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PREIFACE

| From ﬁhe most primitive up to §y§ modern
soéiétiééwﬁf the present day, drama has béen the
only way for human beings to validate egistence
and to bfing about explanations for the naﬁﬁral
phen;mena. Thig kind of expressioh ’ theréﬁore,
can be ;onﬂidered ag the oldest form oflgkpression
amohg the other art forms. Drama on the éther haﬁd,
deals with human beings in their environhents,
g0 it ﬁas to do with societ&.'But societies are
balwﬁys 3ubjected to change and as a resuitA, the
ways of expressibn“have undergone changes. Dfama,
while keeping its traditional charaéteriétic,
has changed with the changes in the‘sociéties.

The contemporary theatre which has found

i

its true expression in the wokks of Beckett,

Ionesco, Adamov, Genet , Pinter and a number

of avaenty garde writers involves those characteristics

..

which in a way covers all the procedures and the

procesﬁes’6fwfﬁéraevelopment of drama as an art
form.In gpite of the fact that this type of drama

is considered as novel,on a closer examination;it



'i8 not totullv new. The novelty of this type of
theutre caLled the Theatre of the Absurd, lles
on Lhe hanll;ng_qﬁwthe old, even archaic txadltions.

Harold Pinter is one of the exponents

bfwthé_Absmrd Theatre . Apart from the featqres
he éggrés'$iﬁﬂ the other dramétists of the Theatre
pf;jhéiAbsmfd; he is 6ften distinguished for his'
. use of“dialogue, and in general'language.WhatlI

$ry to do in this thesis is to show Pinter's

cbntribution to the development of the contemporary

theatre, namely the Theatre of the Absurd .His first

full 1engt@ play The Birthday Party and his first

play, The RHoom are the examples that are givén

N

their fresh, and original approaches will make and keep

theatre be alive on different dimensions as long

as the societies will survive,
‘{ .
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ii

s



THE . THEATLRE O THE ABSURD

Chéat and be cheated and die,

Nho knoWs ? We are ashes and dust;

TR e e

( Téhnyson, Maud Ié55 )
Dntoiogicalgsolitude of the Being‘is the
Qéﬁ&‘sikuétibn'which charaéterizes'the private drama of
thé’é6nfémﬁ;§any maﬁ. And that pri&ate drama which is |
éngéted.évéry dpy in the random appareﬁtly meaninélegs
And'undr&@atic'eﬁeﬁfs of man's common roubine caﬁ be
conceived as bapic to each individual. To become weary

of life, to fail in all of attempts to find meaningful

relationships and meaningful action,boredom, the absurdity
of action, misery, the nakedness of what is said are the
phenomenaAthaxmpndemlinamtoMa.certainngjgnt,,thé;SOOpe

of the 8owcallaﬁ *Absurd Drama®. Contrary to what has

| 4
gometimes been thought, thisg type of drama which has

) A

'

begun to gain pbpularity among the contemporary 1iterary

fields is not entirely novel., The Theatreéof the Absurd

that has found its true expression.éspecially in the

plays of_ Beckett, Adamov , Ionesco , Genet, Pinter and

P



some others, can be traced back or can be evaluated

as a rétur@ to old traditions. However, what makes
the Theatre of the Absurd unusual or .different is

L | o : o
the combination, integration, evaluation, and expan-

gioﬁlof %hé feétu;és of the old, even archaip'tradiw
ﬁidﬁs.. | | o |

w As the Theatre of the.Abgurd basically
réiiés on &reém amd‘féntasy reality, it is not surp-

rising'that.this“ﬁfW“EBEﬁéhtion has taken Eh'énti-li~
%ér&f& attitudé. Such a theatre which attempts to
_penétrate to the'deepest layers of the meaning.adopts
r&fher the earlier non-verbal forms of theatre. The
Mystery an&»Manlity Plays of the-médieval pefiodr
provide a base for the anti-literary expression since
these play#, rituals contain powarful,abgtréct scenic
effects which--express more .than language couid, And
that is whj the Theatre of the Absurd tendé toward
devaluation of language. Language does not cohstitute
the intggral‘part of theatre. It is the performance
that makes theatre mahifest. However, language can
not be dismissed for such a feason that it is not
capable of expressing certain abstractions.;Language
does serve but yet it is not the only elementnof
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theatre. Aé Nietzsche points out in his *The Birth

of Tragedy I* :

[ B

W The myth by no means finds its adequate
' objectification in the spékén word. The
gtructure of the scemes and the ?isible

imagery reveal a deepér‘wisdom\thgn tﬁgﬁ
which the poet himself is able to put

{ into wordd and concepts. "I

fheatrélbr more specifically theﬁiﬁegtre
qf the Abépyd uses another tradition that haé dig=
‘played a vital role on stage, that is the Latiﬁ |
5mimus’. Oyiginally, the tradition of mimusAwaa based
on the representation of different charmcteré'inAa
semi-improvised condition, What is special tb this
tradition Was the use of clowning, clowns together
with dénciﬁg, éinging; and juggling. Its inpuf to
thelTheatre‘Qf the Absurd is the representation of
thé lackness of logic. Actually, this new type.of

drama is not interested in logic, causality in

Aristotelian term, reason, and the rational, Itas
basic concern is the dramatization of the absurdity

of human condition., Therefore, the Theatre of the

b
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Absurd rejmctﬁ the use of rational devices ahd app-—

roaches from the very gtart, There ig indeed a clo-

e relationahlp between the form of the Theatrp of

the Absurd and its basic assumptions. What ciowns

of ‘the miméplayé éf antiquity meet and achieve is
tﬁe ﬂatiaféétioﬁ of the need for iibaration'from
the»constréints of logic and this is'what fhe
Theatre of the Absurd strives for, |

The function of the clown of the mlmeplays
xalto ShOW‘hlS 1ﬁab1l1ty to comprehend simple logical

relatnona ther by arousing spontancous 1aughter

through hi$ absurd behavior. And this-absurd:behau

vior requires verbal nonsense which is in the truests

sense, & metaphysical nonsense to transcend the

- limits of the material universe and its logigg

mxnexe,h&s“always‘been a magic aboﬁt NON -
sense and this was fulfilled in later antiquity, |
with fantastic plots with dreamlike themes.:Af the
roots‘of fantagy and dream lies the paradoxical as
in cloWning and fooling. Thus in the mimus ﬁﬂe

elements of comedy and fantasy are blended ihto an

organic whole which. partly oharacteriﬁe the Theatre

_of the Absurd,

e



Hefmann Réidh, the great historian and par-

tial rediscoverer of the mimus from its remote sources,

draws & paprallel between the mimus and the comic charac-

ters of the medieval drama, and the Italiaﬂnqommed;g

i . B A‘ I . .A N . :

dell'arte and finally Shakespeare's clowns,
! - ‘

Shakegpeare is one of the greatest dramatist

Erieny

who dealt ;/vi-bh'tﬁe absurdity of the human condition,
and was agle to delve into the realms of thé.irrationu
ai.With hi; ruffians, clowns, and fools’thai later

has haed great impact on the development of the Theatre
of ﬁh@ Absﬁrd. .

The improvised commedia dell'arte resembles

the mimeplays of antiguity in many respects such ag

the gags,vthe‘m@etiggﬂgi_ﬁhﬁAa&mg_@gméﬂﬂ fof'foéling
and deliverance of the jokes which‘require‘superhuman
dexterity of tongue. The tradition of commédia dellérte
still survives up todag} through the comedies‘ﬁf French

dramatists, Moliere and Marivaux, the pantomimes, the

harlegquinade in the nineteenth century which kept

the t?adition alive and later formed Engli§h pantomime.
The English music hall and Ameriéan vaudville

traditions also share and confgin a number of aspects

of +the harlequinade. It will probably be right to

5



agsume that the Theatre of the Absurd stems from
bheae old traditlons which survive now in a cohelent,
reavaluated form. The same cross talk of comedians.,

gags, and vulgar comedy wagepresent in the music

hailvmﬁa_vaudville:$iﬁﬂitidﬁs Which have ragaiﬁed
their‘v&lues and places by means of ﬁhis new conven-
tion;

Ciowning that becomes the inevitablé concern
6f most of the traditions has given an opportuﬁity'
to- the Theatre‘of the Absurd ’to present and‘aipnify
the absurdlty and futility of the human condltlon. To
do so0 , 'such a theatre especially whelr the 1nexpressiblé
is encountewed needs concrete images that be§pme

'flesh oﬁ the stage and.that is at the same time
broadly comic and deeply tragic. What therThcﬁtrqwof
the Absugd suppofts-is that the futility of human
exigtence can be relieved only by the abilityvto gee
onegelf as absurd, Therefore, this is what a;i the
traditions mentioned éo far add to the(Thqgtrg §f the
Absurd, -

Plato had stated that human language had

LA ppr it B

to be congistent w1th haman behavmor. This statement




toymome degree, illumindteé fhe relationship'bétn‘
wééhwthe uée of Verbal‘nonsense and the hﬁmén'situu

: aéién:inuthé.ébntemporary world and its reflections
6n thehmﬁeatre.ofﬁthe'Apéurd. Especialiy in the

trensition periods, individuals have to face with

many changes and outlooks. When there is a constant
fiow, all the value syskems and institutions subject

to change. Because of the decline of all sorts of

belief, man feels himself alone and consequently
L | ‘
ha can not find any other alternative than turning

o 3 | - ey
inwards and evading from the outside demands . So

the. true relationship between individuals is broken

.Binée basi?ally all the otheré are alone and in the
same &itua%ion.-The words uttered become clibhés
and quech'in the final analysis comes ﬁo the point
of nothingmeﬂs.fThe,wofld has lost its centpal'ex_

.planation and meéningg All the values 1ose;their

”Jvaiidity. Nhile‘ajumblingvinto a misty fﬁturé with-

\

—.out having trust and certainity, man vainly strives

for graspipg the moral law which has in fact declined

S _ _ : _
long ago, Whioh is néw beyond man's comprehension. -
Showing maﬁ vainly striving, The Theatre of the
‘Absurd pinﬁoints the other face of absurdity;‘

| 7

!



