959), The Dwarfs (1960), Monologue 

(1970), No Man's Land (1974) and Victoria Station (1982), Pinter tried to                  

    Create  an air of mystery and uncertainty. The situations               

              Involved are always very  simple and basic, the language   

                which the characters use is an almost uncannily re-            

                production of everyday speech lined, in this respect           

              Pinter, far from being the least realistic dramatist of his     

                 generation, is arguably the most realistic and yet in   

                 these ordinary surroundings lurks  mysterious terrors 

                 and uncertainties- and by extension, the whole external  

                 world of everyday  realities is thrown into question. Can 

                 we  ever  know the truth about everybody or anything? 

                 Is  there  any absolute truth to be known?
5 

Pinter's early plays  "all take place in confined surroundings, in one room in fact , which 

represents for their protagonists at least a temporary refuge from the others ( it is tempting , 

but not really necessary, to see it  in terms of Freudian symbolism as a womb-substitute)
 6

. 

The characters  in these plays seek protection in these rooms . Danger comes from outside, 

from an outsider whose presence disturbs their comfort and "any intrusion can be menacing, 

because the elements of uncertainty and unpredictability the intruder brings with him is in 

itself menacing."
7
  

  In Pinter's plays The Collection (1961), The Homecoming (1966), The Lover (1963), 

Old Times (1970) and Betrayal (1978), he turned from writing plays which present outside 

threats and stresses which are inflicted upon the individual to writing plays which presented 

the effects of sexual consciousness, which  came as a result of the increasing  importance 

given to female's role in any human relationship. In these plays, he portrayed male's and 

female's attempts to cope with the change of the female's role in society. The female in these 

plays is no longer submissive and inhibited by the traditional role of women in society. She 

becomes domineering. 
8
 

   In 19 84 Pinter begun a new period in his career as a playwright. His plays One for the 

Road (1984), Mountain Language (1988), and Party Time (1991) describe the oppressive and 

cruel operations of state power. These plays mark a shift in Pinter's writings from writing 

plays which describe characters that  withdraw from the outer world into a private one in 

which they are exposed to threats  from an outside intruder,  to writing plays which are 

concerned with political issues. Although one can see political aspects in his early plays 
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which appear in the characters' struggle for domination and their attempts to marginalize the 

others, these political aspects were not overt . Pinter's main concern in his early plays was the 

description of the existential fear which the characters feel. Though his early plays do not 

criticize political systems or international wars, the political aspects of these plays appear 

through Pinter's description of the relationship of the individuals, the relationship between an 

individual and an organization, and the power struggle for preserving the individual's identity 

in a world which is full of threat. In his  late plays, the struggle for domination which one 

finds in his early plays extends from the personal side to the public side and  the political 

aspects are more evident as a result of his  attitudes towards wars against innocent people, the 

corrupted political systems, the violations of human rights, and the exploitation of people all 

over the world. His plays such as  Mountain Language ( 1988),  One for the Road(1984), 

Party Time (1991) and  Ashes to Ashes (1996) are all about the political issues which 

occupied his mind during this period.  

 

Pinter's political activism    

   Pinter did not only use his plays to expose the existing social problems and to show the 

bad consequences of such social problems,  but he also participated in social activities to 

protest against the policies of the western countries. He, " in his last phase of life established 

himself as an outspoken political activist who is observed in his political plays and war 

poetry."
9
  Pinter's interest in political issues begun to develop before  writing political plays.  

He expressed his reaction towards the corrupted political systems courageously in an 

interview " I'll tell you what I really think about politicians. The other night I watched some 

politicians on television talking about Vietnam. I wanted very much to burst through the 

screen with a flame-thrower and burn their eyes out and their balls off and then inquire from 

them how they would assess this action from a political point of view."
10

 His participation in 

political  activities came as a result of his belief that the individual as well as society is 

responsible to change everything which is  bad and corrupted. Penelope Prentice pointes out 

that " The year 1984 represented a public turning point for Pinter when  he visited Turkey at 

the request of PEN to intervene on behalf of academics being held as political prisoners."
11 

 

  Pinter publically showed his pacifism ,  his concern for the human suffering, and the 

violation of the human rights and his 

condemnation   of the political systems . Besides, he was "a supporter of the British Anti-

