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INTRODUCTION

In "Archetype and Signature” Lesllie Fledler discusses
the concepts created by I. A. Richards of "staying inside
the poem," and regarding the poem as an "essential experience."
He further defines Richards' "new criticism” by giving 1ts
slogan--"a poem should not mean but be.”" Ultimately, Fiedler
finds both this approach to the work of art and Eliot's
"objective correlative” (a poem succeeds only in so far as
it ie detached from the subjectivity of its maker) wanting.
He sees the poet's 1life as a "focusing glass" through which
all aspects of his work must pass and feels that a sense of
the 1ife of the writer will raise the meaﬁing of his work to
a higher @ower.l Fiedler concludes then, "It is impossible
to draw a line between the work the poet writes and the work
he lives, bhetween the life he lives, and the 1ife he writes
. . .the agile c¢ritic, therefore must be prepared to move
constantly back and forth between 1ife and poem, ndt in a point-
less cirele, but in a meaningful spiraling toward the absolute
poin’cp“2

lLeslie Fiedler, "Archetype and Signature” in Art and
Psychoanalysis, ed. William Phillips (Cleveland, 1963),

®Ipid., p. 461.




Fiedler's only stipulation in using any aspect other
than the work itself is to "connect" it with the work. The
eritic must "connect" the "sum total of many contexts, all
of which must be known to know 1t and evaluate 1,3

Many'médern éri@ics are approaching ligeratara-ih a
manner quitekaimilar to Fiedler's. In "Writers and Madness"
Wilkiam Barrett, in hig diaauasieﬁ of Swift,vtells us that
nothing permiés us to separate the author's life from his
writing. His life, instead, should be used as a background

for the work of art.u

‘Erieh Neumann, diseussing the creative
man, says the artist "cannot .separate the creative force from
hia‘personali@y.ﬁﬁ Therefore, it seems, rather than ignoring
the author's life completely as tﬁév"ﬂéw eriticiém" would
have us do, 1t would be better t&\"eannect" it with the work
and utilize 1t where 4t can be heipful in the understanding
and interpretation of the work. Such will be part of the
approach of this étudy of Edward Albee,

One danger that Fiedler warns of 1s the poet's talking
of "his intentlons.” Here he agrees with the new crities
that the poem may contain more méaniﬂgs than even its maker
6

is aware of.  Erigh N&umannfsuppbwtﬁ-ﬁhis-idea-als@. He says

3Fiedler, p. 460,
Hi111iam Barrett, "Writers and Madness," 1n Art and
Psychoanalysis, p. 395.

SErich Neumann, Art and the Creative Unconscious, trans.
Ralph Manheim (New York, 1951), p. 169.

6

Fledler, p. U458,



(¥ V)

that the unconscious often breaks through in a work with
"a will of its own" which may not coincide with the will of
the artisﬁ¢7 So, although it may be profitable to consider
what the author states as his "intentions" and purposes in
his work, we must remember that there most likely will be
unconscious elements present which are very important in
understanding the meaning of the work and not even consclously
known by the author. Neumann says that conscilousness may be
overpowered by unconsgcious ocntents‘and archetypal elements
which the author cannot un@eratan&.a

The term "archetype" seems to be the key word in beginning
to approach the unconscious content of a work of art.
C. G. Jung, who popularized the term, says we find them
{(archetypes) repeated in all mythologles, fairy tales, religious
traditions, and myateries.g The sum of the archetypes signi-
fies for Jung "the sum of all the latent poteﬁtialities of the
human psyche--an enormous, inexhaustible store of ancient
knowledge concerning the most profound felaticns between God,
man, and the eosmos.“ia

Piedler's use of the word is qulte similar. To him

archetype means "any of the immemorial patterns of response

7Neumann, p. 193.

8 .
"Ibid., p. 170,

gJolande Jacobi, The Psychology of Carl Jung, trans.
K. W. Bash (New Haven, 19517, p. 62,

1GIbid., p. 64.



to the human situation in its most permanent aspects: death,
love, the biological family, the relationship with the unknown
« « it belongs to the Community at its deepest, preconscious
levels of acceptancet"l

In giving us some examples of archetypes‘Jung lists.
"the forms of the snake, the fish, the sphinx, the helpful
animals, the World Trees, the Great Mother, as well as the
enchanted prince, the puer aeternus, the Magi, the Wise Man, o

nl?2 All these stand for certain figures and

 Paradise? ete.
Védntents of;the'callective unconscious. We find archetypes
‘such as these recurring again and again in literature as

themes, images or symbols.l3 Fiadier, indeed, suggests thatv
the kéy to analysis of a work of art is “symbolics" and‘Suggésﬁs
‘analyzing both the wcﬁk and the poet's 1life in those terms. »
Erich Neumann, too, feels that symbols'are one of the most
'important'elements in understanding ﬁhe creative man and the
unconscious content of his work. He contends that the creative
man has not assimilated the 1link between his\person&l complexes

and archetypal images. Rather, he'béli@ves; the artist remains

Meiedler, p. b462.

123acobi, p. 62. o
135tanley Edgar Human, "Maud Bodkin and Psychological
Ctirieism," in Art and Psychoanalysis, p. h7h,

1”Fied1er, p. B61Y




fixated in childhood never going beyond the prescientific
stage of symbolism, 2

Being aware that unconscious archetypes and symbcls
can, and often do, exhibit themselves in the writer's work
without his conscious knowledge, we ought then to explore
Neumann's concept of the creative man further. Neumann tells
us that the creative individual "returns over and over in
childhood to the great hieroglyphic images of archetypal
existence.“lé He explailns that such a creative person does
not.adapt to reality and at an early age begizs a conflict
with his environment. The creative man holds fast to the
archetypal world, and his original bisexuality which leaves
‘the maternal instinct in a boy receptive and open to suffering
and also to the great and overpowering. Because of this feminine
receptiveness, a conflict (with the world, convention, the
cultural canon, and the traditional father image) develops in the
creative individual. Instead of relations with a real mother,
the world, and his fellow man the artist is, instead, caught
in a development of the mother archetype blended with the
subjective mother imago. This creative individual cannot adapt
himself to the reality of his environment or its values and
instead of thé mother archetype diminishing as 1t does 1in normal

relationships its hold remains powerfully Iintact. Neumann feels

15Neumann, p. 179.

61p14., p. 181.



that the artist's conflict ultimately becomes a gonflict with
the world of the fathers (or patriarchal authority) because he
cannot repress the archetypal world welling up within him,
Finally, Neumann tells us that the Great Mother archetype marks
the prevalence of the archetypal world and is the foundation
of all development of consclousness and of the ¢hildhood world.17
If then we "conneet" (as Leslie Piedler advises) these
concepts concerning some of the unconscious motivations of the
greative man and the earlier stated ideas dealing with arche-
typal images with the aetual facts of Edward Albee's personal
1ife, we can gain some helpful insights which will aid us in
approaching his work. We find Albee exhiblting both his
greativity and his conflict with conventions early in his 1life.
He reportedly decided at age five that he was going to be a
writer and never wavered from that ambitlon except for a brief
period when he wanted to be a composer. At the age of twelve
he wrote his first glayw*a.threamaet'sex’fars@-calxed,Alggueen,
His school days were spent in transferring from one school to
17N@&mann, pp. 180-185. Although Neumanﬁ gees on to
elaborate on the tension existing between the creative man's
ego and unconscious and talks of his personal complexes, he
ultimately eoncludes that only a highly developed mind can
ereate., The subject of writers finding their abillity to write
in their neurosis has recelved much controversial discussion in
recent years. (Lionel Trilling's Art and Neurosgis, William
Barrett's Writers and Madness, ete.) Although the lssue 1s far
from settled, many eritics (Trilling, for example) feel that
the writer's genius and talent moat likely cammot be attributed:
to his complexes. This.subjJeet does not greatly affect our

approach to Edward Albee and so will not be discussed at any
greater length here,




another, being either expelled or simply leaving. Albee was
described by one of hils crities as "a bad schoolboy and later

n18 He could not seem to adjust to the

a medlocre student,
traditional concepts of education and left even Trinity Coliega
after a year and a half of cutting chapel and classes when the
administration suggested that he not come back. Albee then,

as a good mahy artists, appears to have been caught up in such
a conflict as Neumann describes in relation to the conventions
of soeciety.

In addltion, his relationship to his foster parents has
been desceribed as poor. Edward was adopted at the age of two
weeks by wealthy Reed and Frances Albee. His father presented
a weak masculine figure--the marriage being dominated by Frances
who was extremely vocal, a foot taller than her husband, and
generally able to get her way. Albee's foster father is
described as small, sllent, and often "jingling the c¢oins in
his pocket to announce his presence in the rnam.“lg

Albee rebelled almost entirely against his domineering
foster mother. He rejected not only his riding lessona}and
spérts, and failed in schools; but also became disengaged from
a debutante of whom his mother approved and left home severing

the relatlionship completely in 1948, Recently, Albee has been

8 . :
. Gilbert Debusscher, Edward Albee: Tradition and Renewal

(Brussels, 1967), p. 7.

ngean»chld, Modern American Playwrights (New York, 1966),
pe. 274, T ‘



reunited with his mother but nothing i&lréally known about
the present relationship. Neumann's description of the
cereative man's 1nabllity to form real relationships and to be
ruled instead by the mother archetype seemingly could be
applied to Albee. His persgonal relatlionship with his foster
mother seems to emphasize the maternal archetypal elements of
the unconscious. Neumann describes it thus: Ythe transpersonsl
and archetypal are always situated in a personal unity in which
the ego and mankind are still one.™

Edward Albee's plays are haunted by th@ mother archetype.

In two of his plays (The Sandbox and The American Dream) the

main characters are called Mommy and Daddy. 1In many of his

»lays (The Amerdcan Dream, Who's Afraid of Virginla Woolf?,

ke

Tiny Alice) there are strong suggestlons of mother and son beilng

caught up in an incestucus Oedipal situation. We see character-
‘izations of the terrible destructive mother (Martha, the Nurse,
Miss Alice) and we can feel an intense longing in Albee for return
to the mother or obtaining the ideal of the Great Mother--most
of his male characters are employed in such & quest (The American
Dream, George, Jullan, Toblas, Mao).

Significantly, Jung states that works which are openly
symbolic cry out that ﬁhey‘m@an more than they'ﬁay. He says

we can often put our finger on the symbol at once even though

BONeumann, p. 180.



we can't entirely unravel all of its meaniﬁgsgzi Such 1is the
case with the often negatively presented feminine element in
Albee's dramas. We can immedlately recognize it aé an
important symbol whileh has much more meaning than a simple
satirization of the American female but are puzzled as to its .
total implleatilons.

Jung depiets su¢h a symbolic writer as working in a
visionary mode. He effectively explalns the typical veader's
reaction %0 the work:

We are astonished, c¢onfused, bewildered, put on our

guard or even repelled; we demand commentaries and

explanatlions. We are reminded of nothing in everyday

life, but rather of dreams, night-time fears, and the
dark uncanny recesses of the human.mind. The public .,
for the most part repudlates this type of literature.”

Because of this feeling, Jung says the symbol remains a
‘perpetual challénge to our thoughts and feelings, gripping us
intensely but not really affor&ing‘us purely aesthetic enjoy-
ment. PFor these reasbns, Jung belleves that we must interpreﬁ
a work of art and find the meaning of 1it. He feels it is
necessary to take this approach to even be able to think about
the art.?> w

21@. @. Jung, "On the Relation of Analytical Psychology

to Poetry, "Collected Works, Vol. 15: The Spirit in Man, Art,
and Literature (New York, 1966), p., 77. '

22Jung, "Psychology and Literature" in The Spirit in Man,

Art, and Literature, p. 91.

23jung, "On the Relation of Analytical Psychology to
Poetry," p. 78.
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However, like Fledler, Jung feels 1t 1s possible to become
carried away with a certain approach. He cautions the critie
to réemember that he is seeking to better understand the work
of art, and belng able te recognize certain psychological
problems possibly present in the artist's personality does not
facilitate that gaal92§ Jung.émph&s&zeg'@ﬁat'a work of art is
not a disease and disapproves of Freud's putting art, religion,
and phiiasophy on the 1@?31 of a ﬁeurcais;gs Most importantly
‘Jung says that the "essence of a work of art is not found in
1ts personal idiosyncrasies but in rising above the personal
and speaking to the mind and heart of mankiﬂd;“gg ‘Jung leads
us back to Fiedler's coneepts in that he feels the creative
process elaborates and shapes the archetypal image into the
finished work,2! L

' Because of the obvious Mother symbolism, Albeé's plays
seem to demand such a symbolie interpretation. This paper
‘wmll"épproaéh.Aibes‘glarama'fram'a'psyehalégieal*my%hclogical
standpoint in er@&fgto:expieréjﬁh& cmﬁipresént Moﬁher archetype
- auJung "On the R@lation of Analytical Psychalogy to
Poetry," p.,67 .

25Jung, "Pgychology and Literature," p. 100.

261p1d., p. 101,

273ung "On the Relation of Analytiaal Psyahelogy to
Poetry," p. 82,
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and her effect on the development of the son or male element.
Being aware of Albee's personal trauma wlth traditional
institutions and troubled parental relationships can provide
a beginning clue in this approach, knowing that Neumann feels
such artists to be dominated by the Mother archetype.

Perhaps a brief conslderation of what Albee has to say
about his‘works should be inecluded here. One of ﬁha-ﬁest
1llustrations of Albee's consclous intentions 1s the following

quocted by Transatlantic Review:

It is the Responsibility of the writer to be

a demonic soecial critic—~to present the world and

people in it as he sees it and say '"Do you like

1t? If you don't like 1t, change 1t.'28
Ancther view of his conscious intentions is provided by the
following quotation from Life magazine:

The artist is concerned with the self, the

self without c¢rutches because s0 many crutches

have been taken away. His concern comes about

because the artist feels people are not handling 29

the examination of the self as well as they might.

Albee conscliougly, then, hasg taken up the role of the
social critic--determining to portray what he feels is wrong
with our soclety and its people in an attempt to bring about a
change of that soclety by its members, He does sueccessfully

ridicule many of our present day 1lls. He effectively satirizes

QBDigby Diehl, "An Interview with Edward Albee,"
Transatlantic Review, Summer, (1963), p. 62.

ggThOmas B. Morgan quoting Edward Albee, "Angry Playwright
in a Soft Spell," Life, May 26, 1967, p. 93.




the castrating American female, decaying family structures, .
and the meaninglessness and emptiness in the lives of many
of its people. However, there 1s much more meaning to be
found in the works of Edward Albee than’these'superficial'
themes. The Mother archetype in all its varlous aspects and
stages of development recurs time and time again within his
plays. Albee's unconscious is projecting meaning into his work
of which he does not seem o be consciously aware. - He does
appear to have grasped a glimmer of these deeper meanings,
however, He does-say tbaf his work often is "meant to be
taken into the unconsclous almost directly without being
filtered thrcugh‘the’brain cel}.s.”30 He, too, very angrily

admonishes ecritles who eriticlze the vagueness of hls plays

(Tiny Alice in particﬁiar) and calls on the audience to feel

and understand the works innmqenhly. Even in the same inter-
view Albee himself-makes é'connection between hils conscious and
unconscious thoughts. While criticizing American sociéty he
touches on the unconscious masculine problems of the son and his
mother: 'Mr. Albee indicates that the reason for his state of
being (the American Dream) lies in what most American adults

seem subconscilously to want. The women want to castrate the men,

30Tom Prideaux quoting Edward Albee, "Why Must I VWorry
About Albee?," Life, February 2, 1968, p. 16.
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the men want to réturn to the cozy comfort of the womb, and
‘the whole society is preoccupled with money, status, convenlence,
and conformity." T

As Fiedler states (again reminlscent of Jung) the purely
archetypal elements without the writer's "signature” (his persona
or personality) imposed is the Myth.ag Only when the writer
applies his own personality., thoughts, and style to a nmyth
{or archetype) does it become literature. Using the psycho-
logical-mythologleal approach, based mainly on the ideas of
Jung and Neumann, we will explore Edward Albee’s signature
imposgsed on the Great Mother archetype and trace the male's

search for the Great Moth@r-througﬁ‘his~wmrks.

1
Henry Hewes, "On OQur Bad Behavior," Saturday Review,
February 11, 1961, p. 54.

32

Filedler, p. 462,

33Because this paper will deal with archetypes and
unconscious themes, only Albee’s origlnal plays wlll be.
considered--not hils adaptations of other writers' works.






. CHAPTER ONE: MOTHER LOVE

"I am descended from those my two mothers, the vulture-
with long hair and exuberant breasts, up on Mount Sehseh; may
she set her breast to my mouth and never wean me."

{Kurt ﬁeinrieh Seth (ed. ), Die alt - aegyptiochen,

Pyramidentexta, PyT ., 1116/19 )

In brief Freud's term "Oedipus Complex" refers to the
desire of the child to possess the parent of the opposite sex
egmpleﬁeiye*neg‘exgetly as adults understand a sexual possession
but in‘the ah;ld's frame Qf reference. This tgrm{‘taken from
the Sophooles ﬁrilqg&, ugually is applied to the'M¢ther~80n
relationship (the Father-Daughter complex being named for
Eleeﬁra),.}NQrmally the:male wéuld pass through this_&tage
around age five, cease competing with his father and gradually
identify with the male parent, using the father's méleness as
a model for his owﬁ sexual identity. However, sometimes because
of an overprotective or seductive mother or a negative father
lmage, the son does not develop beyond this point and remains
fixated in an Qedipus complex. Suehlan individual would
indeed be trapped in a‘dilemma in our culture; he desires mother
but that is taboo and he must eontinually compete with father
(society, the business world, ete.) for the prize which he
cannot allow himself to have. He sets himself up to fail over
and over. Thils theory has been ¢ited by critles as a popular

theme in literature since 1ts exploration by Freud,
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Since we have eome to recognize this ldea as archetypal,
it undoubtedly was present in myths, legends and stories from
time immemorial but merely not identified by sueh a term. -The
theory itself has been much discussed, reaffirmed and even
denied by various followers, disclples, and eritics of Freud's
sexual theories. ‘However, this theory has continued to exist
both in the field of psy@hélogy and as an archetypal theme
recurring in kiteva@ﬂrewwﬁhe'originai-&eﬁipus:pzaya=thamﬁelVea
and Hamlet being but two famous literary examples. Even a
superficial examination of Edward Albee's plays reveals an

almost compulsive deallng with a mother figure. Two of his

early plays (The Sandbox and The American Dream) contain a
character called Mommy and in both Albee implies a relationship
with more emotional signifiaane@-than that found in a normal

mother-son relationghip. In the conelusion of The Ameriean

Dream we find Mommy "sidling" up to her new son telling him,
ﬂ:ﬁ;llﬁell<you-all about 1t. "Maybe . . .maybe ia%@r“ﬁonight,";
We‘feel-that'part of the reason for the destruction of her Tirst
~adopted w@n was his lack of sexual interest in his mother.
Grandma %élls Mrs. 9arker, "Then 1t turned ouc it only had eyes
for its Daddy." When Mrs. Barker replieslﬁnat_” » + .any self-
respecting woman would have gouged those eyes right out of its

ue

head,"” she is assured by Orandma that that is exaetly what

Mommy did.

lﬁdward Albee, Tha Amariean Dream in Tha American Dream and
the Zoo Story: Two Plays by Bdward Albee (New York: A Signet
Bock, 1961), p. 127.

2

Ibido » p.' g9¢



Although there is no son in The Sandbox, this Mommy 1s

attracted to the "good-looking, well-bullt boy in a bathing
suit."3 As becomes typical of Albee's women, she puts Daddy
down by comparing him to the young superman. Replying to
Daddy's whining remarks about the cold, Mommy dlsmisses him
"with a 1little laugh," saying, "Don't be silly: 4t's as warm
as toast. Look at that nice young man over there: he doesn't
think it's cold.-.}, ) i’ie:—zllc)““'ﬂL

Another obvious mother-son entanglement is evident in

Who's Afraid of Virginia Woolf?. George rather graphically
describes Martha's actions toward their imaginary son for
the benefit of Niek and Honey:

. . .the real reason (spits out the words) our
son . . .used to throw up all the time, wife and
lover, was nothing more complicated than he couldn't
stand you fiddling at him all the time, breakling into
his bedroom with your kimono flying, fiddling at him
all the time, with your liquor breath on him, and
your hands all over his . . . [dots in originall

° v ° o ® - - & » L] L] L ® “ ® L . - . © - e - 3 - L » -

(Also to the guests) Our son ran away from home
all the time because Martha here used to corner hinm.

3 - ° . o @ ® - ] . L] ® © L3 L] . . ® L] ° . . » s

He used to run up to me when I'd get home, and he'd
say, 'Mama's always coming at me.' That's what he'd say.

2
“Bdward Albee, The Sandbox in The Sandbox and The Death

of Bessie Smlth: Two Plays by FEdward Albee (New York: A Signet

Book, 196Q), p. 8.

4

Ibid., p. S.
®Rdward Alvee, Who's Afrald of Virginia UWoolf? (New York:
A Pocket Cardinal Edition, 1967), pp. 120-121.
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George cannot seem to let thils aspect of Martha's relationship
with their son drop. Much later in the evening, after insisting
that. Martha talk about their son in carrying out his threat to
"get" her, Georpge introduces the incestuous topic again:

. . He's a nice kid, really, in spite of his

home 1ife. I mean, most kids'd grow up neurotic,

what with Martha here carrying on the way she does:

sleeping 'till four in the P.M., climbing 2ll over

the poor bastard, trylng to break the bathroom door6

down to wash him in the tub when he's sixteen . . .

Besildes these oévious examples of Oedipal tendencies in
Albee's mothers and their sons there are other more subtle
suggestions exhibited in hils characters that point to the
same problem. For example, Jerry in Albee's first published

play, The Zoo Story, appears to’beiuhcansciously plagued by an

Dedipal ccmyiex but ;S determined not to recognize it consciously.
He seems to have nothing but contempt for “good old Mom"™ who
"embarked on ahn adulterous turn of our southern states . . .
a journey of a year's duration . . .and her most constant
companion . . .among étﬁers, among many others . . .was &
Mr. Barl&ycorn.“? fdots in originall

However, we discover that the contgmpt,most likely is a
consclous cover-up for hils real feelings for his mother. Jerry
relates for Peter his homosexual experience from his adolescence:

* . . .when I was fifteen . . .I was a h~O-m~O-8-e=X-u-a-1l.

I mean, I was queer . . .qQueer, queer, gueer, . . ..with bells

pibee, p. 215.

?The Zoo Story, p. 24.




ringing, banners snappling in the wind. And for those eleven
days, I met at least twilice a day with the park superintendent's
SONe « . .“8 And, Jerry does not really convince us that

such homosexual tendencies are now completely in the past even
when he tells Peter, "And now; oh, do I love the 1ittle ladies,
really I love them. For about an hour."9 Rather, we felt that
Jerry would accept almost any kind of a sexual relationship--
one-night stands with prostitutes, homos@xualitywmrather than
admit to any kind of an attraction to his mother.

The feeling the reader gets from Jerry's vivid description
of his "fat, ugly, mean, stupid, unwashed, misanthropic, cheap,
drunken bag of garbage”lg landlady coincildes quite closely to
the impression recelived from his‘déscription of.his mpﬁheré
We cannot help but feel this is at least part df‘the reason
Jerry finds her "foul parody of sexual desire“ll for nim so
disgusting.