PFrom the—ancient up to the modern times,

- man has‘always found himself in a quest. The quality

;f'thiﬂ duast has changed and has been determiﬁed by
tﬁé‘expeétations ; fears, hépés , and anxitiés of
MQﬁ. In thé anoiénk périods, when 16gic had ndt deve-
ldped yet, people attributed'illogical explanations
towuniversal events. Lighitning and‘thunder héppened
beéause'Zeua wanted s0. They simply believed~in gods
th&t‘they had credted.:ThenChrimiianity bec#me the
ceﬁtrelof the éxplénatiOns for creation and natural
phéndmena,\Afﬁer a while, 1§gic became the dominant
power aﬁd Chrisfianity began to collapse with‘the
scientific discoveries, So the quest took thé form
of science which proved that the answers givén in

terms of Christian belief were incorrect. Due to

- mental reasons and states, man continued to loolk

for a higher authority and 8s a result, politics,

ideologies were considered as the authorities that

shaped and explained the societies and the value
systems. One the one hand Capitalism was given the

authority of some vaguely defined power and on the -

other hand, Marxist ideology was assumed to be the




dominant power. Through such symbolic constructs,

1ﬁdividﬁala,have«sougﬁf”ﬁﬁﬁfﬁiso validated theim““
existence, But man is no longer free to choosé,,to
ﬁhink,4£§ act., Man isvlost. Hé is surrounded with
thémaéméhding, dest}oying forces.'Haﬁihg been'h

puppet, he pretends to live in absurdity. Nothing

is certain and he is not awame of even his existence

which is wholly absurd. What the Theatre of the
Lo i

~Absurd doesjis to challenge"man who has lost his
sense of beipg, to make an effort to be aware of

the ultimate realities of his condition, That is ,
the quest for holy grail.now becomes the gquest for

langhing, singing, weeping, growling, in short, the

qﬁest is to lsense his absurd as well as tragic

condition, %nd that represents that the Theatre of
the Absurd functions as a means to the religious
reality Whibh has been' a return to the original

theatre.

IMan in every age has a tendency to create

myths for psychologidal reagons and needs. The sphere
of myths ia}the gphere of dreams since.both of them

belong to the realm of irrational. lior myths'hide

£



nothing duq'to its natare and appéal to emotional
fiéld, they are not'questionéble.

Myth is a dramatic vision -of life and

peopié névqr ceaﬁe making myths, acoepting ﬁyths,
bell@Vlna 1n mythg. In addition fo these, people
alw&ya see 11fe dra@atlcally through the myths 4
offered thém bv the commercial &dVertluements by

polltlcs, by the detective story or even by the

internabional dlplomacy. There seems to be a close

. linx between allegory and myth. What theg have

in common is the expression through symbolic-cons-
tructs But yet what makes them different is their

point of views. Myth on the one hand, does not

offer an intellectual qystem. That 15, the dominion
of myth is the illogical. On the other hand, allegory
as é total aystem, is much more concerned with:

the intellect. Nevertheless, dreams which oécur

in the form of symbollc thought have the alle.oflcal
elements in it and the Theatre of the Absurd

containg both while approaching to the indi%idual
experiénce.

IO
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The tendency to see experience in alle-

gorical terms illuminates how men in, the Middle

. . . . l . ,“ B o .
Ages perceived the universe. Everyman is a play

congisting of allegorical elements., Chaucer's

Troilus and Criseyda invalves the allegorical spi-
‘74t in it in spite of the fact that it is not explicit.

Such implicit allegory extended into much Renaissance

i f o . th
drama e.g. Shakespeare's plays. Since 17 lfCentury

deliberate and consistent allegory has continued

to decline yet the greatest of all English allegories

The Pilgrimfs Progress by John Bunyan ,is'é I’?tih
Century wérk.Moreoever; allegory has continued into
modern times, partly because it has become an indis-
pensable habit of explanation. It‘has beenjused as
a resource in the expression of mydterious péycho~
logi.cal experience incommunicabie in direcﬁ’terms.
With fhe use of mythical and allegorical elementis
the Theatre of the Absurd finds a way to delve
into tﬁe subjeétive reality which besically repre-
sénts the longings, dreams,'and fantasies df modern
mar

FFantasy is another element that haé'influenm

IX



Swift's Gulliﬁerfs Travels is a perfect example

that concentrates mainly on fantesies. Such fanta-
gies opem up & glimpse into thé infinite without
“restrictions, transcending the relative poverty

of the real world. The realm of the imagination

enables fﬁé éRQatre<Qf the Absurd fto projecff

mental realities of whiwh the modern man is unaware.
| The Myétery Play iin iﬁs.form and

conteﬁt has‘reached its utmost development in the

Autos Jacramentales of the Spanish Barague Th

eatre.

While retafningig}lqggr;cal elements ., it contains

1

at the same time the mythical, dreamlike features.

The‘Spanishfbaraque period can be associated with.

the name -of Pedro Calderon . The theatre of calderon

shows life as a dream amd a stage from an allegorical
standpoint. Stage is thé panoramic vision offWOrld
.gnd the Greéator is the Author of the world. On the
“ﬁtége_ﬁheoharacters play the roles which.aré assig—

ned to them by the author of the world. There is

no doubt that the exponents of the Theatre of the

I2
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Absurd have been iﬂflﬁencéd"by such writers‘like

Calderon,-who have accomplished to presént world

as a dream'Which-is‘likely to be the reality at the
4 : "y . '

level of individuel experience..

Awngust Strindberg has’conributed a great
deal to the|developméent of psychological subjbctivism

that had later led to naturalism. Strindberg has

attempted. to capture subjective reality of inner
statea of conciousness from the Expressionist‘point
of view which is different from the traditional, 5

representational attitude in projecting mental

realities. To Damascus; A dream Play ,and thethggﬁ

Sonata have manifested Strindberg's approacﬁ towards
.a new kind of universe in which there are no $écret8,
no ;aw, no incong;uities; That is to Say, itlis the

Ciniverse that constitutes the barest reality, and

at the same time it is the universe for which -

e

Tonesco has:been longing in his plays.‘
| It ig obvious that when descriptive

details are suggested, realism ig likely to be;

inevetable. Kafka's short stories are.assumed]to have

guch power. In his works, even the most improbable,

13
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and str&npeat gituations are given with such rich.

-det&llm 80 th&b they} seem to be as if they were real

>

If the caae were not so ; the human condltlon chaxacm

terﬁZQdWWithfhorror, anxities,-guilt feelings would

be something dmfferent than nightmares and obsessions.

Realistic detailﬁdan be supposed to be a prerequisite

for con&éjing a sense of absurdity. In fact,'realism
with details exeggerated is a way to deny the reality
deﬂckibed and this dialectical process determgnes
the pfesentétion, structure and comprehensibil&ty
of fhe subject matter of Kafka's vivid inventions.
_Kafka is one of the writers who has achieved to
redch tﬁe universal with his owh obsessions,éubjective
“reality thus offering a richness and influencing the
Theatre of the Absurd in its formation.

The deveLOpment of psychologlca] suaJeom

tivism has manifested 1tself on anothex plane —the

novel form -, lrench_ Marcel Proust usgses the faculty

of memoxry in &a new, original way. His bagic dssumption
is that an incident is, at the time of experiencing
it, definite and insignificant when compared with

the importance it may come to have in the memory.




He also points out that the incidents which are recal-

led afe infinite so that they form a key to open new

.

IS kAR IR

vistasg. Proust's subtle minuteness rendering the
‘human consciousness subjectively recalls both Henry

James and_James joyce and also_Virginia Woolf .

‘ngges JOyQQ}4,M&MEMLQMKQ&QL_QQ_IhékggYQlop~
mentﬁéf thérTheatfe:oﬁth@ Absurd is direct ahd power-
ful, eépeciallynwifh his great novel,'lesse§_  with
ebiaodéﬂ in}the form of dreamplay, has penetrqtedﬁ

into the coﬁsciouaness capturing tota}y reality. His

technigue called stream of consciousness @ggﬁenabled

him to create imagihatively“a—who&ewinﬂjvidﬁal“sét
against the background of the oldest extended portrait
of & man ~0dysseus- in European literatire. In his

PFinnegan®s Wake , Joyce establishes a dream experkence

which has fullyArepreSented‘the Theajrevdf the Absund

Here the influence of the psychologieal ideds of

Sigmund Freud can be perceived from the anéles of

the mechanism of repression and the characteristics

of dream agsociation.'innegans Wake has importance

particularly for its lﬁnguage, Ag how Lewis Carroll

has used 1anguage,vJoX£g~ fusing together words, has

i5



caused them as in dreams, to suggest several levels
of 31ﬁniiicancelsimultaneously.

| | | TﬁekpaQa movement aimed at dustrucﬁion

of Eo&énﬁiohal art of.the bourgeois era was alSO‘
imﬁxémaivu for the Theutre of the Absurd in terms

of its features containing nonsense poems in'@ialogue
form;vaﬁd the usé of bizarre masks and costumes.