Apartheid Movement (1959-1994). "
12 

Penelope Prentice  points out that  

           During the decades of the late eighties and nineties, 

           Pinter started a political campaign for Nuclear  

Disarmament and Amnesty International, later he joined the International 

Committee for the Defense of Salman 

           Rushdi , the British Defense and Aid Fund for Southern 

           Africa petitioning for the freedom of Nelson Mandela. He 

also campaigned for the freedom of many other political prisoners including 

Vladimir Bukovsky, Abbas Cheblak  

           and Mordechai Vanunu.
13

 

Besides,  he condemned the brutalities of the Intifada. Yet , in his Nobel Prize Speech he 

said: " I would be very irritated with myself if I said I was a political writer."
14

 He believed 

that his work is not didactic stressing the fact that his work has been from the beginning "anti-

authoritarian."
15

 

Part of Pinter's political attitudes was his condemnation of the American policy in 

Salvador,  in his article " The U S and Salvador" which was published in The Observer  in 

1993, referring to the US cruel practices there which included " skinning alive, castration and 
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dismembering, "
 16

 Pinter was not only criticizing the American intervention in Salvador, but 

he criticized the American policy in the wide world generally. He believed that the U S  

                has done really well since the end of the Second 

                World War. It has exercised a sustained, systematic,  

                remorseless and quite clinical manipulation of power  

                worldwide, while masquerading as a force for 

                universal good.
17

  

 

As it has been pointed earlier, one of the reasons behind Pinter's involvement in political 

activities was his condemnation of the cruelty and the inhumanity of those who are 

representatives of authority and his sympathy for their victims . He points out that  " It's quite 

impossible to cease to inflict pain. One's very presence inflicts pain. I think there is no end to 

the respect one must give to other people."
18 

What disturbs Pinter most was the violence 

which the representatives of authority inflict on their victims. In this context  Prentice points 

out that Pinter  

               takes that most disturbing area of human interaction 

               as his subject and dramatizes insights into its root  

               causes in the human psyche and action, exploring  

               what may  be  possible to awaken and change in 

               ourselves and in others. He also appreciates how 

               changing what is darkest and most destructive  

               may also require changing what is most 

               pleasurable and productive- the way we love.
19 

 

One of the important reasons for Pinter's involvement in politics was his suffering during 

his childhood and the deep-rooted fear which he felt . The traumatic experience of the 

holocaust and World War II influenced his political orientations.  Prentice points out that  

Pinter started his career as a dramatist  

               out of the ashes of World War II to light a way for 

              others in the twenty-first century . He transformed  

              childhood war trauma, terror, loneliness, and rage 

              into courage and compassion to become a fearless 

              conscience of the world. No other Western dramatist 

              better understands causes of human violence or  

              dramatizes conflict with such far reaching, illuminating 

              insight to confront and resolve it. He deploys his global 

              fame to question received  ideas of power and 

              responsibility everywhere.
20     

Pinter's biographer Michael Billington pointed out that 

               What is commendable about Pinter is that his political 

anger gets more, not less, intense with the years. In his mid-sixties, by 

which time most people have retreated 

               into private life, he seems to feel the pain of the world 

              more acutely than ever.
21  

He showed his protest against  certain issues in which he believed that  Britain and the 

west were  responsible for the suffering of people all over the world. Moreover,  he believed 

that the U S played the main role in directing the west countries to have similar attitudes. He 

pointed out that "The United States supported and in many cases  engendered every right 

wing military dictatorship   in the world after the end of the Second World 

War."
22

Furthermore, Pinter unleashed his anger on the United States after it invaded Iraq in 
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2003. He believed that the invasion of Iraq was " a bandit act, an act of blatant terrorism, 

demonstrating absolute contempt for the concept of international law."
23

Pinter's political 

orientations are reflected  in his political plays such as One for the Road which is discussed in 

this paper.  

 

Politics in Pinter's One for the Road 

    Pinter's One for the Road made  a shift in Pinter's career as a dramatist because in the 

nineties  he began to write plays which were  overtly dealing with politics. In an interview 

Pinter said that he "wanted to get out in the world," 
24

 which shows his desire to write about 

the political issues which he is most concerned about. 