M™nally, Jerry's sad admission that he has "never been able
to have sex with, or how is it put? . . .make love to anybody
more than onae”l2 confirms the susplcion of such an Oedipal

attachment, He cannot totally commit himself to a woman in any

The Zoo Story, p. 25.

gibid.

lOIbid., p. 27.

1lipia., p. 28.

21014., p. 25.



respect for that would be winning the prize (Mother) which he
cannot allow himself to have., Freud termsd such actlons a
"Don Juan complex™ and viewed them as an attempt to escape the
Oedipus involvement. Jung feelsfthat the conquest of one

woman after another suggests that the male unconsclously secks

. . 1
his mother in every woman he meets,. 3

This look into Jerry's Oedipal problem and the knowledge
of hls ultimate outcome, death, leads us to ponder the meaning
f these Oedipal relationships present in Albee's characters.

Another son, Teddy in A Delicate Balance, has already died

‘befare the play began. However, hoth he and his death are
remembered several times in the play. Hls sister Julia suggests
that he probably would have grown up to be a “fag.™ It appears
that Teddy's emotional development would have been quite similar
to Jerry's suggested by the strong Mother figures in his environ-
ment. He also, the dialogue implies, was plagued by an unconscious
Oedlipal attachment--thils perhaps 1s recognized only by Julila.
He, too, sooner than Jerry, meets his end.

Another young man, Jullan, in Albee's controversial Tiny
Alice, has much in common with Jerry and Teddy. He too becomes
embroiled with a Mother-figure and ultimately is destroyed.

John Markson writing in American Imago cites Julianvas the son

136. G. Jung, "Concerning the Archetypes and the Anima
Concept," Collected Works, Vo. 9: The Archetypes and the
Collective Unconsclous, trang. by R. F. C. Hull (New York,
1959), p. 85.
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and Miss Alice as the mother in this "fascinating and moving
representation of the Oedipal conflict--the greatest 'whodunit'
in human history,"la He further describes Julian as a "gulleless
and innocent™ boy who is seduced by a '"heautiful and seductive
woman . . .a dream-mother [Miss Alice].” He identifies the
father as trisoclated: "Father Lawyer who screws and hurts
mother and is & hated male; the more eagily tolerated Father-
Butler 1is a nicer man with whom mother does not have a sexual
relationship; Pather-Cardinal (spiritual) sells his boy, body
and saui.“lﬁ
Ultimately he i1s abandoned and betrayed by both the father
and mother figures and, as Markson says, meets "the inevitable
Dedipal resolution; . . .left alone (independent) to f@ce the
‘death and rebirth' of adolescence and its uneertainti@s.“lé

There are other hints of Qedipal-like relationships in

Albee's plays in a lesser degree. In A Delicate Balance, Claire,

it 1s implied, was the girl that both Tobias and Harry cheated on
thelr wives with in the same summer. Although Agnes is the one
who definitely "maintains the balance," Claire can be viewed as

a mother~figure-~rather godlike in her power to see all and
understand. Agnes says Claire fwas not named for nothing.”

Y
l_John W. Markson, "Tiny Alice: Edward Albee's Negative
Oedipal Enigma,” American Imago, XXXIT (1966), 3 and 11.

S51b14d., p. 11.

16Ibid., p. 1i2.

7Edward Albee, A Delicate Balance (New York: Pocket
Rooks, 1966), p. 110.
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There are even hints of an incestuous attachment between

the Nurse and her father in The Death of Bessie Smith, as

Gilvert Debusscher states. He says the Father's reproaches to
the Nurse are more than paternal and describes thelr argument as
more like a lover's quarrel with half-tones of incestuous love
beling present.

In oréer to understand the possible meaning present in all
these Oedipal involvém@nts of Albee's characters we need to
explore the possible meanings believed to be present in the
Oedlipal situation by its advocates.

After spending nearly three-fourths of his book, Totem and
Taboo, presenting and rejecting various theories concerning the
conception of taboo rules, Freud develops his primal horde
concept. Working from the two taboo rules 1) not to kill the
totem animals and 2) not to use a woman belonglng to the same
toten for sexual purposes (both crimes of which Oedipus was
sullty), he ultimately concludes that the totem animal was really
a substltute for the father who kept all the women to himself
in the primal horde and drove all the young males away, One
day the brothers rehelled, slew and ate the father putting an
end to the primal horde. Together they were strong enough to
commit the deed which each longed o do individually but yet
did not dare to attempt. Also, by devouring him the sons
symbolically gained some of his strength. These sons exhihited

the ambivalence toward their father that all children have.

18Gilbert Debusscher, Edward Albee: Tradition and Renewal

(Brussels, 1967), p. 24.
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They hated him but, at the same time, loved and admired him;
They satisfied their hatred by his removal and in such a manner
carried out their need to ‘identify with him,

Now they also felt guilt and the consequent remorse and
attempted to undo their deed. In the place of the father they
substituted the totem animal which was worshlpped and protecdted.
Not stopping here, they denied themselves the women--the fruit
of theilr deed. They had discovered that their sexual needs
separated rather than united them, theéy were now all rivals for
the women. In order to live togéther they originated the incest
prohibition in which they would all equally renoun¢e the women.

The totem animal was then given honor and protection from
the brothers in exchange for protection, ecare, and forbearance.
This treatment became almost a symbolie illustration to the
father that if he had treated them like the totem animal did
he would néver have perished, Freud believed that it was
necessary to symbolically commemorate this triumph over the
faﬁﬁer'ﬁﬁrcugh holidays and ritualistie slayings of the totem
aﬁimal;lg‘ Gradually, Freud felt, the fatherless soclety evolved
into a patriarchal one and the new family became but a shadow
of the old with many fathers, Consequently, the sons were
castrated with only the youngest son escaping.

1931 gmund Freud, Totem and Taboo: Resemblances Between

the Psychic Lives of Savages and Neurotics, Authorized trans.
A. A, Brill (New York: Vintage Books, 1946), pp. 171-187.




The ybun@est sons occupled an exceptlonal position. They
were protected by thelr mo@her‘s love, and were able to take
advantage of their father's inereasing age and succeed him in
death. Such stories appear in many myths and legends--~the favoring
of the youngest SOn;QO (However, by the time of the Middle Ages
in the patﬁiarchal soclety the oldest son had again gained-th@
power~--he being the sole inheritant. Perhaps the shadow of the
primal father was againqr@appaaring.)

Freud stated that religions eventually developed because
the son's sense of guiltrand his defiance were never obliterated.
The feellng developed that murder could only be atoned by
another 1life; therefore, the sacrificial death of the son was
necessary in an attempted reconciliation with the father—-
especlally since womén had been rencunced. According to Freud,
this concept has developed on down to the Christian belief of
the offense against CGod the Father by mankind being redeemed

by the son.21 Indeed, in the MosésAand Monotheism Freud carried

out thisg idea to the extent that the foriginal sin' demanding
the death of the son had to be the murder of the primal father
who was later,deifieﬂ; He says the murder itself was not
remembered but only the "phantasy of its atonement™ hailed as

2

a "message of redemption.”  Christ seemed to be the heir to

OSigmund Freud, "Moses and Monotheism,” The Standard
udltlon of The Cnmplete Psyechological Works of Fr@ud Vol. XXXIII
(Londonw 196&) . Ol.

‘ Patrlcy Mullahy, "The Theories of Sigmund Freud and His
Disciples,” Opdlpus~~Myth and Complex: A Review of Psycho-
analytic Theory (New York, 1940), pvo. 65-69.

Freud, Moses and Monotheism, p. 87.




the phantasy which may not have been carrlied ocut. Freud
Identifies this concept also as the basis for the tragic hero
in the Greek dramas. He parallels the d@Velépmentrfrom the
primal horde to brother clan to the changs from Judaism
(a religion of the Father)=to;Christianity‘(a religion of the
son). He finally says the Jewish pecple did indeed "murder®
their God and because they have not admitted their gully (like
the Gentiles) have th‘b&enfabsolvedlgg

Although F?eud‘beganfbyfstﬁessing.the‘basic sexual conflict
of the Oedipal problem, he went on to trace its development
through mythola@y~and reiigion and concluded that the Oedipsl
situation involved other aﬁpac1s beéié@s pure sexual desire.

He 1is quoted as saylag "The b@?iﬂhln s of rall@xon,_ethicsj
ok

T

.SOCIGuy anﬁ art, are sa:d to m@et in the Oe dipuu ‘complex.
In his wrltings he went on to elaborate that df er man imposed
his sexual taboosg he created demons to emfofc@ them. The demons
gradually developed into &oda ‘with primitive hu&anity assﬁming
that evervthing that was fOrhidﬁen to itself was permitted to
the gods. 1In the stage of the demons the hos'ii‘ty which the
‘son felt toward the father and his wish to oust him were
evident. In the stage of the gods the love and reverence the

son felt toward the father appeared. Gradually, the incest

barrier with the mother became so fixed that even Impulses of

ggFreud,'Moses and Monotheisn, pp. B85-87.

1 ‘
2‘Freud, Tetem and Taboo, p. 202.




al’fection were prohiblted. Ultimately the thwarted affection
found gratification in religlous phantasy figures of maternal
godheads—~~Istar, Iris, Rhea, and Mary--and the austere traits
of the paternal gods lessened.25

Another Freudilan theory is that a matriarchy most likely
preceded the re-establishment of a patriarchal order. At the
curtailment of this rule the mother goddesses may have been
created as a compensation for the slight vpon the mother;gé

The idea of incestuous unions between the mother-goddess
and her husband-son became characterlstie of and ilmportant to
cultistic traditions--the Babylonlan Istar and Tammuz, Egyptian
Isis and Osiris or Horus, Grecian Kybele and Attis are only
three examples. 1In Christianity the RQueen of Heaven alternates
between being called the mother of Christ and hils bride. This
éoncept, according to Fveuﬁa came to be of special importance
in the forming of a religlon. The youthful son reaches mascu-
line maturity after relations with the mother goddess and then

dies an early death. This death after castration, either by

his sexual rivals or by his own hand, is his punishment for the

L
LDMallahy, Po. 70-101. Not too relevant to our purpose

here Freud states in The Future of an Illusion that only

cultural prohibitiouns and the fear of punishment ecan overcome

the strength of the incest wish which can still be percelved.

He further attributes the beginnings of families and civilization
to genital need~-or love and necessity. (pp. 17-48)

26

Freud, Moses and Monotheism, p. 83,
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tabooed incest. 7 ("Adonls was killed by the boar, the sacred

animal of Aphodite; Attls, the lover of Kybele, died of
castration.™) \

Yet another aspect of this incest phantasy 1s the symbollsm
of the earth ag the mother of living belngg. dIn many myth-
‘ologies the husband+son's exclsed and ereative phallus is’
preserved by the mother-wife (Isls and Osiris for example) and
from it rlses new vegeétation. Likewlse from the mother eérth
where he or his phallus Is buried, the god arises to a new lifeugs
Freud felt, consequently, that resurrection was connected to the
incest wish by the old and typlcal idea of dying viewed as a
return to the mother's womb in a continuation of the state
before birth. BSuch a resurrection would be a complete denial
of the father who is replaced by the son. ~

This aspect of the Oedipus complex--a wish for rebirth
perhaps accomplished through the incest-~is supported by other
psychologists and literary critics. Otto Rank in his study of
the birth trauma‘alﬁe stated the same thebry;*-ﬂefefrimg to the
driginal Dedipus plays., he said that Oedipus tried to sclve the
origin and destiny qf man by returning to thevmcther's womb with
his blindness beling syﬁbslic of the darkness-of the womb. Also,
Oedipus’® final'diéaﬁpggrancé through the c;eft rock into the

Underworld stronzly sugrests a return to the womb.

27

28
Freud, Totem and Takoo, p. 197.

Mullahy, pp. 99~100.

2 _
9Mullahy5 p. 101.
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Rank further contended that the early priﬁitiVe dwellings
(such as caves) were chosen In instinctive remembrance of the
warm, protecting womb. Implements could, then, represent the
male sexual organ-~-an abtempt to force one's way into substitute:
material-~derived from the attempt to force the way back into
the mother. (Or as Freud believed wlth every tool man was
perfecting his own organs;)31'fﬁamk also agreed with Freud's
primal horde concept. ‘He believed the father tried to prevent
the son from reentering the mother and was killled for this.

The youngest son was the only one who could really make the
return.beca§se none had occupied the place after him. He, too,
agreed with Freud that the death of ‘the father was followed by
a period of dominance of the mother or women. When the son
finally gained power he was spared the fate of his father and
became the leader.Bl

Rank, too, ultimately felt that the idea of rebirth after
the punishment of death for the son was an integral part of the
Oedipus theory. He stressed the need for the hero (Qedipus)
to overcome the blrth anxlety encountered on his way back to
the mother. The Sphinx was cited as a mother symbol--a "strangler®
or gi#er of birth anxliety representing both the wish to return

i
Sigmund Freud, The Future of an Illusion, trans. by
W. D. Robson, (New York, 1958), p. 37.

SIRank’s concepts about mother dominance vs. father rule
will be discussed in more detall in the following chapter.




into the mother as the danger of belng swallowed and parturition
itself and the struggle against i1t. He felt that the Greeks were
able to solve the riddle of the Sphinx and thus free themselves
from the womb.

Ultimately, Rank_stéted that to be reborn from the mother
the son must fail tragically and 1t is through incest that the
individual tries to recapture his heroic stature~—thﬁs, over-
coming the fear of death by belng reborn through his own mother.
This desire for the mother is rather like an attempt to achieve
immortality. From the earliest stage of the Oedipal myths the
individuals who had made themselves immortal were granted the
privilege of incest. (Later, as we will discuss in the next
chapter, the immortality wish came to be realized through
marriage and children.) °

While Carl Jung does call the Oedipus myth an archetype,
he does not attach much significance to the son's desire for
’ incest with the mother. He argues that cohabitation with an old
woman was hardly preferred to that with a young one. For him,
the incestuous significance was psychological only. He, too,
describes it as a turning back--a coming into the mother to be

33

born again.

3209dipus~~Myth_andeomplexa'pp. 168-205.

2

3"’(‘J G. Jung, Symbols of Transformation, Vol. I: An Analysis
of the Prelude to a Case of Schizophrenia, trans. by R. ¥. C. Hull,
(New York, 1956), p. 224,
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Jung also disagreed with Freud's concept that symbol-
formation could be explained totally as a prevention of the
primary incest tendency. The incestuous desire to Jung, once
agaln, was for a return to parental shelter, a return to the
mother to be reborn. This goal lies through incest, of finding
some way to the mother's body in order to impregnate the mother
and beget oneself,

To Jung the.incaat prohibition acts as an obstacle and
makes creative fantasy inventive. The son cannot comprehend
himself impregnating the mother so speaks in symbolic terms.gg

Edward Albee's plays seem to be dealing with this aspect
of the Oedipal problem more than the typical sexual desire for
the mother. Here we could "conneet" some of the known facts of
Albee's 1life to his work. A knowledge of Albee's luxurious
pampered background, the rather weak”father‘influence, and his
overpowering mother sheds some insight on his conscious and
unconscious motivation for dealing with the mother theme. Inf.
fact, Freud said that the Oedipus complex "is nothing else than
one of the many forms that appear in the 1ife of the pampered

child who 18 the helpless sport of his excited phanﬁagies."gs

34 _ o
3 Jung, "The Psychology of the Child Archetype," Collected
350a
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In his early playvs (The American Dream, The Zoo Story,

The Sandbox) Albee does appear to be conscilously dealing with

the theme of a mother-~gson incestuous attachment. In fact, he
was often criticized by literary critics for being too personal,

Robert Brustein, commenting on The American Dream in The New

Republiec, calls the play an embarrassing self-exposure. He
further contends that Albee cannot transcend his wounded selfu’s
However, Albee does transcend such a personal problem in hils
later plays and becomes caught up in the archetype of the

Great Mother, leaving behind elements of his personal unconscious:

and entering into broader archetypes characteristic of the

collective unconscious., His dealing with the Oedipal problem

in Tiny Alice, Who's Afrald of Virglinia WOalf? and A Delicate
Balance goes much deeper than the basic Oedipal involvement and
becomes concernéé;with the hero's ﬁeath and rebirth through the
Mother figure.

Befor@ exploring this deeper significance in the Qedipal
situations in Albee we should a3lso consider possible personal
influences from what Jung terms the anima. This "personification
of the feminine nature of a man's unconscious” 1s belileved by
Jung to be reflection of the biological fact that the contra-
sexual genes produce a contrasexual character (in a male-~the
contrasezual genes woulﬁbﬁroduce a Temale character and the
reverse in a female) which usually remains unconscious. This
anima usually is manifested in dreams and fantasles or in the

-
36,
Robert Brustein, "Fragments from a Cultural Explosion,'’

The New Republic, March 27, 1961, p. 29. ‘
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inconsistencies of a man's feeling and a woman's thinking.
Jung further elaborates on the idea of the anima:

Every man carries wlthin him the éternal

image of woman, not the image of this or that
particular woman, but a definltive feminine

image. This image is fundamentally unconscilous,
an hereditary factor of primordial origin engraved
in the living organic system of man, an imprint

or ‘farchetype' of all the ancestral experiences

of the female, a deposit, as it were, of all the
impressions ever made by woman . . .38

In discussing the anima as an archetype Jung suggests 1its
origin 1s related to the concepts of the divine syzygles, the
male~female pairs of deities, who always balance each other and

the concept of a duval God wherelin the masculine is always palired

2
with the feminine.”g

He further discusses the anima:

The anima is a factor of utmost importance

in psychology of man wherever emotions and affects
are at work. She intensifies, exaggerates,
falsifies, and mythologizes all emotional relations
with his work and with other people of both sexes.
The resultant fantasies and entanglements are all
her doing. When the anima is strongly constellated,
she softens the man's three essential aspects of -
the mother--her cherishing and nourishing goodness,
her orgiastic emotionality, her Styglan depths.A0

BTC. G. Jung, Memories, Dreams, Reflections (New York,
1963), p. 391. |
8

3 Ibid.

24
“gJung, "Concerning the Archetypes and the Anima Concept,”
Collected Works, Vol. 9, I, pp. 59-65,

“Orpi4., p. 70.
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Jung relates that the anima can appear in many forms—-
a young maiden as well as, " . . .a goddess, witch, angel,
41
demon, beggar woman, whore, consort, Amazon.” In literature,

Beatrice in Dante's Divine Comedy is a good example of an anima

figure. The anima can also be a creative productive being--an
artist's inspiring muse. Jung'says a man gives birth to his
work out of his inner femininity as a rounded whol@ﬁ2

éonsidering the animé as a‘passible inspiration fof or
<inf1uen§e on Alﬁée?é'fémalé characters we ﬁ@@ﬁ to cahéider the.
elements which contribute to the make-up of the anima. Jung
explalins that in our present times man counts it‘as a virtue
to repress his feminine traits causing them £o accumulate in the
unconscious where they become an imago or a "soul-image." This
image a man 1s tempted to project onto the women in his life,.
Naturally the first bearer of the soul-image would be the m@thef.ag
Net only is this image projected upon the mother but also
influenced by the actual mother. Eleanor Bertiheg a student of
Jung's, feels that the anima is strongly conditioned by a2 man's
mother--either by similarity or contrast--as well as by the soclal
and feeling values of the ecommunity in which he grew up.} Jung
says thatvthis can leave the son with a sentimental attachment

b1
Jolande Jacobi, The FPsychology of C. G. Jung, trans.
¥. W. Bash (New Haven, 1651). p. 152,

L2
Ibid., pp. 152-160.

BJung, "The Mana-Personality,” Collected Works, Vol, 7:
Part Two, Anima and Animus, pp. 187-195.
b '
Eleanor Bertine, Human Relationships: In the Family,
In Friendship, In Love (New York, 1958), pp. 108~109.
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which lasts throughout his life or at the same time may spur
him on to great accomplishments.

Once again then, knowing what we do about Albee's early
vears and his rather troubled relationship with-his foster
mother, we can make the "connection” that his anima most prébably
received a negatlve influence:fram his own personal experience.

Jung in Man and His Symbols discusses the possible outcome of

such negative influences. The negative anima, he feels, may
be revealed in waspish, pai&mncas, effeminate remarks by which
averything is devalued; and, ultimately, in g rather fatal

o ) -
destructiveness. ° These characteristics can be easily viewed
in Albee's domineering destrucﬁivé women~~Martha, in her constant

verbal castration of George, Mommy im her verbal and physical

destructlion of her hushband, sons, and even Grandma, Agnes

(A Delicate Balance) in'her hateful treatment of Claire and her
"waspish" insistence éﬁ‘“maim@aining the halance,” Miss Alice's
slow "poisonous” seduction éf-Julian, the voilce's put down of
all maternal things in @g&_anﬁ, éf course; Albee's meneral theme
belittling the ilis_of American soclety in general,

Another aspect of the anima influence on Albee's work is
suggésted by Bertine. She feels the anima is apt to embody the

s , :
Jung, "Concerning the Archetypes and the Anima Concept.,”
p. 29. '

b ) _ s
Carl Jung, Man and His Symbols (London, 1984), p. 179.




psychological funetion most remote from the one a man
consciously adapts by. If he is an intuitive type his aninma
will be especially earthy, perhaps even coarse or obﬁcene.q7
Perhaps the best example of Albee’s opposite anima figure would
be Martha; she is loud, coarse, vulgar, brutal--almost completely
opposite from what we know of Edward Albee's character. Alm@ﬁ%i
all of his women exhibit such cruel, obscene characteristics..
The reader feels, in faet, that Albee 1s compelled by his own
personal demon (anima) to present his women characters in sueh

an unfavevéble iight;

One other characteristic of Albee's women which might be
attributed to the anima is their castrating will to power,
Aceording to Jung, the anima can become & "Mana" personality,
"She-who-must-be-obeyed"-~"a being full of some oceult and
bewiteching quality (mana), endowed with magical knowledge and
power.“ag It 1s precisely & being with this kind of force %hat
many of Albee's women become. Martha seems to hold such powers
over George as does Agnes over Toblas. Then, of course, Alice
ultimately has Jullan sacrificed to her. Thése devouring
women characters most likely are powered by such anima character-
isties.

Jung suggest also that the unconscious anima figure can

develop through four stages: Albee hag at least one female

u?Bertine, p. 108.

48
Jung, "The Mana-Personality,” p. 225.



character who fits into each of these stages of development.
Indeed, the womén figures seem to be moving in such a progression
from play to play. Jung symbolizes the lowest anima development

by the figure Eve. This woman (anima figure) 1is purely instinctive
and concerned with ﬁheybialmgioal. Most of the women in Albee's
early plays appear to be on this level-~the Mommies of both

The Sandbox and The Amerilcan Dream are concerned with their

biological female roles of mother (seen in their actions and
intentions toward the adopted sons) and daughter (the treatment
of Grandma). These women are portrayed as acting rather

emotional and instinetively without much thought or reason.

The nurse in The Death of Bessle Smith 1s concerned with the
intern's physical passlon for her and acts in an illogical
emotional way, swearing to "£1x" the men who eross her.