One 6f-fﬁe magférs of Dadaist plays was Tristan

Zars ., His three act play called Le Coer a Gaz is

A

, oonﬂldere@ s a‘perfeot example of pure-theatre

especially for its nonsensicdl dialogﬁe with - a

gubtle rhytgmLﬂﬂ,ﬁ¢~/»~’~*ﬂ ‘ f.. -
Surrealism- in its'assumption that.it is
an art fdrm which ié more real than reality expres-
ﬂiﬁg essences rather than Surface’appéar&nces'hgve
attracted tWe advocates of the Theatre of thgiApsggdi.
| ﬁnother movement that hags had a gémmon

tend&ncv w;th the Theatre “of the Absurd was German

|

Exprgss;onimt movement. Yvan Goll who belongs to

that movement has stated that atage becomes surreal
when it is aware of the things behind the things.

To objectify thought and feeling and to project

I6



iggar realifiaé; ﬁhat ié; to probe into a world
bejondﬁﬁhé aenées, such an approach is mora.gpprop~
'ridte.gﬁd'im naodad. In addition to these, he uug&owtm
H:that‘thé_stupidityof hum&n beings can be conveyed
_ohiy by eﬁbfmitieé since méﬁ's situatiqm has enor-
méus dimengions. Goll, from this angle, is éssumed

to be ohetbf the antécedent of the Theqﬁ;@wéfphe
mosura .|

The theatre of the Absurd rejects the

possibilitT of knowing one's motivation and for

fﬁis reasop the audience is cohfronted wiﬁhﬂcharaou
ters»whoSegmotives end actions , most of tﬁevtime

z :
are incompfehengible and unknown. By this very nature
thg?heabré of the Absurd fulfills a purposé;that

ig to say, it prevents the audience from identify-

ing themselves with the characters presented.

|

Bertolf Brécht‘, in his didctié, socialiast theatre
has tried ﬁo achieve this éim however, his brilli-
antly drawﬁ characters have made himvfail. fﬁroﬁgH”'
identificafion the audience is made fio adopt the.

points of view of the characters, therefore, they

are prevented from seeing actiona critically.

I



‘What_Brecht fails in experience is.achieved

by the dra&atisfoBTfiﬁEﬂ@bsu@@. With comic characters
fha Theéﬁre of the Absurd makes identification comple-
, tel& imposmible.‘An audience when faced with sﬁch
comic charactemﬁ arewnot able to identify themselves
but just ;l.;fl\lgl'l. ~at them. Although t,hlq 'l‘l').eatl‘ql_ _.()'f'; ‘l;H.e _.
Absurd, deals with something bitter and violent, it
ia»a comio thedtre, hence the audience remains as
an outsider fhrougout the play.However this is not
the only fuhéﬁion of this spewial genre.A kind of
criticél value is inherited in the plays of the
Thaetre of the Absurd. '
Comédy as_Mortimer defines in his -defence

of farce:

"Comedy is the only thing worth writing
“in this deSpairing world..,. It maylbe that
only in the most secure and‘opti@istic ages
can good traggdieslbe written. Our pbesent

s%ﬁg@f}ggiiLLJ,iaffar.IQQ~$mlegﬁ_iQ;be
rldescribed in terms that give us nb 0pPPOTr—-

tunity to laugh, »
2

A universe that has lost its unifyihg principle

I8



itas meaning and purpose,in short a disintegrating

wold as well as aen absurd one can be conveyed with .

Laughter and with horror,Harold Pinter defines his

own works: S N - :ﬂﬁ
_ o -
" EVérything“iswfhnny+m$hewgfé;tef¥earﬂesﬁm
f - ness is funny,,even tragédy is,funny, And
. I think what I try %o do in my ?layﬁ is to
'§ get to this recognizable reality of the
!
{ absurdity of what we do and how we behave
g and how we ®peak,.® 3 |
Pinter adds telling that a play is‘not an

| .

- AP , R .
essay and for this issue he comprimises with Ionesco's

thoughts:;
"I do not write plays to tell a story. The

theatre can not be epic...because it is

| - dramatic.®

Both of thé writers seem to share-a common

ground that theixr practice is to-repbrt witﬁout expiam

nation or |judgement,Pinter critisizes‘addihg:
" o...nor éhOuld a playwright undéf any - o
exhortation damage the consistenéy of his !
characters by injecting a’remedjfor apology for
fheir actions into the laét act,Simply

I9



'because we have been brought up to expect,

"rain or sunshine, the last act 'resolution'.  §
Mo supply an explicit moral tag to an evolving
'and compulsive dramatic image seems to be

'facile, impertinent and dishonest. "5

ihe playwright can not be a prOphet‘is'what
Pinter tries to convey. And thus in the Theatre of the
Abs‘urd' the whole of the action is myste,ri’ou.s,r m;}mdti-?
vated,and at first sight'nonsénsical.Theref§re the
dmfferencevQétweeﬁ,B;agggigg:ggichandgAbguxd.iheatrﬂ
can be explained from the points that in the former
the audience's critical, intellectual at-t'ivt.ude. is
activated and ih the latter in contrast , a,mére
deeper level of the audience's mind’is worlcedoutn
The ®heatre of the Absurd releases and 1ibefa£ea
hiddenlfearm and reppressed aggresSions and activategs
psychological forces.,Ionesco defends humour'atating:
* Humour makes us cénécious ,With a free
lucidity, of the tragic ox desultory COYim
dition df.man...To become conscious éf
what is horrifying and to laugh at it is

to become‘maﬂter of that which is horrifying.n"
6
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Civilizatigns hgve opened umbrellag
to shadow the chaos of life. But ndw‘fhe umbfélla
has many big hoiles. A%sﬁrd dramatistg ﬁrefer‘té
. throw the umbrella away. To face wit@ the absurdiﬁy”?f
of life in its true bareness is?the-only way for” 8
~salvation and liberation of the:humanbeings, |

otherwgse I may net exist.

g

. 4
Adamov and Ionesco have been the most

successful writers in the Theatre of the Absu?d‘v

Ionegco denies everyékind of mofal in his theatre =~
that is bésically ag%insﬁ the Afistotalian theatre.
4]}is—moxality—ae@msfxéfkefself’discovery .He’insiétéx
on telling that thea%rejis not 4 place fior idéoibgies

logic, psychology, and philosopﬁy.For this reason
. : : :

. he never analyzes but just presents and makes use

of satirical aspects, The Ghaird and The Killer

are the plays which demonstratefwhat it feels like
to be in those human situationsl
On the other hand, Adamov compared with

Ionesco seems to be giving some lessons. In his

Invasion he uses dr@am motif and kafka like details.

. Being one of the exppnents of the Theatre of the

Abaurd,\he has contﬁﬁbuted a great deal,
; ;_
|
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In terms of contribution,the most effective

of the dramatists has been Harold Pinter.He was born

S

in I930 in lLondon, the - son of a Jewish tailor, and
P grew up at a time when fascism both in Inglend and
. . ‘\ . I s

L ‘abroad was its most dangerous.At peventeen he went to

‘drama school but dropped out. Hils first play The

L Roomwas first performedﬁat%ﬁristol Unlversitv"in*“**i*

19578 His other plays are The Dunib waiter, The
!

ﬂBirthday Party — A slight Ache, Revue Sketches,

A night Out , The Caretakey , Night School,

The Collectioh, The Tover, Tea Party, The Homecoming

Silence, 01d Times, Lamdgcape, No Man's Land,

_Night, Betrayel,Family Voices and Monologue.
He is the mogt creative of the contsm-
porary writers and has contributed much to the

Theatre of the Absurd.




:CHAPTER.I
IME  BIRTHDAY PARTY
- % Human kind
Can nét bear very much realify.'
( Eliot, Burnt Norton,I )

The three main characters of The Birthday

Party , Meg, Petey and Stanley represent somehow the

situation in-which the modern man : finds himself. They
aré“fhe individuals’who are madé to choose a life apart
from the oufside world; When outside demands become

too mﬁcﬁ ’ ﬁoo gieat, individuals'teﬁd to avaae from
them and fofm a world in which they find peace and

feel themselves free. This escape works out as a

defepsa mechanismdué”tobés&éhoiogical requirements,
Meg and Petey, the‘old couple of Pinteré

fira£ fu}}!}gﬁgﬁhmplay, pretend to live in such a Waﬁ

that fhey are happy and comfortable in‘their,boérding

house. For years, the only visitor in this boarding

house has been a young out- of- work pianistggstqplgy.
.TﬁGSG threeg together form a womblike world for
themselves even to the extent that they do not know

much about the outer world and they pretend to be
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i

interested gn the news :

'$'Meg,you get your paper ?