   The play was written in 1984. It is divided into four short scenes. Pinter pointed out that 

the idea of the play emerged after a conversation at a London cocktail party. He asked two 

Turkish  women what they thought about political repression in their country and he was 

amazed by their answers: 

               They said "Oh, well it was probably deserved. 

               They were probably Communists. We have to 

               protect ourselves against Communism." I said, "When 

               you say 'probably' what kind of facts do you have?"  

               They of course had no facts at their fingertips. "But  

               what do you have to say about torture?" I asked.  

               "Oh, you're a man of imagination," I said "Do you 

               mean it's worse for me than for the victims ?" They  

               gave another shrug and said," Yes, possibly." 

               Whereupon instead of strangling them, I came back 

               immediately, sat down, and it's true, started to  

               write One for the Road.
25

 

   The playwright provided a realistic atmosphere for  the play. He placed the action in a 

non-specific setting,  where a character is accused of an unnamed crime by an unnamed 

government. By deliberately making the events of the play take place in a non-specific 

setting, Pinter made  the play reflect the procedures which any government followed  in the 

past or the present when that government investigates people. By generalization, Pinter 

accused any government and created the tension of unexpected threat. Dilek Inan points out 

that in this play " space is unspecified, deliberately unlocalised; it is global, because Pinter did 

not want to reduce the play's meaning to certain countries, but rather he integrated borders and 

boundaries in an alarming, vast, incomprehensible world."
26

 

   In this setting , Pinter presents the character of Victor. His clothes are torn and it is 

evident that he has been  exposed to torture. In the first scene, Nicolas,  who represents an 

ambiguous political investigator, uses various ways in interrogating Victor, his wife Gila, and 

their son Nick. In this scene Nicolas is not focusing in his interrogation with Victor on the 

nature of his crime as much as he focuses on instilling fear within Victor. Nicolas behaves as 

if the existence of the victim was  an offence, something which he should get rid of. Thus, 

Nicolas is a representative of the dictatorial political systems, which Pinter stood against. In 

this respect, Pinter said in an interview:  " There is no such a thing as an offence, apart from 

the fact that everything is-Their very life is an offence , as far as the authorities go."
27

 In fact, 

what Nicolas condemns is not a crime which Victor has committed, rather, it is Victor's 

attempts to impose his own individuality in a world in which everyone should conform to the 

rules of the state. In this context, Austin Quigley pointed out that in One for the Road. Pinter 

reveals  "the procedures  by which political imperatives can produce attempts to reduce 

individuality to mere enmity."
28

  Thus, Victor's longing for imposing his individuality is 

walled in by Nicolas, who is determined and oppressive.  
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   In the play, the victims of this unspecified abusive political system are exposed to 

torture, their house is vandalized. But violence is kept off stage and is referred to by the 

characters throughout the play. Varun Begley points out that 

               One for the Road  refrains from depicting torture 

               and focuses instead on purposeless, digressive 

               conversations at torture's periphery. Despite its 

               apparent realism, the play's links to real violence  

               remain equivocal. Again, Pinter's subject is the  

               presentation of violence; the play exposes aggressions  

               inscribed in speech , intimations of violence deprived  

               of spurious visible consummation.
29

  

Nicolas employs verbal rather than physical torture  in which he " conjoins erotic and 

political violence in the language of fantasy."30 In the opening scene, Nicolas speaks to 

Victor: "Hello : good morning. How are you? Let's not beat about the bush. Anything but that. 

D'accord? You're a civilized man. So am I. Sit down." 31Nicolas's words reflect his absolute 

power, which he imposes on his victim. In this scene, Pinter creates an atmosphere of 

ambiguity, because Nicolas does not tell Victor who he is or what he represents. This sense of 

ambiguity and evasiveness arouse fear in the heart of his victims . By doing so, Nicolas 

exposes the various kinds of the cruelty and the injustice of the political systems  through 

language. In this respect Inan points out that the language which is used by the interrogator is 

" a diseased language that causes nausea both for the abused and the abuser."32Victor is not 

only exposed to physical torture but he is exposed to psychological torture, which is inflicted 

on him through the oppressor's use of language. In fact, Nicolas's language "paralyses Victor. 