The second stage of the anima development is symbolized by
Helen (of Troy) who is representative of a romantic aesthetic

level but still remains sexual. Miss Alice in Tiny Alice is

an excellent example of this kind of anima figure. She 1s

romantic--rich and beautiful, living in her castle--and

aesthetiec~-wishing to bestow her money on the churech. However,

and most importantly, she becomes a sezual figure who seduces

and snares Julian, who 1s unable to free himself from her control.
The third level of anima development, aceording to Jung,

is best symbolized by the Virgin Mary--a figure who ralses love

to spiritual devotion. This Jevel is seen in Agnes (A Delicate

Balance). She tedlously explains her godly role to Julia:



"There is a balance to be maintained, after all, though the
rest of you teeter, unconcerned, 05 uncaring, assuming you're
on level ground . . .by divine right, I gather, though that is

ﬁ.“ag And also

hardly so. And if I must be the fulerum . .
she lists the duties she pérf@rms in her devoted role as wife
and mother: "“There are many things a woman does; she bears the
children . . .. BShe runs the house, for what that's worth;
makes sure there's food, and not just anything, and decent linen;
looks well; assumes whatever duties are demanded--1f she 1s 1h
iove, or loves; and plans-"s
The ultimate anima development 1s represented by Sapientia,
wisdom transcending even the most holy and the most puregsl The
God Alice seems to reach to this level for Julian in his ultimate
sacriflce and'aaceptanae of her: "I accept thee, Alice, for
thou art come to me. God, Alice . . .I accept thy will."52
Albee's women exhibit a definite development when viewed
as possible anima projections. Most likely they are influenced
by this element of Albee's unconsecious. Interestingly enough,
Alvee's plays also tend to move in such 'an upward progression--
striving toward the ultimate Mother archetype, It 1is this
progression, its implications, and the ultimate outcome that

this paper is malnly concerned with.

b9
50
51
52

A Delicate Balance, p. 89,

Ibid., p. 136.

Jung, Man and His Symbols, pp. 185-186.
Tiny Alice, p. 184,
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Returning to the QCedipal theme in Albee, we can refer

again to Markson who, considering Albee's Oedipal theme in

I

Tiny Alice, speculates on possible unconscious meanings. His

final feeling is that Albee has reversed the classical punish-
ment in his plays--it 1s the mythical son who is killed., This

occurrence he terms the negative Oedipal punishment. Markson

arrives at this theory mainly through tracing the feminine

sexual development from Harold Stewart's Jocasta's Crime:

Many women, {rom penis-envy, wish to deny

the vrole of the male penis. Thelr desire,

arising from thls denial, 1s for parthenogensis,
i.e. to procreate without the male penis and
sperm. Perhaps incest with the son comes nearest
to this desire, since if the son is regarded as

a part of the mother, his penis is her penis and
mother and son are a phantasy unit. The husband's
penls can then be denled and destroyed.53

Working, also, from the original Oedipus plays he recalls
that Jocasta dies but Oedipus lives. Markson speculates then
that Jocasta may have desired the patricide and may have been
aware of her incestuous sexual desire. In any case, she belng
the responsible adult authority and Oedipus the blameless
uninformed child, she 1is punished. In Albee, because the

punishment is reversed and incest and infanticide are present,
54

Markson speculates that positive Oedipal Jjustice is not done.”

5 .
’Sﬁarold‘atewawt, Jocasta's Crime, Int. J. Psa., XLITI, 1961,

pp. 424-434., Quoted by Markson, p. 17.

ﬁuMarksona pp. 17-18.
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This theory 1s but another reason why Albee's characters
do not seem to belong to the simple Oedipal pattern. There
seems to be much more at work in Albee's plays--a deeper
significance, Rather than possibly using characters of his
plays merely as a mirror to reflect his own personal Oedilpal
conflict, Albee (although this may well have been his starting
point) becomes embroiled with a much greater and powerful
archetype~~that of the Great Mother, and his plays seem to be
struggling to reach for the ultimate transformation of that
archetype. The Oedipal theme of his plays seems to be but the
first step in a definite progression toward the perfected
Mother archetype. Hls characters move from a purely Oedipal
situation to a dealing with rebirth produced through reentry
into the Mother. Here we should consider specific cases. As
previously mentioned, both Jerry and Teddy were unconsciously
attracted to their mothers and neither of these sons was able
to acknowledge his sexual feelings; rather they exerted the
greatest possible effort to keep from admitting such feelings
even to themselves. Bgth of these young males, too, are dead
at the coneclusion of the dramas and a feeling of rather
unamendable hopelessness accompanies their deaths, There does
not seem to be any positive aspect to their ends: Tobias and
Agnes are too old to have another male child (a possible rebirth),
and Toblas was afraid to try even when he eould. Agnes agonizes,

" . . I think it was a year, when you spilled yourself on my
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belly, sir? Please? Plesase, Tobiasg? No, you wouldn't
even say it out: I don't want another child, -another 1053.”55

Jerry dies being "comforted” by Peter with "a combination
of  scornful mimlcry and supplication™ in his final -"On . . .
my .« .Go&.“sé There is nothing here to indicate ‘a promise
or a rebirth,

Julian, however, who 'both admits and acts upon his sexual
desires for the Mother figures in his surroundings {(the fellow
mental patient who belleved herself to be the Blessed Virgin
Mary and Miss Alice) aiso'di5s_in the end, but his end seems
to be more positiﬁé. w?he:éymbolism of a crucifixion with an
‘uiﬁimate\resurreatian'is dominant . Thé suggestion of death and
rebilrth accomplished thfough the Great Mother could hardly be
more obviocus: "The bridegroom waits for thee, my Alice . . .is
thine. . 0 Lord, my God, T have awaited thee, have served thee
in thy . . .ALICE?. (His arms are wide, should resemble a
erucifixion. With his hands on the model, he will raise his
body»éome, backed full up-against it,) ALICE? . . ‘GOD?”gy

The acceptance of 'the sexual desire by the son as an ultimate
m@an$<tO_achievin@.rebirth through reentry of the mother provides
the difference in the final outcome of the fate of the son in
Albee. The son who could accept such a situation, 1%t is
suggested, also won his Immortality. This concept will bve
developed extensively in the third chapter. It is sufficlent

55

A Delicate Balance, p. 143,

56
“" 700 Story, p. 49,

5
”7Tiny Alice, p. 184,




- for our purposes here to understand that the Cedipal theme
in Albee's plays has a much deeper meaning than the surface
involvement of mother and son in sexual desire for each
other. The Oedipal theme is but Albee's first stop on his
way in search of the Great Mother. We have the first clues
as to the ultimate fate of the son~hero as Jung explains:

"The son of the mother” asg a mere mortal,

dles young, but as a god he can do that which

is forbildden and superhuman: he commits thegp
magleal incest and thus obtains immortallty.-

8 _
2 Jung., "On the Conecept of the Archetype,"” p. 259.

L1
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CHAPTER TWO: THE ETERNAL STRUGGLE

Edward Albee's dramas deal néttonly with the Great Mother
archetype with characters and actioh slowly threading their |
way through tne_yarigps,aspectsiand levels present within this
archetype, but also extend on from this‘basic underlying theme
to the accompanying concept of the agelpqs stru&gle between
the matriarchy aﬁd pauriarchy. This struggle betweepztne
masculine and feminine principles can be readlly viewed in,
almost all of‘Albee's ?lay§~fthecastrating Mom@y of his eérlﬁr
works is Qﬂdleésly belittligé andl"eralling" Daddy and a
physical and verbal battle of the sexes is.promin@nt in almosgt
all of thé plays. IAlthough.this c@nfliet between‘the masculine
andhfeminiﬁe.is not actually an aspéct'of the Mother archetype,
it is directly connected with the idea of maternity, and its
presence and importance cannot be ignored.

The best Way to approach this male-female conflict found
in Albee's work is tolfir@t discuss its historical development
and dctermine the neaning and impllcations of the terms

matriarchy‘@nd patriarchy. Robert Brlffault in The Mothers

reminds us, first of all, that "human social groups did not
arise out of the relations established in a patriarchal family
round the authority of a dominant male," rather that the

. . . . 1.
patriarchal soclety is a result of advanced social conditions.

7 .
Robert Briffault, The Mothers (New York, 1931), pp. 148-149,
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The first dominant rule in primitive cultures, according to
many sociologilcal and psychologlcal theories, was held by
the women, particularly the mother.

Elaborating on the concept, we can refer to the theories
of Alfred Adler. He, too, says male domination 1s not an
eternai and fixed rule, The men have helped perpetuate their
power by legal and institutional devices. There were epochs
when women, especially mothers, played the most important role
in life. However, Adler states, these days of the matriarchate
are in the past with men having wrested the power from women
and subjugating them. Adler feels that women have an almost
universal dissatisfaction with the feminine role and battle
both against the role and the male séxfz

Alexander Lowen in Love and Orgasm explains. He says,

"a key factor in the overthrow of the matriarchal system was
knowledge of the role played by the male organ in procreation,“3
When the male learned that he--not a spirit entering the woman's
body-~fathered the child, the patriarchy gradually began to
come to power. Lowen contends that this struggle then between
the masculine and feminine principles is not just a fight between
man and woman but a creative conflict between the forces of
culture and the unconsclous.

gPatriek Mullahy, "The Theories of Alfred Adler," in
Oedipus--Myth and Complex: A Review of Psychoanalytlc Theory
(New York, 1948), pp. 121-122.

3Alexander Lowen, Love and Orgasm (New York: A Signet
BOOI{, 1967)3 p. 258; ' »

4

Ibid., p. 259,



Erich Neumann, in discussing the matrilarchal culture,
deseribes 1t as static and as being dominated by the unconscious.
The Great Mother archetype dominates in this relatively stable
situation. He elaborates on the atmosphere in a matriarchal
culture:

Such ecultures are conservative and even in a

certain sense reactionary, because the instinctual

aspect of the unconsclous, represented by the arch-

type of the Great Mother--dlctates a fixed system

of unconscious attitudes, in which there is little.

room for the initilative and activity of the ego_and

c¢onsclousness, that i1s of the masculine aspect.-

Such a static society 1s seen in Albee's early plays. There
is‘very 1ittle activity of initilative exhiblted-~especially by

the male characters-~in The Zoo Story, The American Dream, and

The Sandbox. The Zoo Story takes place on a park bench with

only a dialogue occurring between Peter and Jerry up until the
only and final fatal action-~Jerry impaling himself on the
knife. Also, Peter does not take kindly to being Jjarred out
of his secure embryonic state and ultimately protests when
Jerry attempts to take over the bench: "Great God, I just came
here to read and now you want me to give up the bench. You're
mad."6

Only after Peter has taken up the knife in order to defend
his precious bench does Jerry finally admit that perhaps Peter

[
’Erich Neumann, Art and the Creative Unconscilous, trans,
Ralph Manheim, (New York, 1951), p. 60.

6Fdward Albee, The Zoo Story in The American Dream and
The %00 Story: Two Plays by Edward Albee (New York: A Signet
Book, 1961), p. 43.




isn't entirely a vegetable, or that perhaps he does have at
least some masculine inltlative in his passive, feminine-
appearing personality: " . . .And Peter, I'l1l tell you some-
thing now, you're not really a vegetable, 1t's all right,‘
you're an animal. You're an animal too."7

This same t&pe of inactivity and lack of male initiative

becomes almost the theme of The American Dream and The Sandbox.

Again, both The American Dream and The Sandbox have surprisingly

little action for drama. Both plays are comprised mainly of
dialogue or, rather, monologue with Mommy rattling on--mostly
talking nonsense--and Daddy meekly replying to show that he is
listening. Daddy does not even protest agalnst Mommy's state-
ment that 1t is hopeless for him to try to get satisfaction--
"You can't get satisfaction; just try. I can get satisfaction
but you ecan’t."

These early plays, too, are written more in the style of
the Theater of the Absurd with the story being played by name-
less characters (known only as Mommy, Daddy, the American Dream,
ete.), in no particular setting, and with rather absurd language.
This rather chaotic situation seems to afford the unconscious
elements an opportunity to emerge with the Great Mother archetype
in her terrible devouring aspects dominating over all. Albee's

7The Zoo Story in The American Dream and The Zoo Story:
Iwo Plays by Edward Albee, p. 49.

8A1bee$ The American Dream, p. 62.




wbmeng indeed, are battling against the typical role imposed on
them by the present patriarchal culture and, as Adler stated it,
also the male sex; For example, when Daddy meekly replies to

Mommy s command (1n The Sandbox) w1th, ”Whatever you say«

Mommy , " Mommy baughtily retorts, "Of couroe, whatever I say ”9

The matriarchy 1s in charge here. )

p The theories of Otto Rank concerning both the matriarchy
and the patriarchy will be helpful here in aiding us to further
define such cultures and understand the meaning of this battle
between the masculine and the feminine present in Albee. Rank
feels, too, that mankind has made a gradual transition from a
mother-culture to a father-culture. He feels that in the process
of developing from "pblind impulse through conscious will to
self-conscious knowledge" and in the process of overcoming the
~birth trauma man has become masculinized.

Art, Rank feels, is but one solution to the birth trauma
‘created along the way. In.the work of art the artist attempts
to recreate the birth and detach himself from the mother.
Tragedy, likewise, he feels has grown from the mythical rites
concernling this struggle for detachment. As man has striven
harder and harder to overcome this initial trauma the masculilne
aspect has gradually achieved prominence. This gradual gain is

9Edward Albee, The Sandbox in The Sandbox and The Death of

Bessie Smith (With Fam and Yam) (New York: A Signet Book, 1965),
p. 10.

‘Mullahy, "The Theories of Otto Rank,” in Qedipus =~ Myth
and Complex, p. 177«




illustrated in many religions--for example, in the worship of
the moon goddess Isis, the gradual gain in importance of Osiris
her brother, son, and husband is obviou$¢11

Rank'!'s explanation of this shift in power from the feminine
to the masculine and thus the creation of the conflict betweeﬁ»h
the sexes 1s best said in his own words:

The earlier high valuation of woman (her genital)
whieh is still apparent in the anclent worship of
goddesses and which has left its traces in the

later 'Mother Right', had to be replaced by the
soclal father~organization traced by Freud from

the primitive horde. The striect, Just, but no
longer violent father must again be set up as the
'‘barrier to incest' against the desire to return

to the mother, whereby he assumes once more his
original biologiecal functlon, namely: to sever

the gons from the mother. Anxiety of the mother

is then transferred as respect to the King and to
the inhibiting Ego (ideal) motives which he repre-
sents (justice, state, etc.). The sons' (burghers
and subjects) attitude toward him is that well-known
two-sided Oedipus libido. The systematic social
depreciation of woman from her original heights
finally results in a reaction against that infantile
dependence on her, which the scon, now become father,
can no longer bear.l

If we continue to delve into Rank's theories concerning
this conflioct, the Oedipus enigma appears again and again. This
eternal battle between the masculine and feminine principles |
seems to be intertwined with the inescapable Oedipal situationx

Rank explains that the basie physical difference between men

yuilany, Oedipus - Myth and Complex, pp. 173-177.

12Rank by Mullahy, p. 170.



and women generates the conflict. The man's strength lies in
his c¢reative power while the woman's lies in her sex. Sex
represents mortaliﬁy to man, and he fears this in the female
as well as in himself. The woman accepts sex and finds her
immortality in the very act of sexual procreation,

Rank illustrates his theory by referring to the Oedipus
story. It is from incest with the mother that the children
sprang--thus, a compromise was established between the wish to
have no children at all (exemplified by Laios) and the
necessity to renounce one's own immortality in favor of
children. The compromise performed by Oedipus was an attempt
to beget himself as his mother's son; and in order to be reborn
from his mother Oedipus must fail tragically. Rank says that
this, then, is the guilt of Oedipus, not that he slew his
father.13 '

Rank belileves the Oedipus myth portrays a struggle "between
tindividual ego' believing itself immortal and ‘racial ego!
embodied in sexual ideology which renounees individual immor-
tality in favor of marriage and children,”lu This, in short,
appears to be the crux of the whole matriarchal-patriarchal
conflict. The ancient myth of Qedipus illustrates beautifully
what Rank feels to be the three stages of the problem: 1) the
desire for immortality on the part of the male attempted through

rebirth via incest; 2) the patriarchal family organization in

13
14

Mullahy, pp., 197-202.
Ibid., p. 203.



which personal immortality is renounced for immortality through
children; and finally 3) the "racial fetter" which emphasizes
that only through racial sexuality (marriage and family) can
one achileve 1mmontality.15

Erich Fromm has, in fact, viewed the entire concept of the
Dedipus complex more as a struggle agalnst paternal authority
rather than an altogether sexual wish. He, like Rank, feels
. it dates back to the ancient struggle between the patriarchal
and matriarchal systems of soelety. »

Understanding then the sources of the matriarchal-patriarchal
battle, let us further explore this aspect in Albee's work. This
theme (similar to the anima idea discussed in the first chapter)
seems to be forming a minlature parallel to the odyssey Albee
is making through the Great Mother archetype in his plays.

As Albee's males in his dramas move through the different levels
of the (Great Mother, the plays move in turn from a matriarchal-
atmosphere to a patriarchal one and finally return to matriarchal
dominance., As we have already i1llustrated, Albee's early plays
are permeated with matriarchal domination. This dominance is
presented as negative and is ridiculed and satirized by Albee's
characters, seemingly demanding a change from the early
castrating-Mommy, chaotic world where all is stagnant to one

of order, logic and male initiative-~in other words, a patriarchy.

Vuullaty, p. 204.

16Mu11ahy, "The Theories of Erich Fromm,” p. 271.



This mascullne~feminine hostility 1s symbelically empha-
sized through the human-animal relationships in the plays.

In The Zoo Story, the cats and parakeets, of course, repre-

sent the matriarchy. Jerry worms the painful truth about the
household's pets from Peter:
. . .Who better than a nice married man with two

daughteI’S and . . suh . . .8 dog? (P@ter shakes

his head.) No? Two dogs. (Peter shakes his head

again.) Hm. No dogs? (Peter shakes his head,

sadly.) Oh, that's a shame. But you look like

an animal man. CATS? (Peter nods his head, rue-

fully.) Cats! But, that can't be your idea.

No, sir. Your wife and daughters? (Peter nods 17

his head.) Is there anything else I should know?™'
Peter's sorrowful reply is that "There are . . .there are two

.18
parakeets. One . . .uh . . .one for each of my daughters.”
Jerry exhibits his hostility toward such matriarchal symbols
by suggesting that if the birds were diseased Peter could let
. _ 19

them loose and the cats "could eat them and dle, maybe."

However, Jerry's disgust for the maternal represented by
the cats seems almost e@uallg matehed by his dread of ercountering
and coming to grips with the patriarchy represented by the dog.
In explaining the battle between himself and the dog, Jerry
takes pains to relate that animals generally are "indifferent

2

to him--~like people.” 0 Immediately we can see Jerry as

attractive to neither male nor female (man or animal) because

17290 Story, pp. 17-18.

181p14., p. 18
Y rpia.

2GIbid., p. 30.



at this point he has formed himself into a rather asexual
being with ambivalence toward both the mascullne and feminine
aspects. The dog. forced Jerry into a direct confrontation
with the masculine aspect and the patriarchal culture:

But this dog wasn‘t'ihdifférent. From the very

beginning he'd snarl and then go for me, to get .

one of my legs . . .I still don't know to this

day how the other roomers manage it, but you

know what I think: I think it had to do only

with me.21 ' ‘ ‘

Once again the Oedipus angle enters: the conflict when
Jerry decldes to solve his confliet with the dog (symbolie of
the paternal idea) by killing him: "PFirst, I'11l kill the dog,
with kindness, and if that doesn't work . . .I'11 just kill
himo"z2

This solution to the whole matriarchal-patriarchal conflict

1s employed also by Tobias in A Delicate Balance in dealing with

another symbolic animal. The cat, in this Albee play, also
seems to be used as a symbol of the matriarchate. As long as
the cat seems to represent the loving, contented nature of the
matriarchate all is well; but when the cat withdraws her love
for no reason (an aspect of the Terrible Mother) the masculinity

in Tobias cannot understand. Seeing that masculine force could

21200 Story, p. 30.

‘221bid.9 p. 31. The ultimate outcome of Jerry's battle

with both the masculine and the feminine will he discussed
in the following chapter.



not w1n a recovery of that unconditional Mother Love Tobias
Yhad her kill@d'"gB |

Perhaps the best way:to viéw the OQerail bicture'éf the
conflict in Albeé‘s pléys is to relate its development from
play to play. As we héva‘alreaﬂy seen ﬁfom4the discussions

of.ThefZQé Sterj aﬁdiThe;Améficaﬁ Dream; the matriarchate fairly

well prevalls in Albee's eaEZyEWOrks~wthe castrating woman, lack
of masculine initiatiVe,.chaaticgétmosphefe and static society.

This maternal dominance continues. also in The Sand bcx and in

The Death of Bessie Smith. The masculine aspect in The Sandbox

is represented as sterile and empty--both by Daddy and by the
Young Man. Daddy is an exaggerated blow-up of a simpering,
emasculated hushand continually having to ask Mommy in order
to. know what to do next. For example:

Daddy . . E X Lo :
(After a pause) Shall we talk to each other?

Mommy
(With that little 1aughy picking something off her dress)
Well, you can talk, if you want to . . .1f you can
thlnk of anything to say . . .if you can think of
anything new.

Daddy (thinks)
Ne . . .I suppose not.

Mommy ol
(With a triumphant laugh) Of course not!™

QBFderﬁ Albee, A Delxcate Balance (New York: Pocket
Books, 1966), p. 46.

uThe Sandbox, p. 12.
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The young or new male is pictured as even worse. He
does not even know his name and, like the American Dream, 1is
an empty-headed, unfeeling robot wilth a nice body being his‘
only asset:

Young Man _ .

(Flexing his muscles) Isn't that something?

(Continues his calisthenics)

Grandma ‘ -
Boy, oh boy; I'1l say. Pretty good.

Young Man (sW@etly)
I'11 say.25 ,

Albee's male characters in The Death of Bessle Smith

likewlse are represented as impotent, inert, and inept forces
in a matriarchy. The Nurse in her obvious role as the Terrible
Mother (to be defined and discussed in the next chapter) or, as
_ . 2
Lee Baxandall calls her, "the meanest of the Mommies,"
attempts to control and emasculate every male in her environ-
ment. She belittles her father in another one of thelr endless
arguments (remembering again the overtones of a lover-like
relationship discussed in Chapter One):
You going to go down there with that bunch

of bums . . .light up one of those expensive

cligars, which you have no business smoking,

which you can't afford, which I cannot afford,

to put it more accurately . . .the same brand

His Honor the mayor smokes . . .you goling to
sit down and talk big, about how you and the

25The Sandbox, p. 14.

26Lee Baxandall, "The Theater of Edward Albee,” Tulane
Drama Review, IV, (Summer, 1965), 21.
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mayor are like thls . . .you golng to pretend
you're something more than you really are,

which is nothing but . . .

L) - . - . L1 . . . 3 L) ©

. .a hanger-on . . .a flunky. . . .27

- .

Not only the Nurse's father is represented as an

incompetent and ineffective male but also (again as 1in Albee's

other early plays) so are both of the young men, once agaln

blighting any of the reader's hopes of i1mprovement in future

generations of males.

Again in an argument which has overtones

of a woman

belittling her lover thé.ﬁurse completely squelches the

Orderly:

Tell me, boy . . .is it true that you have Uncle

Tom'd yourself right out of the bosom of

your

family . . .right out of your circle of acquaint-
ances? Is 1t true, young man, that you are now
an inhabitant of no-man's-land, on the one side
shunned and disowned by your brethren, and on

the other an object of contempt and division to
your betters? Is that your problem, son?28§

She then sends him out for cigarettes for her.