Petéy: Yes.

Meg: Is iﬁ good 9,

Petey: Not bad.

Meg: what does it say %

Petey: Nothing much., ;J

Meg: You read me out some nice bits

yesterday.
Petey: Yes, well, I haven't finiéhed this
one yet, | _ . ;
Meg: Will you tell me when you come to

something good 9

Petey: Yes, " 1

Meg's husband Petey is rather a kind man who

- works on the promenade as a deck chair attendant, -

"

Although he is silent all the time, he, relativel&

can be supposed G be the most social one among the

S —

others since he still keeps his ties with the other
world. Furthermore, he is much more aware.of the
things around him . On the other hand Meg,who is

too lazy to read the newshaper, up to the point of

2
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.atupiaity,Icomments earnestlys

" Meg: What time did you go out this mor-
ning ,Petey ? o
Petey: Same time as usual.
o Meg: Was it dark?
Petey: No, it was light.
Meg: But sometimes you go out in the
~ moxning and it is dark.
‘ Pétey:»That's-in the winter.,
Meg: Oh, in winter.
Petey: Yes, it gets light later in winterb

° ] n
.Meg, Oh. 5

?he is tdtally unaware éf the facfsvand éven
of fhe nat%r&l phenomena. Hér world is now é closed
world in wLich she builds up her dreéms,>woiks‘out
hexr fantaa%es. One of her dreams  is perhéps to have

& child. And probably that's why she treats the other - o

&
&

member of thehbuaeﬂstanlex as if he were hér son.

and .she isginterested~in the news abOut_one'who has
got a chilg. Moreover, Stanley responds to her mother-
1inesé'in éucﬁ,a way that he teases her in every
chance he has taken. The reason for why they.ﬁave;
constructed such a mutual relationship between them~

selves is that they lack an independent identity:

There is no way for them to gek rid of thei& hopeless

i e e S .

P
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situation, but yet both of them play the roles that
are dssigned to them by their own fantasieé,'Meg's
gtifling attitude is very obvious in these lines
» Petey: Did he drink it ? _
Meg: I made him., I stood there till he
did. I'm going to call him. Stan.
St&nny, Stan, Iam coming up. to fetch
you if you don't come down. I'm coming
up., I'm going to count three. One.

Two, Three. I'm coming to get you, "3

All of a sudden, the peace will be desroyed

bécéﬁéeléfmfhérﬁisitprs who are expected to come o
Meg's boarding housé. Why'Sténley becomes that much
irritatgq,MgexyQus#and~aggressivé~is~ne%~é%é&rvu.
Perhaps.his long repressed.guilts and. unapdken fears
are and will be férced to come up to the surface

.so thgﬁuh%s pqstrmqy catch up with him. Such inter;.

.
pretations are possible, however, the only thing
| :

| :
that is opvious is that Stanley is no longer com-

fortéble én thislseémiﬁgly warm houSe.

"Stanley: But who are they ?
Meg: You'll see when theg come.,
Stanley: They won't come.

Mews: Why not? (

Stanyey: I tell you they won't come. Why

2.6



didn't they come last night, if they were
. coming.”? | |
Meg: Perhaps they couldn't find the pilace in
the dark. ”
$taﬁley: They won't come. Someone's”taking the )
_Michmel. Forget all about it. It is a
false alarm, A false alarm. Where ik my

't &‘? 11
¢ 4

ﬁr&iﬁ@ té decieve himéelf bﬁt he knows very Well
that they will comé goon. On another plane, Stanley
éiéﬁifies in his personality the weaknesses df humaﬁ
kind, As‘he lacks self discipline, and basically all

the others do, the true relationship betweerr~them

seems to be impdssible'éfmléﬁ§£ﬁﬁﬁﬁéaithy. M;éwgfien
télka abdut her.boarding house as though &t were on
<the‘iiat and wants the othersbto asgert it. Her,dream
“of a;big‘hetél:isher"pretenoe. And élso Sﬁa@ley
though there is nof mﬁch evikdénce about the'extent

of "his proffession, claims to be a good pianist,

hether he \tells lies ormot , it is clear that he is

¥

living in 8 world of illasions. Althogh he has given
a concert gnd as he claims it was a great sﬁccess,

when he wasg supposed o give the next concert, the

27



circumstances did not allow him to show hié»ar%istic

ability-éﬁalfinally'he has.fejected this grim-world.
Now he hm; been idle for months and he does notl
.h@Ne~tha gtrength to face with‘thé outside wbrlﬂ,

in genera},the u%moat realities.He is in faét, scared

L o
of something and that prevents hism to get into

| P
relation with the others. When Lulu from the next

dbpr tfie% to tempt him, he is unable to respond in
a healthy manner :

" Stanley: How would you like to go away
with me ? | ' |

Tulu: Where ?

Stanley: Nowhere. Still, we coﬁld £0.

Lulu: But where could we go 2 -

Stanley: Nowhere. There's nowhere to go.
S0 we could just go.It wouidft matter.
2 Lulus We might as well stay here.

- 8tanley: No it is no good hereb *

A3 it is seen, fear has made him live

withgut feelings or at least, it has prevented him

to go on gnd take part in action and also to make
gense outgof the things around him. He is living

pretty much alone while he seems to.have'lﬁst his

identity as well. As a result, he becomes possessive

2&



'g-of the others. Inma“sense he is obliged to be so

_ because there is always the dangér of being deprived

of What.mntters to him and this constant danger is
extrémély‘influentiél down tg his very identity,
Agthough ne'is"tétauy lost and at the same time
does not Yave the power %o strive, it is ne¢éssdry
to point ¢ut that Sﬁanley to some degrec, Qéems to

be. aware of his hopeless situation and mental state

" Yulu: Why don't you have a wash ?

|

>

=

Stanley: A wash wouldn't make aﬁy

difference, " 6

What has forced him to live dependant on
others and in particular on Meg ,and what has
cauged him to crawl down on his bended knees is

obgcure and yet 'it is something Withrsuch,awgreat

-power hence Stanley comes to an end with his inade--

quacies exposed, his confidence gone, if he ever had

his houseiand,wif&¥iost7 However, 1t 1is ciear'that
there is no way to know one's motiﬁation. And the
vagueness of the situation in wﬂich Staniey-finds
himself with a éense of gin, somehow represents

what Pinter tries to pinpoint. The impossibility

29



of knowing one's mqtivation while lile is in a
constant flux is the fact which is indicated én
_Pinter's characters. '
When two men appear from nOwherei Stanley
who ié idling awa& higs da&s in seaside longings,
ig disturbed by the afrival of the ménucinévﬁtrunw
gers, Mccann and Goldbgrg whdse‘backgroundfis not
known -but can be just:guessed at, in a mystérious
) .
way, seem to be afﬁef’stanley. They have come to this
place in order to fulfill sort of a Seéret tasks
" Mccann: Sure I trust you,.Nak ;
Goldberg: But why is it that before you
do a job, you're all over thé place,
_and when you're doing the job you're

as cool as a whistle, ? ® q

I

At first hand, the guality of their task

repregent é kind of vengeance that will be exacted,
or punishmént for what Stanley has done or is thought
by someone to have done.

As the opening scene goes on, thegpgstery

S
element becomes much more visiblé and is introduced
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L -
with an important function in the play. On the one hand
the curio&itv for the spectator and reader ié evoked

and alao }t furthers the action. On the othex hand

p

tbis elem@nt presents seriously the danper 01 disaster
when control is iost and the demand;ng, menacing

fofces of“the world gain the uppér hand. In this
réspecf, fhe appearance of Gp;dberg and Mccﬁnn displays
a, Kindbofiwarning that‘soon a confusion wili he created,
_However the oppasite of the case is also probabié.
Néthing cén happen and at thé same Lime is certain.
analygid , life is a continous process as well as

there is no central action in if. So life as it is
lacks the direction, the cathartic effecta»of comple~
ted events and the external causali£y.

Before the end of the firgt act;_Mcg
plans.to prepare a birthday partyifor Stanlel. Why
Goldberg ingists on having a party for him ié not
explicit but Meg enjoys the idea. Before the party,
she gives her present, a boy's drum tovstaﬁ;ey.

Meg selects such a present partly because ahe hags

[
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| does“iﬁ aeiiberafely tbbshaw that Stanley hasflost
hlgwartlstic abi]mty thus reduced to nothlnpnceu.

| .Stanley does not want to accept Lhut

1t is his blrthday. Probably, he denies hié‘existence
that hag heen denled long ago. His ver belng is no
iaﬁg;r amgniﬁlcént and the atbltude hc has taken

in order to copo wmth thevworld of 111u31ons provides
umgohplnmentary element to deny the external reallty.
Anobher explanation for Stanley 8 ,case can be given
from another v1ewPolnt, Perhaps he is forced ﬁo
grﬁw:up aﬁd he has growing up problems with which-
he is supposed to .face.;From the start , hé is
showqw@gﬂawgbi;d, and while the play is proceeding,

he iz perhaps seen as & matmxe being. The develop~

ment of the psychological make up of the belnp may

end up withwuébay. This can_be an appropriate inter;
pretation for the situation which Stanley is made

to experlence. But as. often w1th Plnter , to define ‘

| . ,
the play too closely is to limit it and lose some~
thing.