But the torturer too becomes more and more mixed up, he estranges and deranges language to 

create terror to the point where he stands on the border of madness himself."33 

   In scene one, Nicolas addresses Victor by asking him : 

               What do you think this is? It's my finger. 

               This is my big finger. And this is my little finger. 

               This is my big finger and this is my little finger. 

               I wave my big finger in front of your eyes. Like 

               this. And now I do the same with my little finger. I 

               can do absolutely anything I like. Do you think I'm 

               mad? My mother did. He laughs. 
34

 

waving his fingers, though a simple act, gives Nicolas joy. It shows that he enjoys his 

absolute power and that he believes that he is acting for his country legitimately and properly. 

He wants to be loved  and respected. The language that he uses here is an expression of 

dominance which is driven from his   sense of legitimacy and authority and from his 

conviction that he speaks for a national consensus.  Nicolas "portrays himself as one acting on 

behalf  of a unified group against a lone dissenter, and the existence of that large unity 

suffices to convert the dissenter into traitor."35 He addresses Victor saying:  "We are all 

patriots, we are as one. We all share a common heritage. Except you, apparently. Pause. I feel 

a link, you see, a bond. I share a commonwealth of interest. I am not alone. I am not alone."36 

The repetition of the phrase " I am not alone" reflects Nicolas's desire to emphasize the 

legitimacy of his actions. He wants to emphasize the idea that what he is doing is justified 

socially and that Victor is condemned by society. 

   One of the important strategies which Nicolas uses to subjugate his victim during the 

interrogation is his use of language. Nicolas's language is violent but there are certain lines 

which are poetic. Sometimes his "brutality is matched by fantasies of landscape, too."37 He 

tells Victor "I do love other things , apart from death. So many things. Nature, trees, things 

like that. A nice blue sky blossom." 38 Sometimes his language is metaphoric, ironic, and 
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poetic.39For example, he compares his dreadful job to a cricket game. He tells Victor," I chat 

away, friendly, insouciant, I open the batting, as it were, in a light hearted, even carefree 

manner, while another waits in the wings, silent, introspective, coiled like a puma."40Through 

his use of metaphoric language, Nicolas describes the political system he belongs to and the 

cruel and silent operations and procedures which they used with their victims.  In this context, 

Peter Hall comments on Pinter's language in his mid-period drama, saying that Pinter's 

vocabulary is all the time hostile and violent, whose characters act "as if they were all stalking 

round a jungle, trying to kill each other but trying to disguise from one another the fact that 

they are bent on murder."41This can be seen clearly in the way in which Nicolas interrogates 

his victims. Besides, during the process of interrogation, Nicolas gives the impression that he 

is not seeking any kind of information or confession from his victims as much as he is 

enjoying torturing his victims psychologically.  

   Furthermore, while Nicolas uses language to exert more oppression on his victims, he 

gives  a justification for his behavior. He believes that he represents the divine power of God. 

He says:  " I run the place. God speaks through me. I am referring to the Old Testament God, 

by the way, although I'm a long way from being Jewish. Everyone respects me here. Including 

you, I take it? I think that is the correct stance."42By connecting himself with God, Nicolas 

reveals his egocentric personality which is connected with position which is socially and 

politically important.  

   In the play, Nicolas tells Victor, "Do you love death? Not necessarily your own. Others. 

The death of others. Do you love the death of others, or at any rate, do you love the death of 

others as much as I do? Pause." 43 Nicolas's reference to death is one of the strategies which 

he utilizes in the process of the interrogation for the sole purpose of attaining blind obedience. 

It is similar to the strategy which he has used earlier of linking himself to the divine power. 

His purpose of using these strategies is to instill fear in his victim  and to control him.  

   The process of interrogation which Nicolas follows  reflects the conflict of  "power and 

powerlessness, between voice and voicelessness."44Nicolas tries to impose his power on his 

victim who remains quiet most of the time. Victor's personality is entirely different from 

Nicolas's. Victor is an intellectual man and a father of a family. The reasons for his torture, 

according to Nicolas, is that he is not a patriot. For that reason Nicolas believes that Victor 

should be excluded from society and he should be deprived of his civil rights . It is clear that  

Victor could no longer endure the psychological pressure which  he is exposed to  and he is 

finally defeated after being confronted with the brutality of Nicolas. In the final scene in the 

play, Victor is dumb because his tongue has been cut out : 

               Nicolas: I can't hear you. 