She next proceeds to expose the Intern as a shallow

dreamer who visualizes himself as heroically aiding the victims

of the Spanish Civil War but who really is (again, like all of

Albee's men so far) impotent and ineffective.
self, says he is "probably the only white man
two countries who has not had the pleasure”

course with the MNurse.

2
7The Death of Bessie Smith, p. 32.
28

Ipid., p. 47.
°I1pid., p. 61.

The Intern, him-
under sixty in

of having inter-
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Finally, the Nurse vows as the Terrible Mother to "fix™
the Intern, and we know that this oath applies to all the
males she comes in contact with including the unknowing Negro
Jack who only comes to the hospital for ald after his accldent
with Bessie Smith. He, like all the other males she is domi-
nating, 1s spoken to contemptuously: "Now you llsten to me,
and you get this straight . . .nigger . . .this is a semiprivate
hospital ."30
Slowly, however, we see the masculine aspect in Albee's

plays begin to rebel and to fight against theilr female subju-

gation. George in th'stfraid_of Virginia Woolf? begins also

as a caricature of the American male who is picked~upon,
castrated, and rendered totally useless by the female biteh.
The play is packed with innumerable examples of poor George
being devoured by Martha. Perhaps one of the best symbolic
illustrations of the matriarchal-patriarchal battle exemplified
in George and Martha is the boxing match. Martha describes
it for Nick and Honey:
. . .I don't know why I did it myselfl . . .you
know, I didn't lace 'em up or anything . . .and I
snuck up behind George, just kidding, and I yelled

"Hey George!"™ and at the same time I let go sort
of a roundhouse right . . .just kidding. you know?

. « .and George wheeled around real guick, and he caught
it right-in the Jaw . . .POW! (Nick laughs) I hadn't
meant it . . .honestly. Anyway . . .POW! Right in

the jaw . . .and he was off balance . . .he must have

° . . . .

30The Death of Bessie Smith, p. 72.




been . . .and he stumbled back a few steps, -
and CRASH, he landed . . .flat . . :in a
huckleberry bush! '

O N S

think it'sfcolored our whole 1life.31

« o a

I
A:L,s;o_m George symbclicailjlexeéufes Martha with the toy
shoﬁgun‘loaded only Wiéh;a parasol after this recital.

| George uﬁlike any of AlbééQs males up to this point,

begins to resist. 'Hé,_ratﬁér éhan meekly'éubmitting like
‘Daddy to Mommy's domination, fights back with every device he
can think of; he_éttémpts'a‘éomebackbto almost éll of Martha's
sadistic humiliatiﬁg fémarké énd tops Maftha’s games with those
of “Geﬁtin@.the'Guests” and fhe ultimate fatal-to-the-matriarchy
game of "Bringing Up Baby." -

With the killing of the child George seems to have suddenly
wrested all rule from‘the matriarchy; and its power, which was
gained from being ablé to produce a child, 1s destroyed. In
this play by‘killing the child George has put the patriarchy
in power. We find Martha in the final scene humble, submissive,
admitting that she is afraid, and looking to George for succor
and protecﬁion. She very quietly tells George she‘"is afraid
of Virginia Woolf." |

Ideally, then, Albee'shmalé element in the character of
George has achieved‘the ideoldgical vital rule by the patriarchy.

31Edward‘Albeé, Who's Afraid of Virginiai%oolf? (New York:
A Pocket Cardinal edition by Pocket Books, 1967), pp. 56-57.




Thig achlevement of patriarchal rule is won again by the male

in A Delicate Balance. Tobias begins, much like George, as

a weak, submissive male who allows himself to be controlled

and abused by the feminine element., In hils case this inciudes
Agnes, the wife; Claire, his sister-in-law; and even Julila,

his daiighter. Rather than exerclsing masculine initiative he
busies himself with small talk and making drinks’fer everyong.
Claire c¢an only laugh when Toblas replies that if he were to
shoot everyone 1t would have to Lo "an act of passion." Because
Tovlas 1s so passlonless and lnept Claire cannot even imagine
him parférming ar act of passion:

Ch, my; that's funny.

» » - - - - o £ *

Oh, my darling Toblas, I'm sorry, but I just don't

see you in the role, that's all-outraged, maddened

into action, proceeding by reflex . . .Can you see

yourself, though? In front of the judge? Predict-
able, stolid Tobilas?32

* » - » »

The previous discussion of Tobilas’ relationship with his
cat i1llustrates his being.totally caught up in the matridrchal-
patriarchal battle. At first his total unwillingness to father
another child after the death of Teddy appears as a complete
lack of male initiatlive; but we see Agnes attempting to exer- .
cise her role and power as a mother and trying to force unwilling
Tobias to perform the complete sexual act in hopes of creating

32pdward Albee, A Delicate Balance (New York: A Pocket
Book Edition, 1967), pp. 25~26.




another child:
. I think it was a year, when you spilled your-

self on my belly, sir? "Pleage? Please, Tobias?"

No, you wouldn't even say it out: I don't want

another child, another loss. "Please? Please,

Toblas?” And gulding you, trying to hold you in?33
He does not seem to guite trust her to prevent another concep~
‘tion, even though Agnes tells him: "Don't leave me then, like
that. Not again, Toblias., Please? I can take care of it. We
won't have another child, but please don't . . .leave me like
that . . .a"sh Here then, instead of exhibiting total impotency,
Toblas begins rather his rebelllon against the matriarchy. By
denying Agnes a child he is, as George did Martha, draining
her of her power. Tobilas' strength often seems to originate
in his fear-~illustrated again when he faces the dread issue
of Harry and Edna and the plague they have brought.

The roles of the dominating woman are divided among the
women in this Albee play. Claire, who 1t is suggested can see
into the future; is an omnipotent goddess figure. Agnes says
she was "not named for nothing." She has been expecting the
plague and rather matter-of-factly states, "I was wondering

when it would begin . . .when 1t would start.“35

She, too,
displays more of the fecund characteristics of the seductive
Terrible Mother (and will be explored more in the following

chapter). Agnes, although the supreme keeper of the balance,

33A Delicate Balance, p. 143.
34

35

Ibid.
Ibid., p. 58.
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has trouble keeping a purely feminine role. She slips back
and forth longing for a logical patriarchal existence, Indeed,
Julia says she rules the dinner table, "like a combination

. « spope, and . ., ,drill séfgeanti"aﬁ Agnes bemoans her fate
of being female to Julia:

I do wish sometimes that I had been born
a man.
Their concerns are so simple: money and death--
making ends meet untll they meet the end.

If they knew what it was like . . .to be

a wife; a mother; a lover; & homemaker; a nurse;

a hostess; an agltator; a pacifier; a truth-teller,

a decelver. ; . .37

Ih'facts Agnes threatens to turn into a man in the middle
of Juliat's conversation:

I shall try to hear you out, but if I feel my

voice changing, in the middle of your . . .rant,

you will have to forgive my male prerogative, if

I become uncomfortable, look at my watch, or

jiggle the change in my pocket . . .38

Such an aspect of the matriarchy as exhibited by Agnes
is symbolie of the Good Mother present in the over-all Great
Mother archetype. Agnes tells Tobias that the women "don't

decide the r*om,l‘ce”?"g and they shall do "Whatever you [Tobias]

36
3 A Delicate Balance, pp. 87-88.

37Ibid., pp. 64-65.

38

391bid., p. 137.

Ibi{i’ 3 p. 666
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like." This is, of coursge, directly opposite to Mommy in

The American Dream. This aspect of Agnes facilitates Toblas

in overcoming his original lethargy and helps him take command
-—-establishing patriarchal rule. Ultimately, Toblas does make
the deeision to allow Harry and Edna to stay. He does face
up to his manhood and also faces the Terror or Plague:

YES! OF COURSE! I WANT YOU HERE! I HAVE BUILT

THIS HOUSE! I WANT YOU IN IT! I WANT YOUR PLAGUE!

YOU'VE GOT SOME TERROR WITH YOU? BRING IT IN!

The power, at this peint, belané& then to the patpiavehy;f
Both George and Toblas have taken control away from the child-
bearing women and have %aken authoritarian logical command.
However, Albee's men do not remain in control in his later Qiays.

In his very next drama Tiny Alice Julian begins as a weak, sub-

missive male, On his first meeting with Miss Allce he is ﬁqldé

So you'll be coming baek here . . .when I wish to

gee you.,

éeéefai éiﬁe;,‘ Iﬁ might E %e%téf.i% ;0@ Qe;e!té

move in. I'll decide it.

Julian meekly submits from the very beginning to all of
Miss Alice's whims, suggestions and demands. He seems t©toO sense
his fate from this matriarchal culture and feminine God and does
not make much of an attempt to struggle against it until his very
end. Then, after a few brief moments of indeclsion, he acoe@%é

40 .
A Delicate Balance, p. 145,

ulrbid., p. 165, The cause of both Toblas' and George's
transformation will be discussed in the next chapter.

qzﬁdward Albee, Tiny Alice. {New York: Pocket Books,
1966), p. 66.




his fate and surrenders completely to the female God Alice:
"I acecept thee, Alice, for thou art come to me. God, Alice
. . I accept thy will.“ag

Onice again, 2ll the males in this drama are subject to
control by the feminlne principle. Miss Alice has not only
the Butler and Julian walting on her and carrying otit every
command but extends this control over even the Cardinal (one
of the powerful rulers of the church). Although she does not
to . a great extent control the Lawyer and is forced to submit
to his pasBsions--"KEEP . . .GO! GET YOUR . . .LET GO OF ME!
« « KEEP OF¥! KEEP OFF ﬂﬁ%"aa@athe Lawyer is eventually put
down by Alice's dé&oription of her Job with Julian:

« o LJAm I going to . . .opread my legs for the

clergy? Enjoy my work a little? Isn't that

what you'd have me do? . . . . .« .+ « + .+ & 3

When the time comes? Won't you have me athhim?
Like it or not? Well . . .I will 1like 1t!3D

Miss Alice, like most of Albee's females, uses her sgex
and sexual favors as a means to gnhieVe her control. She has
indeed used all three men-~-the Butler, lLawyer, Julian--as lovers
to gain econtrol for the God Aliee. In this play, the male does
not stand a chance of overcoming the feminine rule--the female
principle is beautiful, seductive, and fully in charge. This

43
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QSIbid,, p. 77.

Tiny Alice, p. 184.

Ibid., p. 69,
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whole scene is controlled by a God who, it is later learned,
1s represented by Miss Alice, and who 1s a woman. Julian has
really taken the only possible course: complete surrender to
‘this all~powerful, matriarchal rule. ‘

Julian's complete surrender to the matriarchy is repeated

in Box and Quotations from Chalrman Mao Tse<~Tung. Throughout
both dramas a matriarchal. atmosphere réigns su@reme» There 1is
a definite return in these latest Albee plays to the chaotic
Theater of the Absurd situation quite similar to that in

The American Dream and The Sandbox. Agaln the characters

become symbols~wThe 01a Wowan, Long~¥Winded Lady, Minister--
rather than real people and their language is rather vague and
nonsensical. For example,Athe Long-Winded L.ady spends nearly
the whole play attempting to detefmine what exact sound she
made when she fell off the ocean liner into the sea:

I'd never imagined it--naturally! It's not

what one would. The echo of a sound, or the

remembering of a sound having happened. No,

that's not right either. For them; for the

theoretical . . .onwatcher. (Pause) Plut!

Yes 46

This type of atmosphere seems 1ldeal for the up-cropping
of archetypal themes and images--1it is rather like a return

to the unconscious dream world from the more reality-orlented

world of Who's Afraid of Virginia Woolf? and A Delicate Balance.

)

Edward Albee, Box and Quotations from Chairman Mao
Tse~-Tung: Two Inter-related Plays (New York: Pocket Book
Editicn, 1970), pp. 43~44,
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Another point which emphasizes the feeling of returning is
that Albee's filrst play written as a chlld at age twelve is
described as a "sex farce taking place on board an ocean

b7

liner."® Mao also is enacted on board a ship:

Onee again, as in The Zoo Story, The American Dream, and

The Sandbox, there is very little activity~-the whole of Box

eonsists of a stationary box on stage and a woman's volce,
and Mao consists mainly of speeches and introspections on each
character’s own feelings with no interaction between characters—-
and no initiative. The stable matriarchal environment is
apparent. There 1s no sign of any struggle againsﬁ this matri-
archal rule except perhaps the vacant threats mouthed by Mao
in extolling hils philosophy:

Riding roughshod everywhere, U.,S. imperialism

has made 1tself the enemy of the people of the

world and has inereasingly isclated 1ltself.

Those who refuse to be enslaved wlll never be

cowed by the atom bombs and hydrogen bombs in

the hands of U.S. lmperiaslists. The raging

tide of the people of the world against the

U,3. aggressors is irrestible. Thelr struggle

cagainst U.S, impeéerialism and its 1ackeﬁs will

assuredly win still greater victories. 8
The Minlster, the only other male in both plays, does not
speak at all. Albee’s male, rather than malintaining a patri-

archal rule which he seems to have achieved in Virginia Woolf

uTGilb@rﬁ Debusscher, Edward Albee: Tradition and Renewal
(Brussels, 1967), p. 8.

48

Quotations from Mao Tse-Tung, p. 52.




and A Delicate Balance, appears to have given up the struggle

and have become resigned once again to matriarchal rule. As we
have mentioned before, this cycle corresponds closely to the
¢yecle Albee's males make ;n conneection with the (Great Mothér
arahetyﬁeagg The males rather sadly but with a certain rellefl
seem to weleome this return to being controlled and directed. -
One other aspect of the matriarchal-patriarchal struggle
which deserves to be mentioned before going on to the over-all
Mother Archetype 1s the corpelatlion of an East-West eanflict'ﬁb
the male-female battle. The symbolism of East and West is evident
mainly in Albee's first (Zoo Story) and latest (Box-Mao) plays--
again, connecting the two dramas., Jerry in Zoo Story is over-
anxlously concerned about the West. We feel from his subtle
comments that the West represents the matriarchy or being
enveloped in the Great Mother which he fears. Jerry, as was
discussed in the preceding chapter, does not want to admit to.
his longing for hls mother (or death and rebirth through her) .
and reverts to any other possible kind of sexual behavior to
escape. He tells Peter, "I don't like the west slde of the
park much." But says he "doesn't know" why.BG He is concernéé
about walking riorth and employs Peter 1n an elaborate discussion

as to whether he has indeed been walking north or "Good old north“51

49
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This will be elaborated on in the forthcoming chapters.

The %oo Story, p. 14.
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as he calls‘if. (Jung says the hero is devoured by the
water monster (Vest) and takes a sea journey to the East
\ h2
and rebirth.)
However, before relating The Story Of Jerry And The Dog’
(or his struggle with the masculilne aspect) Jerry tells Peter:
What I am going to tell you has something to do
with how sometimes it's necessary to go a long
distance out of the way. in order to come back
a short distance correctly; or maybe I only
"think that it has something to do with that.
But, it's why I went to the zoo today, and
why I walked north . . .northerly., rather
“v o until I came here.53
In other words, Jerry desperately wants to escape being
enveloped by the matfiarchy or dyingmmrepresenﬁed by the West.
He has been going north or up, away from the womb. However,
he seems to know he is fated because he has "gone a long distance
out of the way in order to come back a short distance correctly."”

The correlation betﬁéem the West and the matriarchal aspect

;s next viewed in &hofs Afraid pf Virginia Woolf?. George,
reading aloud while Martha and Nick aré ﬁpstairs attempfing
intércourse3 r@cites,:“And the wesﬁ, encumbered by crippling
alliances, and burdened with a morality too rigild ﬁo accommodate.
itself to the swing of évents, must . . .eventually fail.”
Indeed, the matriarchy in thié-blay, in bein@ able to adapt to
having its child-bearing powsr destroyed, does crumble and fall.
The patriarchy 1s in charge at the end of. the play.

%24, 6. Jung, "Symbols of the Mother and of Rebirth,"
The Collected Works of C. G. Jung, Vol. 5: An Analyslis of the

Prelude to A Case of Schizophrenia, trans. by R. F. C. Hull
(New York, 1952), p. 210.

SBThe Zoo Story., p. 30.

L' ‘ f
5-who's Afraid of Virginia Woolf?, p. 174.
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However, in Box and Mao we see here also the matriarchy
symbolized as the West, but we feel that in spite of the radical
violent words of Mao about destroying this threat a struggle
is not even going to be attempted. Mao drones on and on:

We desire peace. However, if imperlalisn insists

on fighting a war, we will have no alternative but

to take the firm resclution to fight to the finish

before going ahead with our constriction. If you

are afraid of war day in and day out, what willl you

do if war eventually comes? First I said that the

Bast Wind 1s prevalling over the West Wind and war

wlll not break out, and now I have added these

explanations about the situation in case war should

break out. Both possibilities have thus been taken

into account.55% '

He urges developlng "friendship and cooperation wilith the

. E 36
fraternal (patriarchal references) coun‘cries_3?15 but no action
at all apparently will be taken. The male force in the play
is completely impotent. In fact, the only action of the story--
the Long-Winded Lady falling into the sea (symbolically attempting
to return to the womb)~~has‘alfeadj‘pasSed and is only narrated;
and, in addition, is performed by the feminine principle.

This East~West conflict is then but another miniature cyecle
representing the movement of Albee's male characters. It, too,
emphasizes that despite the desire to overcome matriarchal domi-
nation--and, at one point, actually having achieved it-~the
patriaréhy ultimately succumbs to the matriarchate. It, too,
casts suggestions as to the ultimate outcome of Albee'’s male

in his struggle to be free from the maternal influence,

_55Quotations from Mao Tse-Tung, p. 90~91.

56

Ibid., p. 55.






CHAPTER THREE: GIVER OF DEATH . . .AND LIFE

. "May the. presence of our Lord, Jesus Christ be
with you always . . .to light your way for you in dark-
ness . . .that you may be worthy ef'whatever sagrifice,
unto death itself. . .,

Fdward Albeew-Tiny Aliae

From the earliest days of recorded 11terature the
”terrible mether“ arehetype has been an omnipresent theme
leaving its 1mprint on 1nnumerab1@ f@lk tales, mytha, and '
stories. Pandora, far example, 1et eut all the evils upan
the worlﬁ by opening the box, Using hhis myth Hesiod implied
then, that woman is in&eed respensible for all the @vils that
befall man. Voltaire 8 interpretationrof this story 1s that
the box was @nly symbolie @f the vag&n& and 1% was the female
genitals centaining all the 11ls and evils of the werld.l

‘This “terrible mother" theme is endlass~woriginating
perhaps with Eve, the dangerous temptress, wh@ aused Adam t@
sin thereby expelling man from Paraﬁise, on down through the
Greek myths Filled with myriads of seductive, terrible, male-~
ﬂestroying women~~eiree,.Medea, the sirens, the Amazons-~and on
through the gaﬁtrating biteh of m@dé%n literature. Albee's
plays are haunted with th@ég mystérieué and fatal women.

lThead@r@ Reik, Myth and Guilt: The Crime and Punishment
of Mankind (New York:  Georze Braziiler TIne., 1957), D. 63.




A brief historical look at the "terrible mother" theme
will facilitate our understanding of its use in Albee's plays.
The concept of the malicious and punishing cruel mother-
goddesses 1s apparent ln the worshilp of Ishtar, Kali, and
Astarte. Origin&ily-theée'were goddesses of evil and terror
who were held accountable for the evils of mankind inecluding
what was later called "sin." Gradually these goddesses became
bearers of love and mercy and, even later, appeared as mistresses
to the young gods who must die and be resurrected.2

Lura and Dullio Pedrinil trace this concept of woman
beguiler up to the Romantles, continuing the idea of woman
(Pandora) created for mankind as a punishment. Byron implies
that woman-serpent keeps continually tempting while man-serpent
tempted only once. Shelley sees himself and Jane both as
begullers and Keats' Lamia enchants Lyculs. For the Romantics
pleasure seems to grow from this pain and is inseparable from
it., Shelley feels the greatest beauty emerges in a combination
ineluding the horribleog Such a concept seems to be a vital
characteristic of the Mother archetype. She is at the same time

beautiful and ugly, terrible and good, loving and destroying.

Eﬁeik p. 64,

3Lura Nancy and Duilio Pedrinil, Serpent Imagery and
Svmboli%mg A Study of the Major anlish Romantic Poets
(New Haven, 196b6), pr. 35~100.
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Some insight into why the mother archetype is at once so

loving and terrifying is offered by Reik 1n discussing the three

lovers in The Tales of Hoffmann. The three women, Reik explains,
reprasent the three typical figures who play a role in a young
mants life: the one who gives Bir%hy'the one who gives sexual
gratification, and the one who brings death or, in simple terms,
the mother, the mistress, and the annihilator, Reik says the
mother and the annihilatar meet each other in the mlddle figure

~or the mistregﬁ,' He contends there is a reactlon formatlon present
in that éhe woman chosen in the beginnlng appears as the love-~
liest, most desirable object and in the end represents doom and
deatn.” '

Carl Jung, also, says aeatq is equated wlth the mothermwthe

e e I P A ey a e s 208 R a8 b e e S

mo*her is ﬂo%h giver of liz@ and d@atn. He cites the Madonna

or Mother of Mercy who spreads bane and destruction. Jung lists
examples of her symbols--earth, water, tree, dragon, or whale--
which are both fecund and devouring. The children of the earth
arise from her fertile womb and return to her in the grave. The
mother is simultaneously the tree of 1life and the tree of d@aﬁh.5
Consldering present-day woman, Karl Menninger, discussing
unwanted women, stresses that certain women gilve men an unconsclous
Theodore Reik, "The Three Women in a Man's Life," in

‘Art and Psychoanalysis, ed. William Phillips, (Cleveland, 1963),
L}}') 1‘")6 1 63

5“ar1 Jung, Jung's Contribution to Our Times: The Collected
Papers of Eleanor Bertine, ed. Flizabeth C. Rohrback, (New York,
1967), p. T12.




warning--they are overeffusive, overeager, possessive,
threatening and presuming. He also says women may choose
whether to allow men to become the vietims of theilr own self-
destructiveness or they can choose to favor man's spiritual

' 6 ’ o ' , \
development -—-thus, the ambigulty of the loving and terrible
mother, ,

Studying mythology, we £ind that there does appear to be
a reason behind the killing of the son--it is not just wanton
slaughter on the part of a vigious wéman. The ultlimate outcome
of dying in the mother is a new and glorious being brought about
by the destruction of the old self, resurreation and rebirth,
Erich Neumann tells us:

The Terrible Mother 1s the hungry earth, which

devours its own ¢hildren and fattens on thelr

corpses; 1t is the tiger and the vulture, the

vulture and the coffin, the flesh-eating sar-

cophagus voraciously licking up the blood seed

of man and beasts and canflng it out again in

new birth.
Xeumann continues to say that in a profound way-life and birth
are always bound up with death and destruction. Thus, the
Terrible Wother rules over the desire and the se¢ ducﬁion which

leads to “sin and destruction, love and death."

Karl Menninger, Love Agalnst Hate. (New York, 1942),
pp. 92-101. ,

7Erich Neumann, The Great Mother: An Analysils of the
Archetype, trans. by Ralph Manheim, (New York, 1955), p. 149.

81bid.5 p. 172.