The fnrst act is conoluded w1th/§£én]ey 's

v1o]ent behavmor. In a way he is reduced to a

2%



ié%éi”that hisg inner world is no lonmer priVaﬁe‘ﬂnd
the core ia destxucted Now step by step, he getg
clomer to hiﬂ destruction.

o The seoond acts bepnns with the preparo-
&iané f§r the birthday party. As consciousness gives
lé%ﬁpof pdin;;Stanley tries to escape once again but
hia‘éfforté are made to be useless. The impbﬁsibilitﬁ
of:eﬂc&piﬁg from oﬁe;s consciousness is what Pinter
tkiés to feveal. As a resu1t, Stanlevvshould experiQ
ence the fear and ﬁhe pain 31nce his oonsciouﬁne 89
is the only thing that is alive in him., And it is
braughtvupfto the surface.

~The- characterization of Mccann and Goldberg
i8 of great importanée and is drawn iﬂ guch a way

that they are shown as parasites and in thé meantime

as - desbructive, harmful forces. Fspe01allv gimple~

minded Goldbexg draws a grea deal attention. Obviously,

behind this kind of characterization lies sort of

i
i

intent. Fﬁom this angle, Pinter seems to present

individuals who are disregarded by those who‘consider
LhemseLveﬂ asg aupermor to others. Such pseudo— supexnor

personsg think that they have the right to enter



- people. 1t;aeems

|

other“s inner depths and to penetrate inside the

that_Pinter is critisizing those

whb'mra after the desruction of individual's privacy.

Eveﬁ iff an individual allows one to enter his vexy

baimg,'thia alaso ﬁé&na'that his being is in danger.

To know one that much in detail, demonstrates that

he is not himself at all and finally he becomes a

‘puppat in the hands of the superiors., In addition

It AL

to these, Pinter by drawing unsympathetic characters

%ikelﬁoldberg and Mecann is likely to show the other

side of the sase, that is, he is at the same time

)

critisiziné thbée iike Stanley, who have not acquired
the rigﬁt to say no. If it is thought from the
Existenthalist point of view, man is nothingvoﬁher
than what he makes himself,and he has total respon-
sibility for his acts. As an example, Stanley

claims thét his second concerﬁ has been‘cancélied
because of some others, Blaming others for such a
reas;ﬁ can he conside?ed wrong. If he did not really
wanted it to be so, thé cése would be different.

Only if he has made the decision to be free, will

he be free. Such interpretations and comments on

Stanley's psychological and existential coIia§§é””
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IEN 4 “ s e

oan vary nmcoxdiny to the perspectives udophed Blabow

ratmon could be made on the 1ssue and iet the area

..

ﬂeamm to be very proxlfaratlnp. I'oxr this reaaOn, to

11m1t cr1t10¢sm may 1ead to the distortion of the

p.l,.a,y.

When an external code is puL on an indi-

: vmdua1 that being is made to lLVe quite p&BSlvelV.

l
Hbre botal %solation is usually desired and even pre-—

R
farred as in thu case of %tanley Instead of- Ebnng

courﬂgéa in actlons and thouéhtsj é@gg;;y and .in
geneyul the otherav,should choose to Le bxave' ih
bearing and|experiencing the troubles as well as tﬁe
utmost real%ty, By means of thig approachAtoward life
individual %o some degree can validate his owp‘prew
égnce and t%erefore his own sense of realitm;So the
'hidéoua unc%rtainﬁiﬁsof exigtence can be'ched with
pluck, resilience and humour.To bear those exposed
to the,iﬁdividual and the action limited cauée

active momentum in drama to be eliminated . As a

result, expgrience or life which is not able to find
. | R |

-a room in t?e outside world tends to turn inwards.
Moreover, ﬂhe pressures from the past do not allow

35
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'the 1nd1v3dual to 1urthpr action and llvc the momonb

kae Stanlev who is trying to get rid of the 31tuat10n

to wh:ch he haa %ubgected 1nd1v1dual“1s not,capable

e Y

._QP yo;ng on action and even tr1a1 to further actlom

l‘iﬁ made to be impossible thus the result happens to

ba deeply traﬁlu For~tﬁn 1Jolamed 1nd1v1duth”When
%tan]ey is tormented wlbh bizarre qucatlons and ends

up with mental ruin, hmg tragic as much as absurd

'situation shows now an 1nd1V1dua1 life can be deotrom

yed byvthe egocentrlc powers that areu a&ways'ln
wantwof‘domination.‘Stilngigﬁﬁg appears to demonstrate
a néw kind of heroism on the part éf his chajacters.
In spite of ﬁhe fact that Stanley or the otheré

are not suppomed to be heroes but just viofimé,
E&ﬁﬁpr wants to evoke 8 sense of courage and hexOLSm
that ia ex@cuted by facing the troubles_of life

and the Wérld.

From anothexr perspéctive,LMccan énd moxre

apecifigally Goldberg ‘may represent fears,sins,

ovil thoughts that are created by and in the mind

of a person., Moat of the time these are.beneaﬁh the

surface since man seeks to push them into the depths




of his mind sometimes consciously and mometimes

anbuitmvely.rmhe hldden alde of pergonalxty illust-

rated by Goldberg seeks 1mmed1ate gratlflcatlon of
Gy

neada, Althouyh Goldbarg prctends to be hlghlv

. e e O
pevuonalltv whlch 1nvolves guch characteriatlca

to be lxxpsponSJble, emotlonally shallow, epocentrlo
and 1mpu]sxve, The apparent struggle bptween .

_Stanley and Goldberg may somehow express dymbolloally

/"

his unconaclouq”pﬂrt”‘Once control or self dlSClpllne.
.13 loat presum&bly, the upllneus, the shﬁpeless,
iormlesm thing will flow out of the depth. Evil

thoughts, ﬁina will then constitute the 1ntepra1

part of pe@aonality, Here Goldberg the evil. side

of Stanley| wins the-battle and the other gide~ S ——

:exPerienQegmthe”feelings of hopelessness, ugliness
in severe depression., Such psychological outlook

. , x , .

may add something to the analysis and interpretation

of the play although there isithe problem of veri-

fication that should be taken for granted.
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Goldberg and Mccann try to steal some-

thing that they do not own.Stanley's identity

in the'formléf rape is“taken from him, They‘join
an'expeditioﬁ inﬁé the unknown? to the limité of‘
being. As| & result, situation and the playfitself
grow more and more dense, become intensified by

the crosse~talk :

" Mccann: Why did yoﬁ leave the ofganin
5 zation ? '
Goldberg: What would your old mum say,
Webber 9 |
Mccanh: Why did you betray us ?‘
o o
Gdldberg: When did you come to this
place ? |
Stanley: Last year
Goldberg: Where did you'come from ?

Stanley: somewhere else.

?
©
L]

Mccann: You betrayed the organizdtion.
I know him. -

Stanley: You don't. ,

Goldberg: What can you see without
your glasses ? |

Stanley: Anything.

Goldberg: Take of his‘glasses.'ﬂ

38
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In & woikld

l‘.,';‘. e

anvthanp around him anvmore, he separates

Sy

and‘vainly
to b@ diqt
@aoapé do
fo}gé; wii
bLmnd iiv

F&vum the

T e e e

Without his glasses, Stanley goes blind,

when an individual does not want to see

himself
put restrlatlons around his be¢ng not
urbed by bhe outsldert. However thls

es nob work gince the powerful, BVll

1 not let the individual who already goes

'

e in illusion. Man also &3 . not

chance to say 'no' as in the case of

ﬁtunley. Eurthermore, man is used as atool or just

i
an obgect

integrity

the weakne

that has no meanlng on its own. Thus the

;and dignity are split apart revealing

gses inherited in man as his constituent

element, What is more significant is that blindness

is.what th

L

e authority desires to see in those passive

objecta. When one becomes blind y Lo shape and

|
direct him

})088(’3‘31\/6

And thls i

is much more easier therefore he‘becomes

of both the authority and Lerxltory.

s also whal the modern man suffers from

in the technological world, Men surrounded with

unknown, e

none other

ventually reaches to the point of being

than himself.

39
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Before the party takes place, Petey

gdes out because he has o go to his chess club.
He is not likely to be involved in the dramatic

Bktuatlon Whlch will occur and reach %o its- peak
56&5, partly‘beoaude he, relatlvoly, does not
hﬁva 80 much Ln common with the others.That is,
hé‘ls‘@éde to be ah‘outsider wﬁo is not 1nteres~
ﬁedlﬁin‘What;évgoiﬁQWOn, aﬁd does not want to
take reépdnéibilitieé ét all éven to the exﬁent
gﬁgk hs dellbmratelv escapes in order ﬁot tb See
and éxpermence pain and keep up pace with reality.
In the course of the party, Lulﬁ '
tries to tempt (foldberg and by the effect of

alcohoh Goldberp, WLth & nostalplc sentlmenhallqm

remembers and talks about his past, partlcularly

about hig- Eumnly relatlonahlpq. Afterwards, they”
decide %o play a game of blind man®s buff. Up to
that moment, Stanley sits silent as if he were -

o |- \

ready for grave or for something else.