               Victor: It's my mouth. 

               Nicolas: Mouth? 

               Victor: Tongue. 

               Nicolas: What's the matter with it? 

                Pause.
45

  

   It is evident that the reason for  Victor's torture is his intellectual and non-conformist 

political attitudes and his critical views concerning the state's values which a dictatorial 

regime would consider as necessary to protect the state. In this aspect, Nicolas becomes a 

representative of all politicians, who use language as one of the strategies to control their 

victims. In Pinter's 2005 Nobel Prize acceptance speech, he described the politicians who are 

mainly interested in power rather than truth hence they maintain the state of ignorance of the 

people: 

               Political language , as used by politicians, does 

               not venture into any of this territory since the 

               majority of politicians , on the evidence available 
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               to us, are interested not in the truth but in the power 

               and in the maintenance of that power. To maintain 

               that power, it is essential that people  remain in 

               ignorance , that they live in ignorance of the truth , 

               even the truth of their own lives.
46 

 Nicolas behaves typically like these politicians mentioned in Pinter's speech. He wants to  

maintain power over his victims and to keep them ignorant of the truth.  

   During the process of Interrogation with Victor, Nicolas refers to the rape of Victor's 

wife. By doing so, Nicolas wants to humiliate Victor and to break all his defenses. But 

Nicolas also reveals his desire to be loved by Victor's wife when he tells him " I think your 

wife is. Beginning. She is beginning to fall in love with  me." 47 But this is not the truth, 

because " If there is any victory  for Gila and Victor in the play, it may remain in Gila's 

unspoken love and respect for her husband which Nicolas cannot wrest from Victor." 48 

Before the end of scene one, Victor asks Nicolas to kill him. This reflects Victor's extreme 

despair which comes as a result of the pressure which Nicholas exerted over him. 

   In scene two , Nicolas begins to interrogate Nicky, Victor's seven-year old son who 

appears for the first and last time. In this scene, Nicolas affirms his own identity as the cruel 

interrogator who has  appeared in the first scene. He interviews the boy in the same way that 

he does with the adults. The interview seems like a psychological game which aims at 

instilling fear in the child. Nicolas asks Nicky " Do you like your mommy and daddy? Pause. 

Why?"49Nicky fearlessly asks Nicolas " Where's mummy?"50When Nicolas asks him if he 

likes to be a soldier, he replies " I don't mind."51His answer shows that the child is "in no way 

inculcated by his parents' political views."52When Nicolas chides Nicky for spitting at, 

kicking, and attacking the soldiers who have come to arrest his family, Nicky challenges 

Nicolas more than his father does in the first scene and responds with childish honesty " I 

didn't like those soldiers." 53 Nicolas answers him " They don't like you either, my 

darling."54 Prentice argues that "'darling' a term of endearment, here ominously conveys the 

child's death sentence."55 

   In scene three, Nicolas violently interrogates Gila, Victor's wife and Nicky's mother. 

She is exposed to physical and psychological torture before the beginning of the interrogation. 

As he has done earlier, Nicolas uses violent language to bring Gila down. In this way, his 

violent language becomes as powerful and operative as the offstage physical cruelty. He asks 

Gila how she has met Victor, and  when, she answers , at her father's, Nicolas unleashes his 

rage at her: "Your father? How dare you?"56He praises her father, describing him as a 

patriotic man. This shows his indignation against Gila because by marrying Victor she 

embraces values which are different from her father's . His language implies that  she is to be 

punished for making this mistake. 