He explains that the youthful son is dismembered or castrated

in the ritual to the Great Mother. This is the typlcal self-
sacrifice of the moon leading to rebirth. In many Aztec rites
the prisconers are shot with arrows, symbolizing sexual union
with the earth or, as Neumann says, "mating and killing are
identical and death represents fecund;éi@n,“g

Ultimately in explaining the Great Nother archetype, Neumann
tells us that in her spiritual character she grants 1ife only
through death and development toward new birth only through
suffering. As the Lady of Beasts and W¥en she confers no birth
and no life without paiﬂ,le

Géza Réhaim, discussing Australian folklore, condenses the
theme of the various stories of mother-husband-son triangles
into the same idea that myth 1s tragedy--the god must dle or be
destroyed hefore he ecan be truly divine.

Carl Jung again repeaﬁs and elaborates the archetypal
concept of the son heing destroyed by the Great Mother in order
to be reborn. To change, he says, the ideal figure has to die,
and this creates In the individual all sorts of longings for
deaéhd This longing, in fact, 13 a decision in favour of l1life--

at whose end death stands. Jung names Nietzsche as a prime

c
)Neumanns p. 1920

10
leiﬁ@ﬁ p. 279.

11 ¢ ! )
Geza Rohelm, "Myth and Folklore® in Art and Psycho-
analysis, p. 342.




73

example of this wish: étretched—out, tortured by God and asking
to be smitten deeper. The same cry is heard from Jo‘b‘.l2

The 1nitiatlion ceremonies employed by primitive cultures
appear to be symbolical rituals reenacting again the identical
idea of death and rebirth through the mother figure. Mercia
Eliade explains that in the primitive world initiation 1s a
fundamental existential experience through which men attain
the status of human beings. He who is initiated dles to one
1ife in order to galn a new existence. Eliade explains the
anclent myths involving circumcision and subincision perfprmed
in the name of Gods as an "experience of initiatory death and
resurracticm,“13 |

Jung gives yet another example of this same concept. The
Persians and Tilbetlans give thelr dead to vultures which are
‘mother symbols. He also cites the myth of the Sun God Ra who
retires on the back of the Heavenly Cow. Symbolically he goes
back into the mother in order to rise again as Horus.lu

With some of the very basiec information concerning the
Terrible Mother and her purpose let us turn to the inspection
éf this figure in Albee's plays. Many of Albee's critics have

120 'G. Jung, Symbols of Transformation, Vol. II: An

Analysis of the Prejude to A (Case of Schizophrenia, trans.
R. F. C. Hull (New York, 1956), pp. 285-290.

3 ,

Mercia Eliade, Birth and Rebirth: The Religious Meanings
of Initiation in Human Culture, trans. william R. Trask, (New
York, 1958), pp. 3-9

1&0_ G. Jung, "Symbols of the Mother and of Rebirth,"
The Collected Works., Vol. 5: An Analysis of the Prelude to
A Case of Schizophrenia, trans. R. F. C. Hull, (New York, 1952),
pp. 239-242.
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no trouble recognizing the Terrible Mother and pointing out

her evils but really do not attempt to explaln her funétion in
relation to Albee's male characters. b. C. Coleman says Albee's
most ferocious attack on contemporary America has been reserved

for the American mother. He says in The American Dream she-is

revealed as "a repressor of the mentality and instinet of the

) 15
Joung@r generation” and that there is an accusation of incest

___'_,_______.,__,,___...___.._‘

at the end of The American. Dream and Virginla WOolf He con-

cluaeb that Albee s_attack on the Wouher figure is. "foqmsaxa —

e 16
to emanate from anything other than personal hatred."

IURIDSPAYS
e e e ——

Gilbert Debusscher states:

Its [society's] destructive forece is almost
always executed through the woman, whom Albee's
theater presents as essentially negative: the

- Nurse, Mommy, Martha, Amelia, Miss Alice and

" Melba . . .areé all variations of a deformed
conception of feminine nature--doubtless no
small part of his personal trauma -and his | 17
revolt agalinst the accepted ideas of his soclety.

Allan L@Wi% is but one of the many critics describing

Martha as a representation of the Terrible Mother. He says she

has a "tongue for cutting words and a body for humiliating insult.

18
She is most allve when she is savage.”

=
IDD C. Coleman, "Fun and Games: Two Pictures of Heart-
break House," Drama Survey (Winter, 1966-67), p. 230.

16

Ibid., p. 231.
1?Gilberﬁ Debusscher, Edward Albee: Tradition and
Renewal (Brussels, 1967), p. 83.
. laAllan Lewis, "The Fun and Games of Edward Albee,"
American Plays and Playwrights of Contemporary Theater
(New York, 1965), p. 90.
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Peter Woolf, writing in The Prairile Schooner, says Albee
pilctures women as "vessels of shrieking sadism"” and in referring
to Miss Alice says:

. . .her sacrificial act, which she performs

in spite of the lawyer (secular law) and the

Cardinal (God's law on earth), strongly suggests

that Albee 1s working to refresh artistically

hils diatribes against modern women and their

destructlve roles in society.l9

These and_the other critics are correct in‘their'déscfip—
tions of Albee's women--they are, indeed, savage, terrifying
cfeatures. However, they have not gore faf enough 1n their
explanations of these figures in Albee's plays. They have
takéﬁ the surface themes in the plays and have faliled to pry
into the aréhetypal uncénsciaus aspects in thelr efforts to
interpret the Terrible Mother. . Let us discuss to a further
extent some of the terrible characteristics of Albee's women.
We can remember ffom-previous_chapters the general'attitude of
superiority in the women--Mommy belittling Daddy and insisting
that he ”cah’t get satisfaction,”™ the Nurse's haughty and hostile
conversation with all the males in her environment, Martha's
relation to Nick and Honey all of George's inadequacies, Agnes
"maintaining the balance,” and Miss Alice with her wealth and
power ordering all the males about. We need to examine more
closely now the extent to which these "mother" figures carry

1 , . ,
9Peter‘woolfg "The Social Theater of Edward Albee,"”
Prairie Schooner, XXXIX (1966), 261.




their power. As we have determined in studying matriarchal
rule., these women use thelr sex, sexual favors, and proereative

ability to obtain power. We find Mommy in The American Dream

as having taken complete eontrol over Daddy's sexual %iﬁu&tian
as well as the rest of his life. Mommy's answer to Grandma's
suggestion that Daddy would rather sleep with her is that
"Daddy doesn't want to sleep with anyone. Daddy's been sick";
"and Daddy adds, as if by rote, "I've been sick. I don't even
want to sleep in the apavtm@n%,ﬁzg"Apparanﬁiy, Viommy initiated
Daddy's operation {(a symbolie if not literal castration) for
ghe tells Mrs. Barker, "Daddy had an operation, you know," and
Daddy explaingg "oy . .thé doectors took out something that was
there and put iﬁ something that wasn't there. An aperaﬁioni“zz

Mommy in this drama definitely prefers her maleg ﬁtegégg}

useless, and pawerless. She tells Daddy that the chairman of her

woman's club has “an absolutely adorable husband who sits in a
o 22 . ,

wheel chalr all the time.” Mommy's character becomes more

terrifying when we gradually learn her response to her son, an
w23

adopted "bumble of jav" wh@ “@niy had eyes for its m&édy¢

e e s B i e S

20
Bdward Albee, The American Dream in Two Plays by Edward
Albee: The American Dream and The ?mo Story (New York: A Signet
Book, 1961), p. 70.

glibid., pp. 82-83,
22 ..
Ibid., p. 60.

ggibid., p. 99.
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gh
We flind that she,”gouged those eyes riwht out of its head "

youuknow«what * she castrated the son by cutting off his ”youa

know~whaf" and eventually caused the 1nfant‘s daath by SO mang

PR e P RT———a
e e

mutllations for so many faulto.J There is a deSQerate finalntv o

R ——— [ e s o i

about the death of this son. We do not i@@l any hopgmggmgwm

o A

webirthmwth@ whale mals element in- the play is. ste ile. In

~order to bhe reborn, rem@mber tbe son must enter the mother.
Mercia Ellade shows.this through the young‘pr;mitive male's
initiatiéﬁ explalining: ”The adept must return.to hls mother's
brea _or even cohabit with hep”.or as he quotes from Paracelsus-—-~
" ’He who would enter th@ Kin&dom of God must first enter with his
body into his mother.and th@re di@. Return to the womb is some-

.25
times presented 1n the . form of incest with the mother neo

Since
Mommy 's in*ant son aid not do this--he "had eyes only for iﬁs |
-Daddy“w—he w*ll not be granted rebirth or immortality.

However, a dunllcate son aupeara to also be adopted by (
Mommy . The concept of the foster mother has b@en explained DJI
Jung as part of the heroic son paining rebirth.. ne says that
the'story of the birth of thethe?o is-miraoﬁloué. ﬁe is not |
born 1ik¢ an ordinary mortal_because hié‘birtb is a rebirth
from a mother-wife. This is'why tﬁe herc often has two mcthers

24

25
Mercia Eliade, p. 57.

Albee, p. 99.
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and 1s frequently raised by fostér parents. There may even be a
dual birth.gé

The new son explains that he 1s an identical twin and he
does not know what has happened to his brother since they were
torn aparét eﬁcept that "from time to time, in the years that

passed, I have suffered lesﬁes“ and describas f@r urandma an

identzea§_maim1ng af hls boéy in a ﬂpiritual way exaetly as the

first an was mutilatadAphysiﬁallv

. .H@w can I put 1t to you? All right; like
this: Onee . . .1t was as i1f all at once my
‘heart . . .became numb . . .almost as though

I . . .almost as though . . .just like that . . .
it had been wrenched from my hody . . .and :
from that time I have been unable to love.

Onece . . .I was asleep at the time . . I

awoke, and my eyes were burning. And since

that time I have been unable to see anything,
anything with pity, with affeetion . . .with
anything but . , .cool disinterest. And my
groin . . .even there . ., .since one time . . ,
one speeific agony . . .sinece then I have not
been able to love anyone with my body. And even
my hands . . .1 cannot touch another person and
feel love . . .27

S0 this son enters the scene as impotent and sterilized. He
tells Grandma,”™ . . .I am inecomplete . . .I can feel nothing
+ » +And it will always be thu$‘”28

We feel that there is probably no chance for rebirth in

this son either. However, at the conclusion Mommy does approach

26 A
Jung, Symbols of Transformation, p. 32%.
27, " ‘ )
?The American Dream, pp. 114-115.
28

Ibid., p. 116.
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the young man in a sexual manner:

To YOUNG MAMN, her voice already a little fuzzy
from the wine) .

You don't know how happy I am to see you! Yes
sirree, Listen, that time we had with.. . .with
the other one. I'1l tell you about it sometime. . .

* & ° . . o - ®

(Sidles up to him a 1iftle) Maybe .. . .maybe later
tonight.QQ

And the ynung'mam "(Not moving away)" answers, "Why yes;

That would be very nice.“30 If the son does respond to Mommy's
invitation an@lreturn to the mother, he can achieve rebirth.
Albee does not make his future action explicit here, but the
idea 1s at least presented and a possible attraction to the
mother is not rejected completely as is the case with Jerry in

The Zoo Story.

As we have diséussedfiﬁ Chapter One, Jerry denies‘any
attraction to hislMother. He disgustingly describes his mother
and landlady in similar terms: "Good old Mom walked out on
good old Pop when I was ten and a half years; she embarked on
an adulterous turn of our Southern\states . . «a journey of a
year's duration . . .and her most constant companion . . .among
others, among many others . . .was a Mr. Barleycorn;”Blmmand the

"fat, ugly, mean, stupild, unwashed, misanthropic, cheap, drunken

29The American Dream, p. 127.

30
31

ipida.

The Zoco 3tory, pp. 23-24.

-
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32
bag of garbage.” Ultimately he rejects both of these

_repulsively portrayed mother figures. We see Jerry‘(as explained
in Chapter Two) trying to flee ingestion by the matriarchy by
walking North (or up, away from the womb) but seeming to know
that escape 1s impossible:’ " . . .sometimes it's necessary to
go a long distance out of the way in order to come back a short
distance correctly . . .But, 1it's why I went to the zoo ﬁoday&
and why I walked north . . .northerly, rather . . .until I
came here.“33

Jerry does not want to face the situation of possible
incestuous desires fbr his mother and recognizing his masculine
aspect (represented by the dog). Instead, he retreats repeatedly~--
chOOSing homoseXua1 beﬁ&vior and making love to prostitutes
rather than commit incest with a Mother figure. ‘He also attempts
to kill the dog or mascullne aspect rather than confront it.
Jerry's greatest retreat involves his desire to return to the
womb and stay there rather than face the Joys and agonies of
incest, death, and rebirth. He thanks Peter for providing him
with hls means of escape as he has consciously or unconsciocusly
planned:

Thank you, Peter, I mean that, now; thank you

very much. . . .I think this is what happened at

the zoo , . .I think. I think that while I was

at the zoo I decided that I would walk north

northerly, rather . . .until I found you . . .or
somebody . . .and I decided that I would talk to

2
3 The Zoo Story, p. 27.

BBIbid., p. 30.

&




you « . .T would tell you things . . .and

things I would tell youw would . . .Well,

here we are. You see? Here we are.  But

. » T don't know . . .could I have piaﬁned

all this? No ., . .no, I eouldn't have.

But I think I 4ild . . .Peter . . .Peter?

« + »Peter ;. , .thank you. I came unto

you . . .and you have comforted me. Desr

Peter.3

There will be no rebirth for Jerry. Jerry does not
believe in the f@minimé goddess and will not seek his immortality
through hers In hig final moments he speaks to some higher
being imploring to be, at last, consumed: " , ., .{a combination
of scornful mimisry and supplication) Oh . . my . . .Gedl"Bﬁ
However, he has not presented himself as a willing male saeri~-
fice o0 the Terrible Mother..

Seemingly, Peter is presented with the opportunity of
becoming the male god and perhaps taking control over the
matriarehy. Jerry tells him as he dies: " . . .And Peter, I'il
tell you something now; you're not really a vegetable; it's all
right, you're an animal., You're sn animal, toa‘”ga Peter,
however, does not offer much hope for aechieving masculine yebirth:
he 18 middle-aged--the masculine god must be young; he does not
have any more initiative than originally--Jerry must tell him
to "hurry away" and "take your book." Ultimately we see that

34

35

36

The Zoo Story, p. 48,
Tbid., p. #9.
Ibid,
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Peter will but return-to his sterile existence in a matriarchally-
controlled eﬁﬁifonmenﬁ.' Jerry says, "Hurry away, your parakeets

are making the dinner . . .the cats . . .are setting the table
w37 :

Peter cannot even make symbolic use of Jerry's death

St g 0o

to bring about a rebirth in himself. He can only repeat Jerry's

e .

desire for consumption by the feminine or an eternal retreat to

s ey s 38
the womb echoing Jerry's death cry, "OH MY GOD!fB

'This desire of Jerry's (to retreat to the womb) was again
symbolized in his encounter with the dog or the masculine
aspect. Rather than aceept his maleness and proceed through the
typical dangerous journey of the young male, Jerry chose to
side-step. He relates to Peter how at the conclusion of deaiing
‘with the dog he "gained solitary free passage” and is rather sad
about it. In other wofds, he is now free to retreat to the womb
to stay and feels hils loss.

By contrasting Albee's first (The Zoo Story) and second or

third play (The American Dream) we can see at least a slight

difference in the development of ‘the male. Th@IZoo Story

leaves the reader with a definite finality-~there will be no
rebirth Hr Jerry and, almost assuredly, none for Peter elther.
concept of incest or co-habitation with the mother is abhorred;

Jerry does not even let the idea enter his mind. The American

Dream, however, develops differently. There are suggestions of

37
38

The Zoo Story, p. hg,
Ibid, .
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incest-—at least there are sexual advancements by the mother
toward both sons and the Oedipal involvement enters the pileture.
The first son will not be reborn but we feel that the. second
son is at least desirous of his mother and this may be the
beginning of the development of Albee's male toward his trans-
-formation.

The Oedipal involvement agein is prominent in The Sandbox

even though The Sandbox deals more with the feminine development

than the masculine. As determlned iﬁ Chapter Two, the matriarchy
is in eharge in this drama and @hﬁ,maiﬁ glement 1s weak and
submissive with Daddy only muttering replies to Mommy's caustie
remarks. Obviously, the very namés of Mommy and Daddy imply a
parent-child relationship. However, there is no child as suchw-
Daddy, indeed, is treated and vesponds like a child and the young
man is given that significance by Mommy's attentions. There
seems to be a death and perhaps a promise of rebirth (the»ﬁﬂmiﬁg
of daylight, the "long night" belng over) for the feminine aépeet
suggested through Grandma's death. The male element, however,
does not advance beyond the Oedipal implications. Daddy in his
whining remarks does suggest that he has been expelled from the

)
comfort and shelter of the womb., He complains, "I'm caldw“g

‘ 4p
and later, "It's so hot."

gngwarﬁ Albee, The Sandbox in Two ?131@ by Edward Albee:
The Sandbox and The Death of Bessie $mi€h {New York: A dignet
Rook, 1960, p. 8.

40

®tbid., p. 16.
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As we have pointed out numerous times, the Nurse in Bessle
'§§g§§,13 one of Albee's most vicious Mommy figures. She lacer-
ates verbally all the males with whom she comes in contact.
Also, there is a current of sexual interest between the Nurse
and all the males she verbally caatraﬁéamwineluding her father.
The Intern suggests that he would like to retreat to the womb.
The Nurse nerself puts it into words, "Driving & fine car into
a fine sunset” {remember the West symbolizes death or immersien
into the matriarchate), and the Intern agrees, "Lord knows, I'd
like té get awsy from her@,”al In faef, he does withdraw
mentally into an elaborate daydream of gloriougly helping the
wounded in.ggainm However, he does not physically retreat and
neither do any of the males in this play. There will be an
aimless and despair-filled continuation of the same existence,
The Intern is powerless to accomplish anything (Bessie is
already dead) and his maseulinity, despite his grandicse day-
dreams, is still impotent. He exclaims in his frustration %o
no one in particular, "WHAT DID YOU EXPECT ME TO DO, EH? WHAT
‘WAS I SUPPOSED TO DO? . . ,TELL ME! WHAT WAS I SUPPOSED TO D@?‘*‘*M
The Orderly also babbles o no one in particular, "I never
neard of such a thing . . .bringing a dead woman here like that

. » % don't know what people can be thinking of sometimes . . .“43

b1

The Death of Bessile Smith, p. 59.
b2 .

Ibidt, pt ?9‘
u3Ibidq, p. 80.
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Although the sunset "blazes” at the conclusion there has
been no male saerifice, no willing return to the Mother. The
Intern perhaps vaguely desires sueh a return but has not been
able to complete the sexual experience with the %aﬁherwfigure~
(Nurse) in ovder to accomplish 1t, and no rebirth will oceur;
The inepﬁ masculine asp%et wiil eontinue as before in the
matriarchal controlled environment.

- Within Albee's next play, however, the fate of the m&l@,T
character’'s development begins to turn. TIn the world of
Terrible Mothers, Martha must reign supreme., Harly in the
play fartha 1s assigned all the Terrible Mother character-
istics. George saye she chews ice cubss--symbolic of the
Terribvle ﬁ@ﬁhéﬁ ripping flesh. She refers to hevaelf’aﬁ‘”Mammy”
ﬁmggaating,an-Q@digalu;ike situation with CGeorge. She also,
according to George, displays her genitals:

« » And try to ksep your clothes on, too.

There aren't many more clckenlng sights than

you with a couple drinks in you and your skirt

up over your head, you know.

@ (1 L - » & - L4

. « .your heads, I

L] > L4 * L] % & . % *

05%0@1&‘&&&4 PR ¥ 3

George implies that Martha with many heads 45 a feminine monster—-
the horrible Gorgon is immediately hrought to mind. Erich Heumann
explaing the displaying of the geniﬁ&la as one of the neceasary

LY . , . ,
4 Edward Albee, Who's Afraild of Virginia Woolf? (New York;
Pocket Cardinal Edition, 1967), p. 17. '




attributes of the Great Mother:
The Great Goddess as a whole is.a symbol of
creative life and the parts of her body are
not physical organs but numinous symbolic
© centers of whole spheres of life. For this
reason the 'self~representation' of the
Great Goddess, her display of her breasts,
belly, or entiraumaked body, is a form of
divine epiphany. 5
This image of Martha is also reminiscent of Freud's
explanation of the Medusa's Head. He explains that decapitation
is synonomous with castfaﬁibn. The female genitals appear to
have been castrated. The snakes on the Medusa replace the penis
and, according to his theory, multiplication of the penis
signifies castration. 1In mythology the sight of the Medusa's
head turns the spectator to stone. Freud says stiff would
mean an erection, showing he is still in possession of a penis.
Pinally, Freud states that the female displaying her
menitals (a Mother symbol) frightens and repels the male because
‘she appears to be castrated. The erect male organ would be the
. 4e- v
male's defiance. Such again seems to be the case with George
and Martha. 8She contlnually attempts to frighten and castrate
George and he fights back.
The concept of Martha as a Terrible Goddess is emphasized

agaln and again by Qeorge's vivid descriptions of Martha.

P

pNeumaﬂn, The Great Mother, p. 128.

Sigmund Freud, "Medusa's Head," Collected Papers: Vol. 5
(New York, 1959), pp. 105-106.
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He says she 1s a "Subhuman monster yowling . . " 7; and later
says she is "the only true pagan on the eastern seabo&rd.“ag
BEven more explicitly connoting Martha as the Terrible Mother
is George's narration of her actions. Besides her verbal
castration of him, George tells Nick and Honey that being
married to Martha demands the sacrifice of a " . . .private

portion of the ssn’laf;orrzy.*”&9

Also, as described in Chapter One,
George accuses Martha of making sexual advances toward their
son; suggesting an Oedipal situdtion: " , . .he couldn't stand
you fiddling at him all the time, breaking into his bedroom
with your kimono flying, fiddling at him all the tiwe, with
your liquor breath on him, and your hands all over his . . .“50
"Albee never seems to let us stop seeing Martha as the
Terrible Mdther. In Aet Three Martha hersalf tells Nick,

-

"You're all flops. I am the Earth Mother, and you're all

eh She even attributes to herself the Terrible Mother

flops.”
characteristics: " . . .and Martha licks her chops . . .old
Martha, who does a little dance for them, which heats them all

up . . .while Martha-poo sits there with her dress up over her

4
YVirginiaVWoolf, p. 19.
48

Lo

Ibid., p. T73.
Ibid., p. 28.

501pia., p. 120.
Slipid., p. 189.
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head . She also sadly says of George, " . . .and whom

I bit so there's blood . . ;”53 Finally, shé écreams at
George while he presents her with flowers, "Pansies! Rosemary!
Vioiencei My wedding bouquet.”

Also, the sexually-oriented conversations finally culmi-
nating in commitment of the physical act between Martha and
Nick are reminiscent of part of primitive cultures' initiation
rituals to bring about the maturing of the young man. An
initlatory pattern of return td the womb 1is enacted and an
orgiastic ceremony takes place where there are sexual pantomimes
and a ritual exchange of wive$.55

Martha, indeed, is Albee's most exaggerated Terrible
Mothermwoontiﬁuously exhibilting all her hprrid, devouring,
vicious ways. Martha, however, while she can be,éexﬁally
seductive to her 1maginary son, does not seem ahle to force
herself to destroy him in order that he might achlieve a rebirth.
Her seduction of theﬂgéung teachers who appear at their home
follows a simllar pattern. She makes sexual advances to them

and might even have sexual relations but does not enter whole-

heartedly into the act bringing about a satisfaction or a rebirth.

>ZVireginia Woolf, p. 189.
53
54

Ibid., p. 191.
Tbid., p. 196.