While the play is continuing, Stanléx'a

T

eyes are bandaged for it is his tuxmﬁbMQCaﬁﬁ:wggne

of the representatives of the power which aims at

Lo



turninﬁ tanley into an 0vexvdny rohot , breaks

po

th glassea, During the process, Stanlev uteph into

i

hia new qum. As Martin Esslin points out, the

deﬁbructlon of hm% drum may mean putting'an_end to

.

hié ﬂtatué as an artist and as Meg's little cﬁild.
‘nﬁnnley, blinded, finds Meé as the'iightﬁ go out.
At thla very moment the play forms itarclimax; Then
in the darkneas ag evervthlng becomes dark in
p%&nl@y’@ mind, with a wilderness he intends to
r&pe Lulu, Elnally, he. goe% totally mad. Whab is
left 1n the end is a personal failure to retaln a
sense of his own ekiétence and an aventually_total
failure tb retain a sense of reciprocity in‘any of
his human relationships. And now it be&omeé1impoam
sible to work out his salvation, Stanley gives up
the strugegle which is actually lost in the Qery
beginning. So his body is driven to upstairs by

the two Slnldt@r v151tor5. And that in fact complem

tes the play, in other words, it brlngs the end to

the point where it i starLed The way wt&nlex -

selects is by no means a gsalvation for him and

the result is ineviktable if there is any kind of

Ll



result,

R The final tablau 'is completed by,. the
tﬂikd‘ﬁdt, Thxmughoutrstagqu!m hysterical depres-
aiqh}_Mgg“in'herAOWn illusions, is not ablé to
oompréhend What'é go;ng on, But the nekt morning
?etey'feéla“the atrangeness and tries to prévent
_Neg from wakiné up Stanley
" Megs But:you sa& he stays in béd too

" much. \
Petey: Let him sleep...this morﬁing;

‘Leave him, " 9

Suddenly Meg asks about the big car oubside.
Always ;nﬁfﬂarﬂof~deathj’Mé@fthiﬁﬁﬁrﬁﬁﬁﬁrn%pﬁranoid
guspicion that it containa‘a,wheelbarrow invit.
Aftexr it is asserfed by Petey's account that mt%
does not have one, she thinks herself BecuréfHowevé%,
the messengers from the death land do offer some-

body. Indged the black car is a means toﬁggfﬁr'

that dark| death land.
The enormous gap between the intent
and aotioﬁ shows itself once again while Goldggﬁg

and Peteviia talking about Stanley.:
' 7 .

|
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" wilccann: He tried to fit the eyeholes .into

i | hi§“é§ééfﬂiuieft him doing it.

?%tej? There is some sellotape somewhere.

We can stick them together.

” Goldberg: Sellotape. No, no, that'é all right,
Mr Boles. It*1l keep him gquiet for the

. ~Yime being,keep his mind off‘other things.

‘_Peteyk what about d doctor ? |

AR FE Goldbérgg'ltés’all.taken care of. " 10

As.itmi;lciearly seen,‘nothinélis a%tempted
ééNWeiinas actualized;;sfanlei, Meg, and Petey look:
1ike_shabby lewns. Although‘they.feel the constant,
. danger of loming what matters to them , in prdctice
there is nathing in hénd* Their situation is a trap
and there are walls everywhere. To climb upithaﬁ
wall offérﬁ both courage and action. Fér théyfhave

neither of |them, security is thus made impossible. A

Stanley and the other characters are in
. \ .

!

8 way, introduced with hell. If it is assumed that
hell ik other people, when individual comes face
to face With others, he is severely =~ -~ . pushed

into hell., So, introduced with Goldberg and Kccann

&3
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'the prot@gonist is aléb pushed to hgll for his
puﬁimhme%t. | . |

| | In the third act, Mccénn and.qugberg
appears ﬁo be.rathar uncomfortable and ner&ous;
They quarrel with each other as they are tg}kmng.

. They are not at ease for they.héve compléted their
g1ven taaks euccessfully. Their congcience. does not
&llow bhem to facl~e@miort#~ﬂspec1ni&y~@oldbexy

gets verv angry when his fellow man calls him *'Simey*.

" Goldbcxp. Whatn d1d~V0u~ call- me ?
Muc&nn° Who ?
Goldberg: (murderously)’ Don't call me
that. (he seizes Mccann by the throat)
NEVER CALL ME THAT? _
Mccann: Nat,Nat, Nat, NAT, I called you
Mat. I was asking you,Nat. Honest
to God. Just a question,that's all,
just a gquestion, do you seé, do you
1 2w |
follow me 11
At that moment Goldberg is not able to
bear’aﬁythimg because he is very weak. He often
changes his name in order not to be identified or

recognized by some others. As a matter of faot,to‘

be an important person is what he wishes but his
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weuknesﬂes lead hlm to fallure.
. , ‘ .
In thla chaotlc and helllsh 31tuation
thuy are m&de to be each other'ﬂ torturer. On the
1‘1 B v '

pther h&ni, boTh the torturer and torturpd ncod

ea.ch other because of the dependency. They are

Ha

bound to @ach other forever. And this is a Strlking

i

iiluﬁtrationlof man's double ihprisonment in the
gglfwan&!;hxough the preqnnce of others. Lach of
the charmotera is trapped in a prlvate world of
guilt. and ahame,the gsexual pervert, the coward,

The self torturing potential of the mind and the

self, puniahing‘WOrking of the intellect arg,what

" the charaﬁtara posgesas whether they‘like them owr

not. At the end, there is no solution bat to get

oon wn‘rl;h,,:L't;..*/"’.’“'~
Thus the play ends with éiving Stanlgy
a new kind of 1denL1Ly which in essence is not very
different from his former one. He will again be
aﬁ ihatruﬁent for those who desire,for more'bdwef :

“Goldberg: From now on,we{1ll be the hub
of your wheel. ‘ '

Mcecanns We®ll renew your season'ticket.

Goldberg: We'll take tuppence ofi your

momnlnp tea.

4s.



Mccann: We'll give you a discount on all
inflammable goods. '
goldberg: We'll watch over you,
Mecoann: Advise you. _
{ Goldberg: Give you proper care and treatment.
 Mc¢ann{ Let you use the club bar;

Goldberg: Keep a table raserved. " 1o

Thcy w111 plve all tne thlngs bhat an 1ndlv1dual-

naudd 1o 1tve in a conventlonul world but in return

they wanb The freedom, and in particular his conscience

".fthat méang his very essence , the core, Therefore,
like a robot a mechanical pérson will be recrepted

he will b@ glven a shape deformed, he wlll contmnue

t0 be consumed in traip which is also in another
trasp.
The name of the play ironically rev&is

~that reborn is not a possible phenomena since birth
LomEREER AR AT B RNERAN , .

: 1 :
requires # new identity. To get rid of the old
. | ==

! . .
identity,s persom should relief from conseiousness
! | v ‘ ' .
and this ?an be attained.only when the person is no
longer con501ous, that is when he is dead.

‘Such a play like The Birthday Party can

be interpreted on many levels However, it is not

that easy| o make any kind of generalizatibﬂ about

LG




the atrub%ﬁre;wﬁhé plot,'the‘charactera, the subject

matter, sppecially in Pinter's case. His distinctive-

ness among contemporary dramatists arises from his

QSé of dihlogue. Words are used less for communication

than for [justification by the speaker's self to nimself

and' as weppons against others who exist not for
relationship but in order that each may find assurance

SR ERL e

,thhthe,eriata himself.

the inexpreséible to trédscend the scope
of l&ngﬂ&ge itself...» 3
His works having a poetic valye, as an overall
structure , usually require an audience whibh is
expected to have an extraordinary alertness since

the power the characters exert over one enother may

ahift ffﬁhwéﬁéééh”td*speech‘or even from wbrd to
word,
, There has always been discussionsjabout
thé quality of language thatmglgﬁgg'uses. Much of
the problem eventually ) - ariges from the

fact that language is considered to have only one

range of application and consegquently itis surroun-

Ly

"(bgggggg”s work has the ) ability to express

= g



ded with 8u0h bound&rles bhat a word is assumed to have
a lmmlted number of purposes and meaning. The barrier

l

‘to progr@qs in this area can be elimlnated ALf lanpuape

ia ﬁivan a gtatus which is hlghlv flexible in terma of

usage andswhlch has no finite range of mnanlnp. A8
Almngu&ge 13 ﬁomethlng arbitrary, fresh s and &llV&,

to put 1nbo a strict Lorm lcads tothe distortion of
bhe ﬂywkem.lA multifunctional approach to l&agu&ge

ﬂﬂQuldwbe~preferred'because a single functién.one has

i%é 6@@ shortcomings that entirely contradict with

the true nature of 1énéuage.