   When he asks her about who might be upstairs, she replies "no nons"57His question  

reveals  that she has been exposed to different kinds of torment before she comes to the 

interrogation, her answer shows that she "stands her ground without cowering before his 

verbal onslaught."58 When he says to Gila, "You're  of no interest to me. I might even let you 

out of here in due course. But I should think you might entertain us all a little more before you 

go.Blackout."59His statement represents a kind of threat to Gila which increases her fear and 

the blackout allows the audience to  visualize what is going to happen to Gila. Finally, he tells 

her that she encourages her son to behave badly with the "soldiers of God."60 

   In the fourth and final scene, Nicolas interrogates Victor again. Prentice points out that 

in the final scene of the play, Victor is totally defeated for "so complete is the violation 

inflicted upon him and his wife."61 Nicolas tells Victor,  

               We can have a first class brothel upstairs, on the 

               sixth floor chandeliers, the lot. They'll suck you in and  
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               blow you out in little bubbles . Their daddies are in our 

               business . Which is, I remind you, to keep the world 

               clean for God.
62

 

This speech shows that Nicolas wants to convince himself that the torture which his 

victim receives is for "a higher cause and gives transcendent meaning to his life."63According 

to Nicolas, there is nothing that he has done or said that makes him feel guilty or brings him 

any sense of remorse. On the contrary, he believes that he is serving his country in the best 

way possible. 

   At the end, Victor and Gila are released. Nicolas tells Victor "You can go(Pause)You 

can leave. We'll meet again. I hope. I trust we will always remain friends. Go out. Enjoy your 

life. Be good. Love your wife."64Nicolas's words may give a hope to his victims  but in fact , 

they are not. On the contrary, what he says gives a gloomy picture of what is awaiting them. 

Then he tells Victor that his wife will be joining him in about a week. These words  imply that 

they will be under threat for the rest of their lives. 

   When Victor asks about his son, Nicolas says, "Your son? Oh, don't worry about him. 

He was a little prick."65 Prentice argues that "The simple past tense makes unnecessary 

explicit statement of the child's death, which is made all the more horrifying by 

omission."66It seems that the child's death comes as a result of hi courageous behavior with 

Nicolas and the soldiers. This makes   Nicolas believe  that the child might represent a 

potential threat to the state in the future and he orders  the soldiers to kill him. What is 

interesting about the murder of Nicky is that he was killed although he has not committed any 

crime . On the other hand, Nicolas has committed a horrible crime, but he is not punished for 

his actions. On the contrary, perhaps he might be praised by the state because his leaders 

might  think that  he  is  serving his country in the best way possible. 

   Though Nicolas does  not kill the child himself, he orders his soldiers to kill him . In 

fact, all violent actions are done off stage and the audience comprehends the horror of the 

situation through Pinter's use of violent language. D. Keith Peacock argues that "in this play 

the violence remains off stage; its threat and results are, nevertheless, very clearly represented 

by the physical condition of the detainees who have evidently undergone torture."67 

   The play does not have a happy ending,  because Victor's tongue is cut, Gila is raped 

and is kept in the office to entertain the soldiers and the child is killed. Through this tragic end 

Pinter demonstrates the reality of the corruptive and abusive power. The play reveals Pinter's 

interest in political issues through exposing the violent practices of contemporary political 

systems. In an essay which is entitled "Eroding the Language of Freedom," Pinter points out 

that a political system is evaluated  

               not by what it says it is, or by what says it intends, 

               but by what it does. Because language is discredited 

               and because spirit and moral intelligence are fatally 

              undermined, the government possess care blanche  

              to do what it likes. Its officers can bug, break in, tap, 

              burgle, lie, slander, bully and terrorize with impunity
.68 

   The play had a shocking effect on the audience. Susan Merritt describes the performance 

she saw:  "several people walked out midway through performances of One for the Road that 

I attended in New York City and Portland, Oregon[…] apparently some could not tolerate the 

physical violence on stage."69By exposing violence, Pinter intends to make the audience 

aware of the dangers of the political powers which violate individual freedom in the name of 

patriotism. Furthermore, Pinter recognized  that in addition to the horror which the audience 

feel , the actors face difficulty while they perform  their roles. Pinter says that the actors: 

"found themselves in danger of being taken over by the characters. Because there's no escape 

once you're  in there."70 
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   To sum up, in this play Pinter succeeds in presenting his political ideas. Throughout  the 

play, the playwright condemns the abuse of power, state terrorism, cruelty,  and torture. Pinter 

wants  to convey the idea that what happens in the play could happen in any place in the 

world. By not mentioning the name of the country in which the events take place, he wants  to 

give a universal message about the sadism of contemporary political systems. 
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