55g1iade, p. 50.
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She tells Nick after the rendezvous, "Your potential‘g fine.
It's dandy. Absoclutely dandy. I haven't seen such dandy
potential in a long time. Oh, but baby, you sure are a flop.“56
She also tells George that Nick cannot perform, "Him can't.
‘fScreW] Him too fulla booze,"57 (According to Freud, Nick
Qould not be able to defy the Medusa.)

The son, of course, represents the young hero (or Sun God)
who must die in order to be reborn. Both Martha and George
refer to him simultaneocusly as our son and the sun. QGeorge
calls him'”sunnmeim.“SS Martha refers to him in a similar

manner in her epic description of the young god:

+« +» And he was a healthy child, a red
bawling chlld, with slippery firm limbs . . .

. . . .with slippery, firm limbs, and a full head

of black, fine, fine hair which, oh, later, later

became blond as the sun, our son.59
Yet Martha cannot bear to put the son to death. She rebels
when George--acting as the helpful feminine principle here--
says that the child is dead. Martha screams, "YOU CAN'T KILL

6
HIM! YOU CAN'T HAVE HIM DIE!™ 0 She insists, "That wasn't

. .needed."6l
56Virginia Woolf, 188-189.

5T1p1a., p. 197.
[
'JSIbid., p. 228,
291pid., p. 218.

6OIbid., p. 233.

®11p14., p. 237.



George, however, sees that it was needed and promises
Martha, "It will be be%tarﬁ”ﬁg Indeed, things quickly become
better. Martha becomes subdued and submissive letting George
take command. She admlts that she is afrald of the feminine
monster ("I . . .am . . .George . . .[afraid of Virginia Woolf]")
which is most l1ikely the child-destroying aspect of herself ﬁﬁat
she has been unable to face.

Honey has been terribly afraid of motherhood and bearing
children and could admit this only to George in a drunken stupor
relating her dream:

, « .I DON'T WANT . . .ANY . . .CHILDREN , . .

I.. .don't . . ,want . . .any . . .chilldren, I'm

afraid! I don't want to be hurt . . .PLEASE!63
She, too, seems to be "better' after the death of the imaginéry
¢hild. Honey wails out that she wants a child, "a baby,”gu during
Martha's recitation of the story of thelr son. Honey's desire
for a child seems to provide a vehlele for the rebirth of a m@&@
gloricus being. Inéeed, the play is pregnant with ?ramiaes_@f
rebirth at its concliusion. The patriarchy has taken eentréi aﬁd
Martha has ceased to be %ﬁe bﬁaying beast. George tells them
all that a new day is éémim@g "It will be dawn soon™; and finéliy

we learn that the tomorrow is "Sunday” or the day of resurrection.

62Viyginia Wﬁ@lﬁ@ p. 280.

3vv1a., p. 176.
6t

Inid., p. 223.
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In this play, then, we can readily see that the death
agonies are the 5?Mbﬂl§ﬁ pangs of rebirth as explained by. -
Jﬁn@*' Jung says, too, that this death and resurrection often
required dual mothers--one real and one symbolic. CGeorge, in
this case, could be considered as playing the symbolic role--—
foreing the destruetion of the child in order to facilitate the
rebirth, Jung says that symbolically he who stems from the two
mothers is in his first existence mortal and-im.tha seﬁémﬂ-
existence achleves immar%ali@yaég '

-While'ﬂgn@s'in A ﬁ&ii@ah@,ﬁalance does not appeay asg guoh”

an exaggerated example of the Terrible M@bher, she. daes c@n%ain
these eharaeteristiaag and,- once again, it 1is this TErrible
Mother flgure who aids Albee's males in thelr development.  Agnes
enjoys playing the role of the domineering conbtroller of all
events:

If T secold, 1t 4is because I wish I ﬁ&edngt;

If I am sharp, it is because I am neither

less noyr more than human, and if I am to

be accused once agaln of making too much of

things, let me remind you g at it is nmy.

manner and nat the matter.

Agnes!' Tﬁrrible Mother asp@cts come through more subtly,
but we see her, as is charactsr&s%ia of the Terribie Mother,

demanding t@%&lly c@mmitted sacrif&cemm"What I ﬁannot atand 13 

ésJung, Svmbala'éf Trana?ermatimn p. 322.

éﬁﬁdward Albee, A Delicate Balance. {New York: A Poeket
Book Editilon, 1967), p. 23.
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the selfishness! Those of you who want to die . . .and take
, L BT - " |

your whole lives doing it.” Some of the Terrible Mother
aspects in this drama, vather than being displayed in one
fémale character, are'distribaﬁed among the other Temales
involved. Clalre, as well as Agnes, exhibits some of these
chavacteristics: Claire appears to have more of the sexual
seductive aspects of the Terrible Mother figure. I% 1s
suggestéd'that Claire seduced both Tobias &and best friend
Harry one summer in the past:.

What do you realiy have 1n common with your best

friend . . .'¢ept the coincidence of having cheated

on your wives in the same summer with the same

woman . . .girl . . .woman? What exeept that? And

hardly a distinetlon. I belleve she was upended

that whole July,6&8

In her continuing descriptlon of "the girl's" action we
see the typleal orglastic characteristices of the Terrible
Mother:

The distincetion would have been to have not:

to have been the one or two of the very, very

many and oh, God, simlilar who did not upend

the poor . . ,ungamiliar thing that dry and

oh, 80 wet July.®9
Also, sinece Claire is one of the family her subtle sexual

advancements to Toblag carry an incestuous tone., She 18 deseribed
67 . L aw

A Delicate Balance, p. 37.
681p1a., p. 29.

69 1p1q.




”7 to Tobias

as raising her two arms in "a casual invitation
as she lies on the floor.. Laﬁer in the plays she admits,
agaln subtly and easually, that she loves Tobiasg: "™ . . .You
love Agnes and Agnes loves Julia and Julia loves me and I love
you. -We all love sach other; yés we do.™ W71

Agnes, too, contributes & deseription of Clailre, adding to
her promiscuous Terrible seductive Goddess image, "Even in her
teens, ybur-ﬁunti@‘ﬁlaiw@ had her own and very special-ways, was
Very . . aadvaneeds”72\ The final eonvineing factor, completely
eaa%img ¢laire in this role, is her story Qf her attempt to
buy a tw§1@$s bath&mg suit. Tha %eﬁn@r Goddess as deseribed
by Neumann is:usuaiiy éépieted as axhibiting her breasts,.

The two sisters aambine all the eharaeteristiea ef the
d@miﬁeering 3@éuctive M@*hara Agnea an& Qiaire, im fact ara
veminiscent @f the two mythical sisters in the Australian folk
tala deseribea by Elﬁade.w mhe ﬁwa sisters who reyres&nt duai
moth@rs are evantuallv awalloW@d and diagorged by the Greast
Sa&ke“nthus es@ablishing the pat%ern of. death and rebirths73

?lacing the threa women of tn& familyuﬂﬁulia, Agn@s and
Claimamwﬁog@th@r we have three hypﬁsal figur@s who plav a role

in a young man's liga. Reik names tham the ehiid the waman&

YQDelicaﬁe Baiance, D. 31."

?Klbid., p. 46.

"21b14,, p. 93.

73 ‘ i
Eliade, pp. 48-49,
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and the siren. The three females from Albee's drama portray

these roles as do the three women in Offenbach's The Tales of

Hoffmann. These are the types Relk explains whom every young

man meets and finds attractive in different ways--appealing to
the playful, affectionate, and 3ensual‘parﬁa’in him.?g It 1s

this combination of womanly aspects that the Great Mother

archetype encompasses. Thusg, the three women of A Delicate

B&lanaa together could be seen as the archetypal figure.

Tobias takes up the part of the male who is floundering
about, lost, Yout-of-the-womb" and in need of a reburn or rebirth.
The young son Teddy (as discussed in Chapter One) is already
‘hopelessly lost before the play begins., His possible homosexual
tendencles expressed by Julla suggest that he would never seek
rebirth through incestuous relations with his mother; therefore,
there 1s no hope of a resurrectlon for him. If there 13 to be
a rebirth to a further development of the male aspect it must
be enacted by Toblas. Toblas does, indeed, present a plcture
of a weak male rejlected from the womb. He could not stand the
withdrawal of love by his cat--a typieal aspect of the Terrible
Mother~--and reacts as an emasculated male to the domineering
aspects of all the women in his household. When angered by
Agnes he does not throw his glass at her but tells her, "i shall

sit very quietly . . ." and Agnes adda,'" . + .48 always ., . -#?5

T"Reik, "The Three Women in a Man's Life,” p. 152.

75Delicat¢‘ﬁalanc@w p. 17.




Claire, too, adds to thls castrated pleture of Teblas by

desceribing his protests to their arguments as "ineffectual
ﬁt@pwitwn@w's¢”7§

Toblas, himself, seems to be at least unconsclously aware
that he has been put out of the womb and cannot return; "Once

you drop « . .you ean come back up part way . . .but never

. + «really back again. Always . . ‘descanﬁ.ﬁy? And Agnes

gonf'irms that he indeed has beén expelled from the womb. She
tells him, " . . .You are not young now, and you do not live
nT8 She informs him rather that he now lives in the
79

jad

at home.
"dark sadness.

There 1s much longing by all the characters in this drama
to return to the womb. Julia, incensed wilth the idea of being
put out of her room by Harry and Edna, in hepr frustration asks
Claire, "Harry and Edna: what do they want?”gg Claire explains
that they, like everyone else, want what they can't have--the
security of the womb:

Suceor.

éer;lﬁ‘éré”é"“%"i-’"».w

Warmth. A special room with a night light,

or the door ajar #o you can look down the

hall fr@@ the bed and see that Mommy's door
is open.91 |

76
17
78

Delicate Balance, p. 24.
Ibiﬂt k) ps 336
Ivla., p. 135.

TS tp1a.
8

Glb&é., p. 99.
8l1p1q.
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When Julia protests that it is her room, Clalre explains,
f\

82
"It's . . .the room."

Claire, herself, narrates that het drinking problem stems
from the same need:

+ + .You hate with the same green stinking
gickness you feel your bowels have turned
into . . .yourself, and everybody. Hate,
and, oh, God!! You want love, l~0-v~e, SO
badly-~comfort and snuggling is what you 82
really mean, of course-~-but you hate . . . ~

Trom the very beginning of A Dellcate Balance, the reader

is given hints about the plague which is coming and must be
faced. Clailre asks fobiaskif he would give Harry the "shirt off
your back," and makes implications about the unknown terror:

", . .No one to admit to that--now and then--you're suddenly
frightened and you don't ‘know why?“aﬁ ‘After Harry and Edna
arrive because they are "FRIGHTENED" Claire muses with "(A small,
sad chuckle) i Was'wondering when it would begin . . .when it
would start.“gS Claire, also, cpﬁtends that they are all waiting
for the sacfifice or to see how the plague will be met by the
male element: ”Waiting. The room; the doctor's office, beautiful
unconcern; intensive study oflthe‘dreadful curtains; absorption

86

in Field and Stream, waiting for the Bi-op-see."”

82
83

BuIbid;, p. 31.

851bid;5 p. 58,

6.
8 Ibid., p. 95."

Delicate Balance, p. 99.

Ibid:, p. 32. -
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I¢ 18 Agnes, Tinally, who adopts the role of the helpful
Hother. It iz she who forces Topias to Face the plague
sguarely, make the desision about Harry and Edna, and dile to
his 0ld indeclsive emasculated self in order teo be rasborn.
&he tells Tobiss that shey will do, "Yhatever you like. Natgrai&y,“g‘
She tells him that the women “let our . . .men declde the moral
isau$a~“$$ Titimately, she forces Tobias to decide whether or
not he will allow Harry and Edna to stay and thus have the
plague brought in. BShe saye, "I ﬁéﬁ*% care very rieh what
cholee you've got, my darling, but I anm concerned with what.
ehoice yaalgggggﬁgg

Compelled at last $o Tace apuﬁw the plague which Harpy
and Edna have brought and subsequently his possible @@&th:/
*The plague, my darliing, the terror sitting in the roon
upstalirs? Well, i1f we are, then . . .on with 1t! And If we're

, , 90
rot . . .well, why not be infected, why not die of &@?“9

- Tobvias
decides to let both Harry and Edna and the plague remain., It
18 a very painfully reached deelsion. Near hysterics, Tobias
shouts at Havrry:
YES! OF COURSE! I WANT ¥0U HERE!

I HAVE RBUILY THIS HOUSE! I WANT YOU IN IT!

I WANT YOUR PLAGUE! YOU'VE GOT BOME TERROR

WITH YOU? BRING I7T IN:

87 . _ _ e

4 Delicate Balance, p. 145.
.3gxhiﬁg, p. 138.
891p1a., p. 147.

Qﬁmﬂﬁw 1 I 3&6?‘




YOU BRING YOUR TERROR AND YOU COME IN HERE
AND LIVE WITH US!

YOU BRING YOUR PLAGUE!

YOU STAY WITH US3!

I DON'T WANT YOU HERE!

I DON'T LOVE YOU! 91

BUT BY GOD . . .YOU STAY!!~

Tobias, then, has faced death and will be reborn. Harry
and Edna, however, are retreating:; they cannot face it directly.
Consequently things will continue as always for them. They
arenot even able to make love. Harry tells Tobilas:

I got out of bed and I . . .crawled in

with Edna?

" 'She held me. She let me stay awhile, then I

could see she wanted to, and I didn't . . .so I
went back. But it was funny.92

° - L g

Edna tells Julia her version of the story:

He . . .he came to my bed last night, got in with
me, I . . .let him stay, and talk. I let him think
I . . .wanted to make love; he . . .it pleases him,
I think--to know he would be wanted, if he . . .93

They'cannot even seem to retreat to the comfort and simulated
womb~like environment of sexual intercourse. They will have no.
rebirth or even be able to find the comfort of_a Mother-type
leve. Edna says:

It's sad to know you've gone through it all, or

most of. it, without . . .that the only one bhody

you've wrapped your arms around . . .the only

skin you've ever known . . .is your own--and.
that 1t's dry . . .and not warm.94

o1
? A Delicate Balance, pp. 165 & 167.

9%Ibia., p. 161.
Q
931bid., p. 168.

9%1p14.. p. 169.



After his painful ordeal, Tobias iz promised a new day—-

his long night has passed., As at the conclusion of Virglinlsa

e

Woolf, the new day 1s Sunday, and Agne

et .

says, "Come now; we can

w

95

begin the day."

To be completely fair, however, we must consider that this
magculine rebirth may be only partial. Although we are assured
of some type of rebirth and there are promlses of a new dawn,
there is some question about To%iaé’ complete surrender to the
incestuous aspect. Although he did yield to Clalre earlier
(remembering that hot July), he does not seem able to do so
now, He answers Agnes in what we belleve to be all honesty that

w96 Although he does not deny that

he "never goes to Clalre.
he has at one time had sexual relations with Claire, the plague
or death he undergoes now does not seem to be dlrectly connected
to that past experience.

Also, Tobias in the conelusion seems to have some doubts
as to the effectiveness of his actions and is only half-heartedly
assured by Claire and Julla that he "tried” and was "honest."”
Finally, Agnes appears to be beginning where she left off,
musing about going insane; Although the male element has
developed and 1is better off at the conclusion, we feel that most

likely not as complete a transformation occurred as in Virginia

Woolf.

95
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A Delicate Balance, p. 175.
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Tbid., p. 13
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Tiny Alice provides the reader of Albee with his most

striking and obvious reenactment of the young son desiving the
HMother figure and c¢onsequently being destroyed through her.

The desire~death-vrebirth pattern is complete in this drama.

In addition, Tiny Alice has the dublous distinetion of being
perhaps Albee's most controversial play. Most reviewers express
a combination of bewilderment as to message, pralse and dis-

paragement for Tiny Alice. Just to reconfirm, once again, this

mythologlecal-psychological approach in studying the male develop-
ment in Albee, we can "connect” once more to Albee’s own feeling

about the play. Henry Hewes in SBaturday Review says Albee, like

Julian, is not sure how much of the play is real and how much
is dreamed, imagined, or halluclnated. Hewes also quotes Albee
a8 saying that the chava@te?&‘&aﬁher.@reate'ﬁhamseLV@ﬁ from
perhaps an "unwritten outline in my unaenseicus.“g?
Albee, himself, then is at leazt vaguely aware of some of

the unconscious elements coming through in his work--Tiny Alice

in particular. The general public and critics who are not
aware of the archetypal elements and patterns called up from
the unconscious and freely employed here would, indeed, be
eonfused, However, once having recognized the Terrible Mother
figure, her use and 1ts implications are most apparent in Tiny
Allce.

97Henry Hewes, "The Tiny Alice Caper," Saturday Review,
{January 30, 1965), p. 38. '




Miss Alice ié the perfect paradigm of the Terrible Goddess.
We learn late in the play, of course, that Miss Alice is only
a representative of the God Alice. This is the only Albee play
where the woman goddess herself is actually présentedmwthe previous
dramas used only symbolic representations of- the Mothaf'&oddess.
Miss Alice plays mainly the role of the beautiful seductress—-
luring Julian sexually from the very beginning. On their first
encounter Miss Alice encoursges him to relate vividly his sexual
encounter with the woman inmate who belleved herself to be the
Blessed Virgin. She also subtly offers herself to Julian:

I . . .am a very beautiful woman.

And a very rich one.

- . . - a . .

@ . . - » . - L3 . . ) o . . - ° - - . * .
.

And I live here in all these rooms .98

She also promises Jullan 4n this meeting what is to come: "I'1ll

send for you, we'll have . .. .pleasant afternoons, you and

I .. .”99 :

We see Miss Alice at the en&f6f'this act -also as the

destructive Mother. Her answer to the lawyer's question if

there is "anything standing in the way that can't be destroyed”
| - . .100

ig "No. Nothing."

She continues her sexual advancements toward Julian and even

8 ' o | -
? Edward Albee, Tiny Alice (New York: A Pocket Cardinal
edition, 1966), pp. 62-63. :

99
100

Ibid., p. 67.
Ibid., p. 68.



admits to both the Lawyer and the Butler that she "will like

w101

.+ « <Bpread [ing] my legs for the clevrgy. Miss Alice

stimulates Julian to such a degree that he reveals his long-desired
daydream of martyrdom to her in a vividly sexual deseription:

s« « +%1 could entrance [siec] myself, and see the
gladistor on me, his trident fork against my
neck, and hear, even hear, as much as feel, the
prongs as they entered me; the . . .the beast's
saliva dripping from the yellow teeth, the slack
sides of the mouth, the . . .sweet, warm breath
of the lion; great paws on my spread arms . . »
even the rough leather of the pads; and to the
point of . . .as the great mouth opened, the
breath no longer warm but hot; the fangs on my
Jaw and forehead, positioned . . .IN. And as
the fangs sank in, the great tongue on my cheek
and eye, the splitting of the bone, and the blood.. . .
-Just before the great sound, the coming dark and
the silence. I could . . .experience it all, And
was . . .engulfed,l02

Julian's narration of bhils fantasy becomes all entangled
wlth his aetual saxuaiyaxperience as he continues in'his4
self-induced trange:

‘Bathed . . .my groin, And as the thumbs of the

gladiator pressed . . .against . . .my neck, I

+ + .88 the lion's belly pressed on my chest,

I. . «as the . . .I . . .or a2as the woman sank

. » 0n the mossy hillock by the roses, and the

roar is the e¢runching growl 1s the moan 1s the

swear-breathing is the , . .103
At the conelusion of thie narration when Jullan's evident

seduction 18 ultimately accomplished, Miss Alice's unmistakable

101Tingvklica, P. T7.

1031yp14., p. 122.
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role as the Terrible Mother is dramatically emphasizéed. As
Julian mumbles about a sacrifice on ﬁhe’aiﬁar, Miss Alice with
her back to the audience, in Albee's directions; ¥ . . .takes
her gown and, spreading her arms slowly, opens the gown wide;
it 1s the uw?urxing of gr@aﬁ winga\, ;';“'~Julian, after uttering
a "dying ery," knaelg Wi%biﬁ “th@ graat wings" and HMiss Alice
"enfolds him" telling ﬂim, "You will be h@rs; you will sacrifice
vgurﬁelf to h@r o "1ﬁu‘ | | o

Erich Neumann 88y8s ﬁhat ‘the bﬁrd is but angﬁher symbei of
the uroboric {toﬁaily une@nsﬁi@um) Great Mother. The vulture
is a symbol ussd fr@m'%he;ancienﬁ‘warship of the goddess ﬁuﬁ:\
who stands f@? the Graa£ $eﬁﬁér equigyéd;with a phallius au&.w
sometimes a beard, %@umaﬁn\desaribes the gmd&@sa Nut as %he
original Great ﬁ@theﬁ, ﬁhﬁ is a vu}ture b@a&u&e she devours
gorpses or takes tha dead baok into herseif« She is named a¢ 
"she with outspread winga” and described as the vulture ;
ﬁheltering symbol of heavenf “th@ genevativm and fQ@éwgiViﬂg .
gﬁﬁﬁ@éﬂ»Wh@4geﬁ®rah®$ lights, sun, moon, and stars out of
nocturnal darkneﬁaa”i

Neumann also relates that this archetypal feminine 1s the
symbol of the creative source of 1ife and is generally held to

‘ , ‘ 106
be a woman and a virgin impregnated by the spirit wind.

10 uminy ﬁlie@, p. 124,

lggEviab Neumann, "Art and the Creative anonsciaus“'iﬂ
Four Essays by Erich Neumann (New York, 1959), pp. l0-l2.

106

Ibid., p. il.
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John Markson, too, emphasizes that Mary was impregnated by the
"Logos~Word-Christ whieh'was breathe& in her e&r.”lg? ‘He goes
on to elaborate that Jullian's sexual seduction 1s apparently
culminated by cunnilingus and in "the posture of submission and
worship he may alse be qonsidered to accomplish the impregaaticn,
like Mary, by breath.”;og Markson further points out that
cunnilingus wasg performed as & worship act practiced during
the relgn of Empress Wu Hu (7th Century) in China;log

Finally, Miss.Aiice completes the plcture of the Mother
Goddess by having three lovers--the Lawyer, the Butler and
Julian--reminding us of the Trinity. She also talks about
Tgetting . . .into" the Léwyer with " . .‘.deep, gouging hurt
o . ."110 reeailing the previously mentloned Aztec plercing
with arrows.

Julién is just as unquestionably the young son who must

be sacrificed as Miss Alice is the Terrible Mother. He begins

_ 111
the play as what Markson calls the "asexual child.V The
Lawyer jokes with Butler describing lay brother Julian as "our
o L112
hird of prey. Pray. P-R-A-Y.," l As described before,

1
O7John W. Markson, Tiny Alice: Edward Albee's Negative
Oedipal Enlgma, American Imago, XXXIII (1966), 16.

1081bid., p. 9.

109

Ibid.

110Tiny Alice, p. Th.

lllMarkson, p.. 5.

12
Tiny Alice, p. 45,




Julian himself desires ”tﬁ serve” and "tc be sacrificed" and
often repeats this throughout the play.