Technically speaking,_communication process

' can be defined as the whole of procedures by which

- one mind ¢an affect another byAreproducing.at one

point, ei?her exactly or approximately, a message
selected at another ‘point ) that is, at his own braind

mind, §ome of the critic# have interpreted Plnbﬁl

Sl A A s b s 5

as if he were dealing with the impossibility of
! ¢ '
comminication, In fact, contrary to what has been

said, Eiﬁﬁﬁf believes in communicability. Ionesco
has pointed out that:

i“ If he truly believed in incommunicability

the profession of writer would be a curious

choice." 14

4 &



Tinter does not employ language to describe

the failurd of it. He strongly denies that:
W We have heard many times that tiréd, e inmny
phraﬁé: ¥ Failure .of communication'.., and

this phr&se has been fixed to_my-work quite

consistently. I believe thércontrary. I
thiﬁklthat we communicate only tqo well in @
our pgilence, in what is unsaid, and thét

what takes place is a contimual évqsion,
deéperate rearguard attempts’to.keep‘ourselm

| ves to ourgelves. Communication is too alarming
. To enter into someone else's life is too

f frightening.‘To disclose to othéggrtﬂe’boverty

within uas is too fearsome a possibility."IB

wgigﬁgﬁlsfééhafac%ers—communiea%e—ﬁratty
offectively but the manifestation is not an obvious one
at the surface level. He brings ébout an éxplanation:
’ " Language...,is a highly ambiguoﬁs.business.
, So often, below the word spoken, is the

think known and unspoken. WMy characters
tell me so much and no more, with reference

to their experience, their aspirations,

43



;I,;thﬂ Qharactér5 which grow on-a page,
,'ihbst'Of ﬁﬁé”time we're inexpressive giving
1it£le”away, unréliable, elusive,'evasiﬁé,
obs%%ﬁctive, unwilling.. But itlis.out of
thesa attributes that a languagefarises.

A language, I repeat, where under what is

sald, another thing is being said, " 16

The major criterion for the psychological

' am&lyais,?f commmication is neither the message

nox the médinm but the expectation of the person

receiving:the message. Either positive or negative,
the expectation of the person determines the meaning

of words that are uttered :

) .

wstanley: A big wheelbarrow. And when the

ven stops they wheel it out, and they
~wheel it up the garden path, and then’
| thej knock at the front doow, .

I

|~ Meg: They don't.

Stanley: They are looking for someone.

Meg: They are not. | ‘

Stanley: They are looking for someone.
A cexrtain person. |

Meg: No, they aren't. _

Stanley: Shall I tell youw who they are

looking for ?

56



. Meg: No.
Sbanley, You don't want me to Lcll you %
Meg: you are a liaxr. ® 17
In this particularvinstaﬂce,.bothgﬁanlex
and Még_ manifest their oppressed fears abdut death
and to be drxvvn away from the seeming warm climate
‘L Lhe reiuge.\And yet what is noteworthv here is
that both of them talk mepar&tely from their point
of viows and evaluatlons. No two people brlnp prcci~
éélf‘bhe game agsociations tothe same words and there-
fore differ from aéch other in their e%pecfations in
terms 6f }énguage being used. But yet this does not
mean thaf they are not able to communicate;'A kind
of integrity and harmony, however unigue, can be

pexrceived in the dialogue. They are aware of what

is going on s0 the commﬁnication process is perfectly

achieved- deﬁpite of the fact that it takes placp

at the deeper level in their internal selves.
leaniey Beems very anxious about his draadfmlvaituﬁ'
atioﬁ; Préjecting his own perceﬁtién of feaffhe
poges his‘basic anxiety to Meg., As a result, their

D
psychological tenqlon almost reaches the unbewxablev

anq'comes‘up to the aurface., In addition, although
. | .

|

sp



Lhm wordm seom Lo be Lnudcquuta, the ovurulL phowes
Lure OL the dlalogua en&bles the states of anxiety

N v’.‘f“,“ "

to bn intenﬁivaly concrebized.

PLnter has often been accused of needleqqu

Dol s ey N e
£V iy s . »

"'Witﬂbldiﬁgminform&tion from his audiences, of making
manne xism of mystery. AL flrst a kind of obscurity

nd myqtery abouh either the characters or the_

sltunbiona, characterizes Pinter's plays but yet
the audience as the plays proceed, is led to a
clearer and deeper knowledge of the charaotersjstill

a senge of obgcurity is preserved. This is due to

- 1

eve rth-,rim.g _is uncertain_an d_r.e.la.timwi-nwth{ewp resent

i ' ,
fdwﬁﬁ worid. S0, to know the human beings and the
reaaona'ﬁor their actions always remain obscure
mww%wandwunve;ifiable}»¥
As mentioned before, Pinter's individuality

lies largely on his distinguished use of dialogue :
, : )

" Stanley: I don't know what I'd do with~
T | - fe .. out you. |

o Meg: You don't deserve it thouph
Stanley: Why not 9

Meg: Go on. Calling me that,

52




BStanley: How long has that tea been in the
pot ?

| 8tanley: This isn *t tea. It *s gravy.
| 'Meg: It 's not.

ovet s o Stanleys Get out of it. You sucoeient old
o washing bag.

Meg: I *m not, And it is not youp.pldce to
© tell me if I °'m.

Stanley: And it isn *t your placde to come

into & man *s bedroom and—fwake him up.

Meg: Stanny. Don '%.you like your cup of

{ 'tea'of a morning - the one Ibring

fLo e ' coee oo you 7

Stanley: I can *t drink this muck., Didn *t-
anyone ever tell you to warm the pot,

at leagt 2 » T8

By means of such a trivial dialogue, Pinter abttracis

attention toward wpparantly small details, His use of

-

© relatively small details reveals much about characters

“inner truthai Broken rhythm is felt when Stanley accuses

b
!

Ameg th&? ﬂhe;isuamMiﬁtrudaxfult_is~xemaiﬂﬁhl§%tﬂat Stanley
is critiamziﬁg Meg °s sexuality and this is baaically

one of lleg 's inner truth. So as not to talk én this
“particular subject lMeg suddenly shifts the subjéct to
another unrelated  one and with an unéonscioué reaction
she says: Don °t you like your cup of tea of @ horning -

the one I bring you ? »
' 53
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However trivjal y by doing so, Pjntér;impressea
thu chamdct@x. ob‘the IepreaentatlonaL 1mpotance of the
dabail worka out well for tha benefit of the. audience.
And bhérafore the audlence is unconscmoﬁsly 1nvolved with
'm;;hwhora hints and cues abaut the characters 'inner
éélﬁéé iﬁbépife of the fact that the motivatiéns behind
tﬂe acfiéna'can ﬁot be explained and known. fhe trivia
thuﬂ workﬂ indireotly but in the meantime 1t hag its own
eff&cﬁs and expreaqes more than any congidered speech
‘mlght do.

. One éharacteristic of Pinter 's @rématic ‘
1anpuaga has been his artistic creation and achlevement
on diﬂlogua. It neads to be stregsed that Pinter ,
’1exmib;££ﬁg absurd potantiality, makes use of
dialogue at two levels. In'thé'first place his

in the awareness of the characters upon the stage.

Because of the varying levels of consciousness

i

. ! t )
between the character ~s,sort of delayed - action

effect is made apparent. While one character who
is assumed to be a slower witted one is congtantly

rep¥ying to the punultimate question or repeating

; - _' 'Sy,



the seame things, the other one may jump ahead.
- Anothex thing that should be taken into coqlderubion
is that there are alwavs mlsundemtandmgs, falqe

'anticiputﬁ?na, inoomprehensjon, mlﬁheaxings due to

e

tha pmychologmcal and physiological states in real

life conversatlon. Pinter *s sgubtle observation

I G LY i A

enables him to exploit and show the gulf between
- what is qaid and what is unsaid.!,j; As an example

%o this paqt;cular level :
! Mccann' Let 3 flnlsh and_go ﬂLet

get it over and go. Get the thing
done . Let's finish the bloody thing.
. | Let's get the thing done and go.

" Pause
Will T go up ?
Pause . ,

Nat.

Goldberg sits humped Macgaﬁn 8lips
%o his side.
Simey.

Goldberg: ( Opening his eYés , regarding
. Mccann )

What - did ~ you - call - me ?
Mcecann s Who ? ' _
Goldberg: (Murderously )..: i7 ;" Don't

call me that, '

(he seizes Mccann by the throat) NEVER




~CALL VE THAT 2
' : feann s ( Writhing) . Nat. Nat, Nat. NAT.
I call you Nat. I was asking you ,
Nat. Honest to God. Just a guestion,
that's all, just a question, do you
see, do you follow me %
Goldberg: (Jeking him away). What qﬁastion ?
Mceann ¢ Will I go up ? 19
On the other hand Pinter  treats the words
as keeping several fldwavof comsciousness alive in a
mipg}e‘pqnvarsmtioh and this shows the other level of
dialogue treatment .
_Pinter’s characters comonly say very littly,

or even nothmng when they meaﬁ very much ., Often.,

too s The y camouf}ggg_ﬁhg;r‘real meaning,

subﬁtitutiﬁg 8 goxrt of code for direct stateﬁent.

But gsometimes the metaphor is vigsdal , not verbal.