At the beginning, also, Julian is'gﬁtampting to reject
the carnal desires of the flesh--he is é‘iay brother and
celibate. It does not take long fér<Mi$$ Alice, however, to coax
from him his admission and detailed d@scfiption of his real or
imagined saxual encounter wilith the woman beliéving'hérself to
be the Bl@ﬁ%@ﬁ Wirg*n, In the. beqinming alam it is im@li@d that
Julian has a homosexual relatlonship with the ”ardinal«wthia
being the reason that he (braaking alltpreeedeﬁtswmhe being only
a 1&? brother) is appointed ﬁhe Gardinal'a private secretary.
Here we are reminded of Jerry (and perhays ,eddy} who chose %he
homogexual pﬁ&i%i@n‘ta-avaia sﬁﬁaumbing to amy iwa@stuaus desires
for the moﬁher» These yaung men, remembe?ﬁ are suceeaaful in
subliimating any sexual daair@ or action toward ﬁh@ m@ther and
die with no pramiae for a rebirth.

We see immediately in this drama that the r@birth must come
from.Julian«~ﬁhe other males are all s@agnant and under the
_eontr@l of the ﬁother figura, Theyaardinal_haa chosen homosexual
behavior, and although the Lawyer has apparently auﬁgrawn his
homosexuality {ﬁe was kmawn'at.sahaﬁl as hyena because the hyena
would chew into ita prey "through the anua“) he- 1s no 3onger

allowed to make 1ove te Miss Alice. Pushing the Lawyer away



foud
<
(92

Miss Alice describes him as dead:

That your body ils ss imperseonal as your

+ +» .8elf--dry, uncaring, rubbery . . .dead.

Ah . . .there . . .that is what I loathe aboust

you most: youlre dead., MNMoving pushing selfish

dry dead . . .113 '

Over and over Jullan's actions mark him as the hero to be
sacrificed. In the beginning of Act Two, Butler cautions the
Lawyer whe 1s attempting to make love to Miss Allece that Julian
" . . .will be with us presently. He's peeing. So I suggest--
unless you're doing this for his Eenafiﬁwwuh, you s%ap,”lln
Geza Roheim in diseussing Australian folk myths concerning the
young boy's entering manhood says that in the beginning the
infant and the mother avre anlone and only gradually dﬁéa‘ﬁhe
¢hllid become aware of the father. The urine represents semen
to the c¢hlld and he urinates to rival the faﬁhar@llg Thus,
Julian assumes the part of the son caught in the Oedipal triangle
having to compete with the Pather (Lawyer) for the object of his
affections~~the Mother.

Julian, of course, resembles Christ. Henry Hewes says
that Jullan does indeed paraphrase the words of Jesus but rather
than being Jesus relates himself to Christ in his hallueinations
1ike so many religious people. His desire to serve and "perhaps

- « sDhe remembered“llé does suggest Christ as well ag hizg untimely
113 o _
BTiny Alice, p. T4.
L1Y .
# Ibid” P 769
115

116

1
Geza Roheim, p. 340.

Tiny Alice, p. 118.
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deathf&na“%he sacrifice of his 1life. Also, dying Julian eries
I 117
out, "On, Alice, why hast thou forsaken me?" 4
o : i 18
dles "arms . . .wide in the @rueifixi@n.“;l Then, boo, there

and finally

is Julian's‘iﬁvalvmmanﬁ with the yatieﬁt ﬁhe belleved hepself
to be Mary and the missing years from his 1ife which is remiﬁisaeﬁ%
of Christ's unknown ¢arly years. Jung, too, includes the figufe
of Christ in discussing the young male's development.. Christ,
he says, represents the self that contains both light and dark-
ness simultaneously. The Christ flgure he feels is an,i§§@r%aﬂ@
~and eentral archetype in depleting the young male déveiaymemﬁ;11§
cJdulian appreaches the total saerifice ambigueuﬁlya He

desires "to serve' but cannot reconcile himself "to the chasm
between the nature of God and the use to which men put . . ?aaﬁyﬂiag
Instead of becoming a priest he becomes a lay brother, He has
taken the vow of celibacy bub apparently has broken it with both
his fellow inmate at the asylum and with the Cardinsl. He seems
unable to make the tetal committment required for rebirth--a
complete surrender and death of the old self.

@raéuaily, he seems to become gt least vaguely aware of
what wlll be required of him. He asks Miss Allece in the beginning

121

of Aet Two 1f there 1s "anything to be frightened of," already

1l7winy Ali@ga Pe 181b

118

Ibide, Pe. 18#@

llgaung, Symbols of Transformation, p. 368.

2
3 gTiﬂy_&liee, p. 43,
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knowing that she will answer in the affirmative, When he
finally succumbs to her sexual advances (meeting the require-
ment of incestuous relations with the Mother figure) he kneels

to her being enfolded in her robe murmuring, "Oh my God in

‘ 122
heaven . . ."and " . . .in . s my . . .sacrifice.”

From this point on Julian accepts his fate willingly (he is
eager to marry Miss Aliee) except for a few minutes of indecision

when the end 18 finally approaching. This indecision seems to
. 123 !
spring not really from a reluetance to “ACCEPT® - his fate on

. 124 : ,
"An act of falth" 2 but rather a puzzlement as to what his

fate means. At first he daeé not understand and so rebels:

I . . .cannot be so mistaken, to have . . .I
cannot have so misunderstood my 1life; I cannot
have . . .was I sane then? Those years? My time
in the asylum?® WAS THAT WHEN I WAS RATIONAL?
THEN?12Z

Finally, however, when the realization that he 1is to be
gacrificed to the Mother Goddess seeps 1lnto his conscliousness,
Julian does become the willing sacerifice and thus will be gré&ted
rebirth. In the posture of the crueifixion Jullan gives himself
to the Mother Goddess:

122

Tiny Allee, p. 124,

1231414, , p. 158.

laaIbid.

125¢p14,, p. 162,
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The. bridegroom waits for thee, my Alice . . .is

thine. O Lord, my God, I have awalted thee,

have served thee in thy . . .ALICE? . . .Alice?

GoD?

i écéeé ftﬁeéy‘Aiiée; foé éhéuuaft'cémé éohmé.‘

God, Alice . . .I accept thy wili.1l26

Thus., we Teel Jullan, more than even George and Toblas,
has reached the epitome of male development--~he has willingly
died through the Mother in order to be reborn. This is the.
ultimate in male development. His rebirth will be a trans- -
formation uniting all levels of the feminine archetype in his
psyche.127

Iﬁ order to complete the image of the young male returning
to the Mother to be reborn in this drama there are other perfect
symbolg which should be mentioned. The most obvious is the "huge
do11's house model™ of Miss Alice's castle which Julian notices
early in the play. ‘Later, Miss Alice tells Julian that her
castle 1s a replica of the model and all four of them (the Butler
and Lawyer included) become involved in a discussion as to
wh@th@r.th@y themselves are in the model or the replica. When
Julian notices that the Chapel in the model is on filre, the
Lawyer and Butler rush to the real chapel to put out the flames

and Mliss Alice prays to someone in the model: "I have tried to

obey what I have not understood, understanding that I must obey.

126Tiny_Alice, p. 184,

lg?This will be elaborated on in detail in the following

chapter.
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128 o
Don't destroy! I have tried . . ." The veader, like Jullan,

anly gradually begins to dilscover that the model 1s the home

- of thé God Alice Wham‘Missvﬁii@e only represents. The wedding
itself takes place in the other "dimension.” Only when the
wadding champagne 1is b@iﬁg consumed after the toasts "To Alice”

and ”Te‘their‘heuse"lag

and li@hta begin to go on in $ba model
does Jullan comprehend that he has been married %@lthe‘ﬁaddeaé
Alice and will be taken up to her house., The house, of course,
according to Neumann,lﬁung, aﬁd other eritics, i1s an ageless
ﬁymééi for the womb, the container, the Great Mother. As Julilan
18 erucified and "engulfed" in the “presence” of Allce whose

1130

heartbeats are "deafening , we pecall Neumann's déséwiptiwn“

off the Terrible Nather w%@ devours and ensnares, drawing the
life of hhe individua1 back into herself-lgl
. The Pieta (Albee's stag@ directions) ereated by Miss Alice
‘and Julian during Juli&n 8 finai momﬁnts 18 also another typieal
aspect of the ﬁr@aﬁ Weﬁh@r, Meumann names both the G@dde 8 Nut
and Mary as being the m@%hﬁ? of ﬁeath in this p@%&s *the Madﬁnna,
h@lding in her lap the dead Jesus, the child of death Wwho has
returned to her. She 1s identical with the primitive vessel and
ufn that shelter both child and adulﬁ,“lgg
128Tiny,Alia@, p. 90.
129

130

Ibvid., p. 149,
Ibid., p. 184,
131N@umann, p. 7T1.
1327p14., p. 222,
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Julian, unguestionably, represents the young man who has
reached the ideal development. George and Tobias also provide
a promise of a rebirth--1f not the total transformatlion. The
male in Albee's drama then has moved from the denial of an

incestuous wish in early dramas (The Zoo Story) and a complete

sucoumbing to female domination (The American Dream, The Death

of Bessie Smith and the beginnings of Virginia Woolf and Delicate

Balance) to an aceceptance of the incestuous desires, death in the
Mother and rebirth through her. The movement has definitely

been a positive one--the way which must be traveled for ldeal
maturity. This development provides a complete separation from
the unconscious ties of the Mother and grants the male a new
exlstence. Fven if Albee's theme were personal at the inception,
the struggle whieh his males must undergo and the level they'have
obtained 1s the universidl goal for the méle* Our next chapter
will consilder wh@ther-or not Albee's males méintain their hard-

won ijective;!
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CHAPTER FPOUR: THE GREAT ROUND

" . . .No matter how far traveled,
one comes back, not eircular, neot
to the ﬁtarﬁing point, but B . o s
sebting down again . . .

Edward Albee -~ Box

Perhaps the best way to begin to examine the present level
in development of Albee's male characters 1s to reemphasize
once again the ideal point of evolution for the male in relation
to the Mother figure and what actions are necessary in order
to achieve that egi%omég This ultimate positive transformation
is best summarized once agéin by Erich Neumann:

We have repeatedly referred tc the spiritual

aspect of the feminine transformative character,
which leads through guffering and death, sacrifice
and annhihilation, to renewal, rebirth, and immor-
tality. But such transformation is possible only
when what 1s to be transformed enters wholly into
the Peminine principle; that is to say, dies in
returning to the Mother Vessel, whether this be
earth, water, underworld, urn, coffin, cave,
mountain, ship, or magic cauldron. Usually several
of these containing symbols are combined; but all
of them in turn are encompassed in the all-embracing
psychic reality, the womb of night or the uncon-
secious . . .but in every case, renewal iﬁ'pﬁss%ble
only through the death of the old persconality.-~

The male, as we have explained in Chapter Three, must
become a willing vietim seduced by the ensnaring Terrible
Mother and have incestuous relations with her resulting in
his death and ultimate reblrth and transformation through

lerich Neumann, The Great Mother: An Analysis of the
Arqhetv e, trans, by Ralph Manheim, (New York, 1955), DD.
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the Great Mother. Albee's males gradually working through the
Oedipal attachment, the anima identification, and seduction

and death in the Terrible Mother have merited the transformation
promised and, seemingly, forthcoming at the conclusions of

Virginia Woolf, Delicate Balance, and Tiny Alice. The positive

endings imply that Albee's males have completed their psychic
journeys and have reached the desired development. Yet there
are dangers lnvolved in the young males' dealings with the
Mother figure. Ideally, as described by Jung, the hero over-
comes and wins his battle, but there is the possibility that
he will yield once again to the ensnaring Mother not willing
to loose her hold on him. Jung says:

In the morning of life the son tears himselfl

loose from the mother, from the domestic hearth,

to rise through battle to his destined heilghts.

Always he imagines his worst enemy in front of him,

yet he carries the enemy within himself--a deadly

longing for the abyss, a longing to drown in his

own source, Lo be sucked down to the realm of the

Mothers. His life is a constant struggle against

extinetion, a violent yet fleeting deliverance

from the ever-lurking night.2

Jung suggests that quite easily the son may not be able
to resist the temptation to retreat to the primordial existence
of the womb, to resist sinking down inﬁo the primitive feminine
unconsclous. He may not be able to overcome his "own inner
longing for stllliness and profound pesce of all-knowing

20. G. Jung, Symbols of Transformation, Vol. TI: An

Analysis of the Prelude to a Case of Schizophrenia, trans.
R. F. C. Hull, (New York, 1956), pp. 355-356.
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nonexisheﬁce, for all-seeing sleep in the ocean of comlng-
to-be anélpaé31hg"&way.“3

0%%0 Rank, too, although having a slightly different
approach suggests that the male may indeed be content with
only returning to the womb. He likens being born to being
cast out of the CGarden of Eden and feels that man may spend
the rest of his 1life only trying to regain the lost Paradise.k

The unconscious mother imago, according to Jung, actually
aids the male in this longing to return to her. He says that
the mother 1s often vreferred to as "she who understands®;

understanding is synonymous with the word gomprehend, whieh

ilterally means to seize hold of something and hold it tight

in the arms. This is what the mother does with the child

when 1t a%kS'fé? help or protection. 8o, the male libido

can easily get caught up in the elementary feminine and vegress
to the sheltering ease of the mother's armsis Ultimately,

Jung says, if the son is to live he must fight and sacrifice
his longing for the past in'sréer_go rise to his own h@ights,s

Erich Fromm, writing in Psyehology Today, feels that our

current consumer culture fulfilling every need without effort
is likely to ensnare modern man into returning to and remaining
in the womb. He describes our present technology as character-

izing the Great Mother "who nurses her children and pacilfies

Bsung, p. 356,

haﬁto Rank, Oedipus - Myth and Complex: A Review of
Psychoanalytie Theory, ed. by Patriek Mullahy, (New York,
1948y, p. 163 -

S5jung, pp. 306-307.

61p1d., p. 356.
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them with a never-geasing lullaby (in the form of radio and
televiaian}*”7 Man, he feels, c¢an become sgo secure in
receiving the mother's milk that he loses his individuality.

The young generation seems$ to be no better off. Although
they have rejected a eomplete patriarchy., they have regressed
to an infantile pattern emphaéized in th@ir passive-receptive
attitude seen in the drug obsession and the need to huddle
together and touch sach other physically. Promm suggests
rather a break {rom the mother--freeing oneself and culture
from the dangers of entrapment in the womb. He calls for a
combination of "motherly love by Justice and rationality,
and fatherly love by mercy and aquali%y.”g In @%her.wordéﬁ
he recommends a combination of the matriarchal-patriarchal
cultures to create an ideal environment.

Albee's males obbtaining their freaﬁom from the %etn@r
figure seem to be promised aﬁ,impr@v@m@nt in thelr culture
also: Martha becomes subdued, the power appears more aqﬁaiiy

distributed between Agnes and Toblas, and Tiny Allce has the

promise of a whole new existence for the male. However, Albee's
males do not seem able to maintain this position and a balance
of matriarchal-patriarchal power does not continue. Albee's

next playsj'Box~Maa~ch, return to the matrlarchally-controlled

environment dominating his early plays. These plays, 1like
7
p. 75.
8

Erich Fromm, "Mother," Paychology Today (March, 1971),

Ibid., p. 76.



1186

The Sandbox and The American Dream, have a chaotic nonsensical

atmosphere reminding us again of the Theater of the Absurd.
The plays cannot be related to on a reality level as Virginia

Woolf and A Delicate Balance can. The characters become, as in

the early dramas, not real people but rather caricatures--
rather symbolic of an attitude or ldea than suggestive of a

human being. In Qthationg_from;MaarTserTung the only

character who is named is Mao and he, rather than portraying

a peéerson, seems to represent the male element rendered once

again impotent in the female-controlled culture.  The other
characters whO‘d§ not $peak:t0‘or acknowledge each other--except
for the Minister who has no-lines and only listens to the Long-~
‘Windedeadyémhave no names. The language itself, once again much

like that of The American Dream, is often nonsensical and the

characters seem to be obsessed with the semantics of the language
rather than the real world the wards'fepresent‘ For example,

the Long-Winded Lady speﬁés-much of the play wondering what

eiact sound she made when she fell off the boat and landed in the
water and musing as to the difference between death and dying.
Indeed, 1n Box there are no characters at all; 'only a detached
female volce and box on the stage.

As explained in Chapter Two 1n our dealings with the
matriarchy and patriarehy, this chactic environment along with
the statie inacfive male element indicates a rule by the matriarchy.
Albee's males then, even after having reached their ideal polnt

of development, are once again caught up in the maﬁriarchy.
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i

xﬁ is nec@ssary t@ axplera ta a greatev éegree %he
elemen%ary femimine archeﬁvpe and ita impl*caticnﬁ bef@re further
examinimg the 1atest male element in Alba@&: Erich N@umann
hasg dene exh&uative ﬁtudv of tha feminine archatyge can%idering
its preaemce and meaning frem the moaﬁ grimiﬁive times in
eountless eultures Naamann explaiﬂs ﬁh@ symbel of ﬁhe urebé&éé
or the circular smake bi%ing 1ts tail as a symbol ef the Graa@
Round (elemenﬁarv archetypal form of the &reat Moﬁhar)»«a bymbel
of the original siﬁaa%ian in which: i

”an 8 canseieusness and eg@ wera atill small

and undeveloped . . .in which positive and

negative, male and female, elements of conscious~

ness, elementg hostile to consclousness, and

unconsclous elements are Iintermingled. In this

senge the uroboros ig also a symbol of a gtate

in which ehaos, the unconseilous, and the psyche

as a whole were undifferentiated.:

Jung's reference to the circular symboi is quite similar -
5o Neumann's. éeseription of the elementary feminine arehétype;f
He says the cireuiar movement has the moral significance of
activating all the light and dark forces of human‘ﬁa@wr@;Aand'f

‘ . ) ' L0 e

all the psychologiecal @ppaaitestl o

Neumann explaing the various levels whieh can d@V&l@p-ﬂﬁ%p
of the ﬁetaliy umaousciaus uroboros. The next step 1s the |

uroboric Great Mother elliminabing the masculine aspect buﬁ

INeumann, p. 18.

10 dolande Jacobi, The Psychology of C. §. Jung, trans.
X. W. E&sh (New Haven, 10823, DPDs 135-136.
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containing all aspects of the feminine archetype~-the witeh,
the virgin, ete.-—-but without order and making 1% impossible.
for the ego to predict or apprehend. The following level lies
between the conscious: and uneonscious. Here there 1s an order.
fh@fﬁathar a?ah@ﬁyﬁé baé @hree f@rmé: %heﬂgéod, the terrible,
and the good-bad mother. The good-bad mother is the Great
Mother whiech makes possible a union of @ositive and n@gaﬁive
attrihukes,il It is ﬁhis 1@V@1 ef ecourse, which aalis to
mind the level in which Alb@e 8 maie chava@t@rg are capbured
by the areheﬁyp@‘. Th@ Mtth@r figm?e a%soei&ted wiﬁh them at. ita
b%%t is 'a cambinatism oft ﬁhe geﬁﬁ amd the @ad* ca seductive -
figure luring thw mal& @&u@inz him to dia bm@ ulﬁima%ely
granting him rebm?%h» Miss ﬁ&iae and the g@a Aliae are the
most perfect examples @f thﬁs level af the m@ﬁh@p figur@ found
in Albee. Martha, Agneﬂ and Claire wamld also qualify.
Neumann goes on to expiain the higher planes in the
deveiopmanﬁ‘of the mathéy'arehetyﬁéﬁ. ?he last %wm~§haaes are
more invelved with the egé»an& the projee@ién-of éha inner
archetype upon the world. Remembering Neumann's discussion
of the ereative man (included in}the<lﬁtroéucbion):we feel that
Albee as a ereative manhm@stfiikeiy is caught up in the arche~
typal feminine and refiééﬁs thls thus upom the male chavacters,

The level dealing with the three forms most 1ikely is the highest

lgeumann, p. 21.
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level obtained in Albee's drama.

In addition, once again, Albee himself suggests the
presence of unconscious elements in his drama. He cautlons
the audience to react to his plays (Box and Mao) on a feeling
level rather than in intellectual one, He says:

A1l that one need do is--gulte simply--relax

and let the plays happen. That, and be willing

to approach the dramatic experience without a

preconception of what the nature of the dramatic

experience should be.12

Instead, however, of remaining on the plane of the
division of the mother archetype into the three forms, Albee's

males as 1llustrated in Box -~ Mao - Box allow themselves %o

be "sucked down" again te the womb-llke existence of the
Great Round symbolized by the mrehsroéi Neumann deéescribes
the nature of this elementary level of the archetype:

As elementary character we desglignate the aspect
of the Feminine that as the Great Round, the Great
Centainer, tends to hold fast to everything that
springs from it and to surround 1t like an eternal
substance. Everything born of it belongs to it and
remains subjeet to it; and even if the individual

~ becomes independent, the Archetypal Feminine
relativizes this independence into a nonessential
variant of her own perpetual behavior.13

Neumann feels also that this elementary eharacter 1is
typleal of matriarchy. This, indeaa, proves to be the case
in Box and Mag. Albee's males have not been able to maintain

control or remain at thelr achieved peak of development. Talking

12Edward Albee, Introduction %o Box and Quotations from
Mao Tee_Tung: Two Inter-related Plays (New York: Pocket

Book edition, 1970), b. O.
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about the male ego which cannot break free from the éiémentary
unconscious, Neumann says that the ega<unab1e~t@-aghieﬁe inde»
pendence responds to psychic gravitation: "It sinks back into
the unconscious or eircles ag a satellite around the Archetypal

f@miﬁiﬁé4"la

80 4t goes with the male characters in Albee's
glays“ they free th@ﬁ&ﬁi?@& from the maﬁriarahy anly to be
@apﬁurad by it again and tha; gaim rebirth aﬂly ﬁe eV@ntually
reﬁurn ta the womb or ur@b@fia uneonsai@uso ?he eireﬁzar shake
is a splendid graghiéuﬁeﬁaripﬁien-of-th@ struggles’ané~ént?a§~
ment of Albee's male.element in @he Great Round, |

o Te @mp&&sﬂza this we gan refer again to Neumann's d@ﬁCfi?n
tion of the male's struggle.  We find that the transformative
character drives toward development bringing movement -and unrest.
Consequently ‘it contains negative é$~welizas'§osi%ive‘alemenééu
& @ﬁruggla to aveve@me the aﬁabia daminaﬁien and aeni@Ve transm
15

f@rmati@m muat tak& glaeea». w@ ean ﬁrace this struggle thro&gh
the Qﬁdimal anﬁ anim& ﬁﬂ?’lV@menﬁﬁ in Albae 5 ear&y warks to ﬁh@ :
3educti@ﬁ and’ deaﬁh of ﬁh@ ygung son {the negative asyect} up

4 ‘t«hﬁ* promises ai’ vebirth ('ﬁfir’giﬂia Woolf, ﬁ@lica‘be Balanee,

Tiny Allce).

‘However, Neumann cautiong that the Archetypal Feminine

not only "bears and direets 1ife as a whole . ., .but also takes

laweamaﬁn, p. 28.

Yro1a., pp. 20-31.



everyﬁhing that is b@ﬁn of 1t back into its womb of origination
and dea%n*“lé‘ Hﬂ gays that where the elementary character is
dominant alil ghange st1l1l takes place within the unconscious
and an “ega~c0p$@icu$n@ss” quality exists for only a brief

time before 1% is reﬁis%olv&d in the uncongelouns: Ythe
uroboros of %ha b@g&ﬁﬂing is not only the Round but also the
wheel rolling upon itself and the serpent whieh at once bears,
begets, and éeveura.“ly

The anima, which we disecussed in Chapter One, is generally
seen as a helping figure. Both Jung and Neumann feel that she
can-be the helping element whilch leads the male toward trans-
formation. She often pre?ides dangerous tasks which must be
completed or a trial the male must withstand., Ultimately,
she is defeated. We can see Martha and Agnes especially in
this role. However, Neumann warns that 1f the maternal
uroboros is in command the male may be destroyedwlg This
most likely 1s the ecase for Albee's males.

Again, as with the negative {or Terrible) Mother archetype,
the dangerous anima may bring aboubt positive change. As we
detailed in Chapter One, Albee’s females, if considered as
anima projections, evolve from the lowest anima level of

16

17

18

Neumann, D 3@‘
Ibid.
Ibid., pp. 33-36.



Eve {(the purely instinetual, bilological woman) represented in

Mommy of The Sandbox and The Amerigan Dream to the highest

anima figure Sapilentia (wilsdom transcending even the most
holy and the most pure) suggested by a female who has reached

the level of a God in Tiny Alice. But, because apparently

ﬁhe break has not been made from the primitive maternal mrabaﬁag,
the anima ledds Albee's males back down %o the gé@img womb ,

If there is an anima figure in Box or Mao it most 1likely

‘would be the Long-Winded Lady. She is much concerned with the
size of her late huﬁban@*a psniﬁal& {("His serotum was 1arge,
and not only for a small mam$ I think, as I rem@mber baek » bi.“igy
and the blologlcal funatiﬁnsw~hev abaesaﬁan wi@h the exact
sound she groduaed‘when falling intoc the oeean and h@r descriptions
of the event are reminiscent of a child being born. The anima
Pigure also has returned to the lowest level of development to
the anima on the sexuai-biological level. The box itself seems
to reépresent the gominant feminine element of these piays. In
‘this case the lowest stage of anima development (Eve) is not
even employed. Only the most primitive concept of the femininawm
the Great Round, the container--is brought to mind by the box
and its detached volge.

Indeed, the obvious symbolism of the womb suggeated by
the box immediately indicates that a retreat has been made in
these piayBAt@ this place of seecurity. In adéiﬁianvté the

word "box" being a slang term for the female menitals, Albee's

19

Albee, Quotations from Mao Tse-Tung, p. 76.



stage &iréa@iona_gali for the "eube" to "take up almost all of
a small stage opening”gg«msymbnlieally suggesting engulfment in
the Great Round. If there is any doubt remaining that thils cube
represents the womb it 1s distilled quickly as the female voice
describes this place of security:

Nicely done. Well put . . .

| (Pause) |

. + »together. Box

(Three-second sllence. More conversatlonal now)

Room 4inside for a sedla d'ondalo, whieh, in

English~--for that is Italian-~-would be, is, rocking

chair., Room to rock. And room to move about inm . . .
And later when again deseribing the box we have the distinct
feeling of an embryo inside the mother's womb: "And room
enough to move arcund, except like a fly. That would be
vegyngo@diﬂzg ¥inally, the wistful longing in naming this
place, "Beautiful, beau%ifal,box,”as exemplifies the desire
for existence in the security of the womb.

Almost everything in these dual plays indlcates a retreat
to the womb, a regression to matriarchal domination, and a
willing engulfment by the male element in the uroborie
feminine. As previously mentioned, these dramas are a return
to the static stagnant environment indicative of a controlling

matriarchy as in the early Albee plays. The monologue gilven

QQEQE3 28 1?~
2lepid., pp. 18-19.
22yp14., p. 17.

231p1d., p. 21.



by the detached female volece only serves to exaggerate this
éituaﬁion, The volce tells us that the arts are "going out"
and that "Many arts" are "all coraft now . . .and going |
fﬁrther‘"za We see that there seems to be no male iniﬁiativé,'
only a maintaining of the static matriaréhy represented by
the "erafts® insﬁead of the ereative arts. The voice continues
to elaborate on this situation felling us of the barrenness of
such a society: 'Nature abhors, émang 80 many, $o much else-Qv, .
amongst se much, us, itself, they say, vacuum, 2> "
We finally feel the empty hopelessness of this situation
when the voice tells us: |
Beven hundred millien bables died in the
time it takes, took, to knead the dough to make
g proper loaf. VWell, little wonder 8o many . . .
went . . .cut off, said no instead of hanging on.
{Three-gecond silence)
Apathy, I think,.26
There certainly 1s no opportunity presented for rebirth here:
the millions of dead babies symbolize the death of all h@p@g1 “
Yet there seems to be a knowledge of what is needed to
remedy this $iﬁmé@iaﬂe The volce suggests o need for a we%urha
to the patriarchy. With a "(Light, Séifmm@éking laugh)” the
voice reealls thosge days “when 1% waﬁfsimple“gv and longs
for those authoritarian times: "The beauty of art is order--
not what is fammliar, necessarlly, but order . . .on 1ts own
28

termsg.”

Moox, p. 10.

*>1b1a., p. 20.
261b14.
*Tioid., p. 21.

28Xbidg3 P“ 2&.
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When the volce mentions the "small eracks"  we are
reminded of the birth canal. In fact the whole speech here
concerned with art beginning "to hurt" cannot help but remind
us once again that rebirth 1s not granted without suffering.
‘&pgarently, in Box both the arts and the suffering have been
abandoned and the male element chooses instead a retreat to
the safety of the womb. It is as Otto Rank has suggested:
man after traveling down the "small erack" and exgeriéﬁciag
birth seems to be spending the rest of his days seeking:é way
to return %o this spot. Man seems to have giveﬂ ap'%rying
for reblirth--the voice tells us, " . . .It's only when you

30 ' _ .

can't come back . . @“3 -«gnd seeks only to gain the womb once

The retreat to the engulfing urcboric quality of the
feminine is suggested in the ocean imggery which seems %o
emergé from the uneconscious:

What was it used to frighten me? Bell buoys

and sea gulls; the gound of them, at night, in a

fog, when I was very young.

(A 1ittle laugh)
Before 1 had ever seen them, vefore I had heard
them,
{Some wonder)
But I knew what they were . . .a thousand miles

from the sea. Landi@cked, neveyr been, and yet
the sea sounds . . 1 fdots 1n originall

29
Box, p. 23;
30yp14., p. 26.

Bllbid.
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(Silence, exc¢ept for the sound of bell buoys

and sea gulls. Very slow fading of lights to

black, scund of bell buoys and sea gulls fading

with the light )34
The only hope offered in this eﬂding of bleak retmrn to the
darkness is the "one" bird moving "in the appmsite way frcm

ey

the “black net . . .akimming w33 waevar, the bird is a
vaa@ Mother symbol and mavement by her @rabably daas not
indiecate any change in the fa%e_af the male element,

The primordlal ocean imagery is agaln called into play in

Quotations from ﬁhairman_%aa Tge~Tung. To properly @mphasiza

the 1mporﬁance of the ocean symbolism as an aspect of the
uroboric Grest M@the? let us turn once again to both Jung
and Neumann. in discussing the water symbolism in a patient's
dream Jung said, in this partiaulgr case, it was significant
tha&:%he deadly flood flowed béck into the fissure, back into
the mother again, for it was frém the mother ﬁhaﬁ death came
in%d the world in the first place. He a@ﬁﬁinuéa that the
Deluge is simply a "counterpart of the all-vivifying and ali-
producing water, of the otean, which is the origin of all
thingﬁ."gg
Neumann explains that in countless myths the source of

all 1ife is the primordial ocean emphasiged by darkness. He

SQBQX,_p. 29.

351p14.
gﬁﬁuﬂg, p. 365.
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says it is this primordial darkness, "which bears the light
as moon, stars,”ahd $ung and almost everywhere these lumlnaries
are looked upon as the offspring of the Nocturnal M@ther."a?

Neumann later attributes all water symbolism to the
Great Mother:

The OGreat Goddess 1s the flowing unity of

subterranean and celestial primordial water, the

sea of heaven on which sall the barks of the gods

of light, the eircular life-generating ocean above

and below the earth. 7To her belong all water,

streams, fountalns, ponds, and springs, as well

as rain. BShe is the ocean of 1life with 1ts life--

and death~--bringing seasons, and life is her

child, a fish eternally swimming inside her,

like the stars in the celestial ocean of the

Mexlcan Mayaul and 1ike men in the fishpool

of Mother Chureh--a late manifestation of

the same archetype.38 | '
Ultimately, Neumann says the primordial ocean is a "uroborie
snalke encompassing the earth that 1s born of it, and at the
end of the world taking everything born of 1t baek into ita
primordial wa&er$,”39

Mao takes place on "deck of an ocean liner™ in "Bright
daylight, that particular kind of brightness that is possible
only in mid~oeean,“&s This fact in itself points to a return
to the Great Round if we remember that Albee's first play
written at age twelve also took place on board an gcean liner.
Then, too, Neumann remindg us that the eradle and erib

BTN@umann, p. 212.
381p14., p. 222.
3d1p1a., p. 217.

"uao, p. 39.



symbollsm of the ship belongs "like the life~preserving ark
of Noah, to the Qessel symbolism of the Feminine.”ul Neumann
explains that the ship can represent simultaneously the
uterus in which the sleeping embryo rocks on the primeval
ocean and the ship of death which "leads back to the swaying,
gliding Sanoient rhythm of childhood, of the primordial
ocean and the night.“uz

The ancient ritual of burying the dead on a boat 1s
based on this belief that the ocean is both loving mother as
well as the devouring primeval water. The oc¢ean then is a
perfect symbol of the Great Round who gives 1ife but ultimately
draws 1t back into herself. A more appropriate symbol could
not be employed in this Edward Albee play where the male
element, unable to maintain 1ts present development, 1is
drawn back into the elementary Mother archetype and seeks
succor in the womb instead of rebirth and immortality.

As we determined in Chapter Two, there is a definite
return to matriarchal control. Mao takes up the role of the
patriarchate and presents the United States or the West as the
matriarchy which must fall. However, his impotent haranguing

apparently will have no effect. While he insists that the:

41
y2

Neumann, p. 256;

Ibid., pp. 256-257.
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matriarchy must "fall™ when it 1s "hig" nothing which
happens (indeed, the only action which takes place i1s the
Long-Winded Lady's fall) indicates that the matriarchy will be
overthrown. Mao @rcpﬁseS'vialean‘aa the means to rebel
against the oppression and take command:

But there is only one way to eliminate it and

that is to oppose war with war, t£o oppose counter-

revolutionary war with revolutionary war, to oppose

national counter-revolutionary war with national

revolutionary war, to oppose counﬁerwregglu%ionary

“class war with revolutionary class war. '

‘However, the play ends with Mao still calling for
violence: ' "People of the world, unite and defeat the U.S.

" o : . 5 y . ‘

-aggressors and all thely running doga” s~and.apparent1y
nothing is going to happen. A%t ‘one point he betrays his own
unconscious longings for the peace and security to bée found in
retreating to the womb: |

When human society advances to the point’ where

classes and states are eliminated, there will

‘be no more wars, counﬁer«revelutianary or

revelutionary, unjust or just. That wi%% be

the evra of gerpetual p@aae for mankind,

:»e@mingly there will %e ne surge of male 1nitiative and Mao,
like the males of the early Albée plays, will continue hiﬁ
same static existence in matriarchally-controlled environment.

The only other male in this drama, remember, is the Minister

]
BMaQQ p. TL.

“*zb&d., pp. 106-107.
Y5 1p1d., p. 118.

uélbid.a p. 107.
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who has no lines and must only listen to the Long-Winded Lady.
Both the Minister and the Long-~-Winded Lady remind us of the

Mommy and_Daddy characters in The Sandbox and The American Dream.

Their relationship with the submissive male listening meekly
while the ﬁomineering female prattles on in a nonsensical manner
is an almost exact replica of the Mommy-Daddy relationship.
This similarity offers one more plece of evidence supporting the
concept of a retreating movement taking place by Albee's male.

The Long-Winded Lady, while adopting the roles of the
domiﬁe@rimg ﬁatﬁiarch and the 10weét‘$exuai«bi®lagiaal anima
figure, algo, like the male element, projects a desire for a
return to the womb. She 1s much obseésed with her falling
from the ship; and her muéimgs about the exact sound she made,
and dgsaviptions of this action clearly suggest the imagery
of birth. For example: |

Though not the sound I knew, for I wag hardly

thinking-~but the sound I imagine someone else

would have manufactured had he bcen there when

I . . .[dots in original] WOODOOSSH! PLUT! 147

Other speeches also emphasize her terror of being put out
of the woemb and her deéir@ to go back to that place of ﬁafeﬁyf
She describes her attempt to dream about falling to see if
it were true that if you didn't wake up before you landed you

would dle. S8She relates:

Ut
7%_9 p. 57.



¢ « + Once, T dreamt of falling stralght up, P
[dots in originall] or out, all in reverse, like ﬁhe
projector running backwards, what they used to do,
for fun, in the shorts.

{Some wonder)

Falling ., . . [dots in original] up!

. GFéiiiégﬁ.i."ugéiq sk s e a km b e s e s s e s
_f ’ !Né%dr55iné,*:éu'aédéréﬁéné:. 8 éeéiéiée‘gtgﬁ.f ) i_
gg?gg in originall falling, but . . . [dots in Originalj
She seems to make a conscious effort to aﬁtempt rebirth
through death but even in her dream she is not able %o
detach herself from the uroboric safety of the womb to face
death and rebirth, Any movement away from the womb is most
frightening to her, indeed, has become an obsession. She
tells ug she is-*evem 1@&3“ fond of depths than heights,
Again, a probable indication of her fear @f heing born or
going down.

The fact that a woman character also seems to be desiring
to return to the womb like the male also confirms our belief
that Albee's characters are returning to the uroboriec unconsclous.
The first stage, as we have previously stated, does not allow
for a separation of the male and female aspects; all are
intertwined and related as symbolized by the Earth Mother with
a heard.

asMaO 5 ?p L3 6{}"62 ®
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Pinally, in her narration the Long-Winded Lady reveals

that she fell from the ship into the ocean and was rescued.

¥

When she speaks of being "dragged in" and “hauled up” we

liken her near-dissster to a baptism. This too only confirms
this incessant longing to return to the womb. Neumann says the

pre-Christian plunge both sizgnifles rebturn to "the wysterious
s

uterus of the OGreat Mother and its water of 1ife.” In

Chrdstianity, he reports, the bhaptismal bath is a return to
"

Iy ,‘}6 ) .

“the nrimordial egg of the beginning.” Besldes being a

1

of positive transformation, iHeumann says, the vessel

_ . 51
can lead downward to hell.

vesse

The Long-Winded Lady also refuses to be coneerned with
fdeath® but only the aspsct of "dying” of her husband’s end.
Ideally the death should provide the vehilcle for reblrth
but here this is not the case. There will be no male rebirth
and the emphasis iz placed only unpon the process of dying.
Again, consciously this Mother flgure seems to desire a
rebirth--a new 1ife from the male death--and wonders aloud
about L1t:

But, wouldn't you think & death would relate

to g 1ife? ., . . [dots in originall i7 not we&e?yle

1t, benefit from 1t? Be taupht? In some way?
V?ﬂ ‘.\1 l @ t; ﬂﬁ« ﬁk » L] - » L3 » » » - <% - £ - Ed v L E 3 » » -

» * * = - L3 = - » » - - * @ * - * 3 - * » ® * » * ®
Be taupht? In some way?
- L ® L4 & - . @ - . - - L - - - £ L3

B

. id - » L4 * - :"‘
I would think.-<

hgﬁeumamn, p. 326.
S0
F "J“
5 Teid.

ol
*uao, pp. 79-80.
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So, we see that even though a conscious desire exists for the
greater development it will not ocecur.

Albee's males in returning to their original unconscious
state 8t111l seem to have overcome their Oedipal attachment to
the Mother. The 01d Woman illustrates this.. As she recites
her poem we learn that her favorite son Charley (in fact, all
of her children) has abandoned her to seek a love relationship
with his mate:

Still I worked for Charley, for Charley was now my all;

And Charley wasg pretty good to me, with scarce a word

or frown, ‘ .
Til at last_he went a-courtin’, and brought a wife from
town.-> '
She spends the entire play reciting her poem about how she was
finally deserted by all her children and is now on her way,
"Over the hill to the poor-house.” This rejectlion of the mother
most likely is a positive growth for the male because he ulti-
mately must break free if he 1s to avoid belng drawn back down
into the mother as is happening in this drama.

Both the conclusion of Mao and the repetition of the
ending of Box show us definitely that the male element has
indeed ylelded to the Great Round in these dramas. The Long-
Winded Lady, after beling retrieved fr@@ the sea, says she has

54
Ynothing to die for,". d1ndicating that she expects no rebirth

53&30, pp. 82-83.

SQIbid., p. 118.
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but only a total immersion in the uroboros. Portlons of Box
are again replaved emphasizing agailn that art "hurts" and
that music is not listened to anymore "because we cry._3555
The disﬁinet'feeling of being drawn into the Mother is
created by the sad musing about the sea sounds and the
admission of being frightened by them. Ultimately the sad
volce ceases with the final word, “Box“ga and there 1s:

(Silence, except for the sound of bell buoys

and sea gulls. Very slow fading of lights to black,

sound of bell buoys and sea gulls fading with the

1ight )27

Although the immersion into the uroboric Great Mother
is complete for the male in this play, the fact that there 1s
“just one bird . . . [dots in originall moving beneath . . .
[dots in originall in the opposite wéxs”ﬁg and that there is
a longing for-“Orﬁerﬁ“ﬁg expressed by the volce pramises‘perhaps
a chance for Albee's males to retrieve their ideal point of
development in later playvs.

To more fully view the cycle or “coming back" of Albee's
males let us once more review the male's movements. Hemembér

even the Mother figures considered as anima projectlons make

a complete circle. They move from the lowest instinetual

55@35, p. 123.

.
“°Thid., p. 126.
57

58

Inid.

Ibid., p. 125.

>%1p1d., p. 123.
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biological level (Eve) represented in the Mommies of ecarly

Albee (The Sandbox and The Ameﬁican<Dr@am) to the second level

{Helen of Troy) being on a romantic aesthetic level as Miss Alice.
The&-eontinue.ta\the level of spiritual devotion (Blessed Virgin)
best presented by Agnes, and finally reach the furth or highest
level (Sapientia, wisdom) in the 8od Alice. At this point also
Albee's males reach the epitome of their psychic development--

a complete transformation. Then as the males return to the
uroboric Mother archetype in Box and Mao, the anima figure also
descends once more to the lowest (and below) anima level-=the
biological, instinctual.

All other progression in a similzr manner seems to reverse
and regress to almost its starting point. As Just discussed
the atmosphere changes from the hard-won patriarchal rule back
to the chaotic matriarcﬁy wherein the male is dominated and
squelched by the maternal feminine power.

This conflict 1s symbolized and paralleled in the East-West
battle which is.emphasized,mainly in Albee's first (Zoo Story)
and last (Box-Mao) plays. Jerry, remember, cannot escape the
West or the weomb even though he tries to walk northerly and the
impotent Mao in the latest drama will not be able to overcome
the powerful West either in spite of his incessant rantings.

The males findvthemselves also in this aspect come full cirecle
baeﬁ to their beginningw~enveloped in the West (devo@r;ng ﬁight,

primordial Mother).
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The male %@Vﬁleﬁw@nt itself progresses from a seemingly
superficial mﬁﬁigal involvement (mxﬁihitwﬁ mainly in ?ha ?0@

Stmrw and ?h@ %m@r%e&m Drasm) to 1nﬁmr§a?&%i@n of ariima @lﬂmﬂﬁ%%

{present in most of the plays) on ug.ﬁa tbauim@mrﬁanﬁfamd_fat@;v
entrapment by %hé saé&éﬁ&va'T@rﬁibla;@gth@r~~@pitgmiagd iﬁ.g&gg
. ﬁ&gg@. At this point the Terrible Mother evolves into the ”réét
Mother who grants the son, reblprth and immortality thrmugh d@&thw
Inatead of maintalining this victorious peal, Albee's mal@g |
5uﬂcumh‘ta the uroboros aﬂﬁ,ratr@at_ta th@‘painlaagvana,aﬁagﬁéﬁt
1&a¢mr1ty-@f_ﬁm%fﬁmmb in Box and Hao. |
A11 of these aspects remain fairly,wall parallel. AlL of
them too cauld be r@pr@sant@d -graphically by the great ur@boria
snake bitlng iﬁa own tail “bearing, begetting, dmvouring,? xﬁg
the Pedrinis‘® reference to waay 1&@1@3&@3 the serpent vggrasgnﬁs
immorality, eternity, and even a.symbol of God.  'The @QQlwﬁf'ﬂ&é
serpent represents the circle of eternity and seeing the world
as etarn&lnég Tdeally, haﬁev@rg,tﬁ@'eamplat@ eycle .of develop~
ment indicates ﬁ%@ﬁ a renewal or rebirth is necessary in ara@#_:
for the “eyﬁlg‘mfvlifa”:wr_“at@rmxay“ t0o be fully earried threugh¢
The ldeal @avalggmant indigate& a}ﬂ@ed for an actuai return. “to
the starting point” theh ﬁlbea'm:ﬁélaﬁ have not been ahié to ?et
accomglishwwtha§,i$3 a complete rebirﬁh, immortality and a

beginning life as a god.

6o
M. 0ldfleld Howey, The Encirecled 3@vgﬁnt (¥ew 'York, 1955),
226, Quoted by Lura and muili@ ?eﬁriniy Serpent Imagery an&

Svmiboliﬁm (*'Mw Haven, 1966), p. 82
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However, the dilemma of male development in Albee seems not
yet_to have reached itg final position. At the conclusion of

Box ~ Mao -~ Box Albee's males are unquestionably caught up again

in the Great Round but there 1s some element of hope. Perhaps
they will be agailn reborn in plays which have yet to be written.
We must digress here.and refer to Erich Neumann once more . |
Neumann sets up an equatlon representing the archetypal meaning.
of woman to early mén while he 1s in the matriarchal stage where
the unconscious dominates over the egdé and consciousness. . His
formula is: “wamanmbadymVesselaworld.”61 He explains that woman
seen as "bodysvessel” 1s the natural symbol for the experlence of
woman bearing the child "within” her and of man entering "into"
‘her in the sexualnaetg ‘Woman as body=vessel expands easily then
into belng equal to ?he world far'ﬁan.&t this goint.ég Neumann
says: "Only when we consider the whole scope of the basic
feminine functions--the giving of 1ife, nourishment; warmth,

and protection--can w@vundﬁrStand-why‘the Feminine occupies'gé
central & position in human symbolism and from the very beginning
bears the character of "gréatness;“63 Thus the'“worldmfilling
matriarchal symbolisam éf-ﬁh@‘@feat Round® means’mather to early

man or modern man captured in the archetype.

6%Neumann, p. 43,

621p14., p. ba2.
63

Ibid., p. 43.



The development of Albee's male alsc seems to set up such
an equation. Albee's formula, however, appears to be more
Individual and directly appiied to the devélopment of the male
psyche in regard to‘the feminine archetype. Albee's present
formula is as follows: woman=mother=destruction=rebirth?

Oﬁomb?
Only succeeding dramas will reveal if the last phase of that
formula will equél rebirth or retreat to the womb for his males.
In any case,Lit certaiﬁly will be interesting to note_ﬁhe point
of male development.in the next Edward Albee play. As Neumann
explains, the highest level Qf the feminline--spiritual wisdom
symbolized iﬁ the‘Goddéss Sophia--"desires whole men knowing
life in all its breadth, from the elementary phase to the phase

64

of spiritual transformation.”

3
64Neumann, p. 331.
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