- " She. watches him ,‘uncertainly:
He hangs the drum around hisineck s

t&psvit gently.with the a?%g%g ’

_then. marches—rewnd—the—table, "
beating it regularly . LG, pleased

watches him . Still beating it regulsmrly,

Sk




Cevg
4 B R R ' [ . . " T +

he beginsg to go round the table a

~m»*~u¢aﬁ;g;,_mlsﬁtond“t1me . Halfway round the beat
e e becomes erratic , unéotrolled. MEG

expresses dismay . He arrives at her
chair ,banging the drum , his face
and the drumbeat now sgsavage and

; R ‘ oggessed E
. P 80

In order to give powerful abstract

‘acenic effegts . ... and to release the inner

compulsions , visual imagery is required otherwise

language or particularly words will not be adequate
- and alao‘enough to reveal the hidden'tonsi§n and
contradigtions . So the action , gestures , movements
make these much moxe manifest on the stage . In. the
// meantime the audience who nay miss some points and
ng?gwggégp‘t@ekéﬁéfdcteré onrthe stage will be uﬁlo
© +to keep up the contact from the other perépéctive .

Another instance that is'repated a few ‘times

can explain-mach

"jMcecann : Is sitting at the table

tearing a sheet of newspaper into
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o A o . -4 ‘“ “ N
five equal strips .! 0T

‘“He'axitafw Goldbexrgx rises ,’gdes

o b0 the w1ndow and Yooks after hlm .

Mccann crosses to the table leit,

: 14
: _Sitﬂ y picks up up the paper and
begins to tear it into strips "

22
And the very idea about Mccann can thus
be concyetiza& expressing more than language could

TS

. do . ffx thia gpcific 1nstance . Howevef?this

Mmcbivmty ,or in general the v1sua1 ‘imagery is linked
wmth the dlalogue 80 ‘that a more subtle impression
ia left| , The combination of that silent language

and sound is the peculiarity that makes Pinfer

distinenished. John Russell Brown talks abouts

this peculiarity as typical and adds:
i . !

| :
"Pinter's dialogue intimataly relates

~words and gestures and often progresses

from words to gestures."

23
' Pinter chooses action isntead of
words when inarticulate feelings are to be expressed

but yet this is by no means a kind of inadeguacy

as John Russell Brown points out :

5%
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“» He does not introduce stage business

U0 because he has a sit&ation.he can no

handle precisely , but because it
the. | has developed beyond words¥ It needs
: R concemtration sumprise , strong
"rhythm, noisev, instincfiveness,

physical relief and and activity,

metaphorical reverberations .lor
Pintexr gesture is a precise and
powerful expressidn, hot gway of © =4
(. passing the whoye play over to the
actor: it is a lahguage which he trims

t recise."
%o @ake precise 54

Such devices can be seen and read

in a number of writers® woxrks such as in Chekhov's

plays; Ionesco  also wuses this kind of device but

it ism  often used in a relatively different mamner.

What Ionesco wants to wvisualize on stage is the
R

fantasies of individual characters. His action
© although highly elaborated as in the case.of Pinter ,
are often strenge and exaggerated . In sum, Pinter‘s

! . : )
dialogue contains gestures as well as words, must

be seen ags well as heard .

Lo
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In his most aubhentlc works Pinter

B A
it

éucceedalin Ieconcil¢ng spontanemty and d@elgn
inwnia dﬂalogue . or language. One the one hand
h@ ﬁivma a frapmonted , banal conversatmon which
also conaista of a comic'aggresaivé smokescreen»
On the other hand , despite of the irregularities
~-:il,ni"ti'ms'«'cl:,i.,zaL]‘;o'g'giJusa , there is a sort of regﬁlarityﬁ
_in terms of overall design. And by doing so

Pinter creates a kind of poetry which can be

perceived in the overall structure , 'not in

the words .Cliche and self repetition often
chax@gﬁeriz@ Pinter's dialogue but beneath those

”uﬂually aggociative thinking is prasent;An& yqt
fh@ . rhythm is employed Dby the usé- of

these cliches and repetitions,

~ Pinter's diajogue has sometimes

- +been accused for being wmaturalistic.

!

Jemes Kedmodd and Hallam Tennyson suggest that:

o .We do not pause , stumble,
| , - leave loose ends, repeat ourselves

or follow our own inner thought




~ paderns to gquite the some uegree

as Pinter's characters."

’ 25
‘5 Still they give an explanation for the
kind of exaggeration Qinter makes use éf»:
"In heightening these elements
R | inthe way he does, Pinter crette

a poetry of the commonplace.™ o6

The brimliantly comic use of language,
the banal pathos of the dialogue, the repetetiveness

in the final analysis , are all employed with wit

I ~economy, and masterly sense of timing. And this is
one of Pinter's great gifts. |
mwﬁﬂwgwmw“ , " You know what ? I°ve never lo;t
d tooth.vNot sincé the day I was
born. ﬁothing's chamged; (he gets
'wﬁ?; T <H_“i;£;-mhmt;s why I've reé¢heghﬁy de'

“aition, Mccann. Because k've always
been as fit as a fiddle. A1l my

life I've said the same.uPlay up,

play vp, and play the game. Honour

 thy father and thy mother. All along

the line. Follow the line, the lide,
Meocann, and you can't go wrong.
“What do you think, I'm a self made

1
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man ? No, I sal where

I was told to sfit,

I kept my eye on the ball, School ?‘Don°t

talk to me about school. Top in all subjects.

And for why ? Because

I'm telling you,

!

I'm telling you, follow my lire ? Follow

my mental ? Learn by 1

weart, Never Writa

o—down a thing. And don't go too near the

water, "

27

The cliches and rhythms of a semi~-sducated

Jewish can be recognized as havir
fduring-thé course of the play. G
_have a deliberate meaning on itg
‘.they tend_tb parody a. sort of cul
speaks as if he were a aucceﬂsful
~society and businessmgh.vFul} wif
.ddiosyncratic phr&ses, Goldberg?s
'/represents another kind of langus
f himae1f calls that other gilence,
language *

Chekhov in & gense was t

g 8 cumulative effect
SidbergWs gpeeches
own,{thgt;igHt§xgay,
ture patter. Goldperg
L member of the . -
h idiometic end
 inatviauel languneo

a ' torrent of

he first dramatist

‘who pointed out that speech usual

- true thoughts and feeling9,<fath
b

Lly serves to hide

$r th

:\.\ B .
an .to re
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gulf and be'brings about an explanation from his.
own eXpéf%ehde :
lw The best way ¢ to get out ) was to talk

' to them, you know, sort of * Are you all

e
O S

right ? *. 'Yes, I'm all right. ' 'well,
that's all right then, isn't it 2 v and
ali the time keep walking towards the

lights of the main road, " o8

In oxrder to avoid the consequences of a
thr@afining situation Pinter suggests two approaches,
claiming ﬁhat‘one could either fight one's way
through 0% do something with WOrda. The key thing
is the neuwtralization of the threat. In other words,
he proposes to comﬁﬁhicate indirectly in languége
that is soothihg and even submissive.AAnd this is
thé very friék'fﬁéidis employedwaUKié dra%atic

characters.,
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Pintex°s tne first wne-act play * The Poom'

iﬂ not Lhut much comlecated and m%ture when compared
wjth him plays in the later phase of his developmcnt

ag & dramabiat of the Absurd.But yet it is woxthwhlle_

to mxamxng it becauﬁe there are a number of’hoints_v

y /_.

R [

1n it that Loxmulate Pmnter'g attitude and ideas’

\..i‘.

o

play rese:
Bert is al
soclial as

society w

tow&rd and for drama and 1anpuape.

ﬂ_Bert and Roae the old couple of. this

nble to the couple of The Birthday Party,

imost silent as Peley.And also he is as
Petey since he keeps his ties with the

110h 1s nob thﬂt mo.ch. thxeatlnwng for him,

- But yet the possessiveness can still be felt,

writteﬁ éx
@cci&entai
wifh an o
a dull mi

Pigﬁﬁg Ui ¢

dealing‘w}th women characters

Partly pacause these two plajé were
xocesamvély » the fésemblances aré_not
L. The opening scene in_The Room begins
rdinary chat.rﬁosq is ‘presented as. leading

ldle claps housewife's life , which indeed

ny a8 an inevitable element when he is

b4

either in this particular



pley or in wany others.

There is something noteworthy In ngp 8
spéegh‘in:tha very beginning. In a striking, mysterious
way, she tallks aboﬁt,the basement : |

wtrm-ém right, You eat that. Yéufll need
it, You can geel it in here; Sfill the

room keeps warm, It's better than the

bagsement, anyway. 1

Theicoldness oufsidé is the thiné which
apparently char&ctexlze perhﬂps symbollcally, the'
fear of being driven out the warm room, the xefuge;
$1111, whatts happening outside is a matterlof concern
foyhﬂqgg, bacausge she is not able not o thiﬁk
@bogﬁvthe bagement.
| Martin Esslig puts it 3
VLﬁ'The“strtiﬁg'point‘of Pinter's theatre

iz thus’ a return to some of thebbasic

elements of drama - the suspense created

-—-by the elementary ingredients of pure
preliterary fheatre: a stage, two people,
a door: a poetic image of an undefined

fear and expectation., "

6s




;ﬁgégfis pot certain about the shape of

the house|as is the uncertainity of the situation
f%héwhoupla is exposed.She goas on stifling Bert

/@ithqhmrmﬁWn'ﬁn%@eties and fears and wants to Teel

“that she is - . secure in her own room,

w If they ever ask you Bert, Ilm quite

L hdppy”where IAm, We're gquiet, W§'re

all right, You®re happyAup here; It is

% "not far up either, when you come in from
6utside. And we're not bothered;'And

nobody bothers us."Bﬁ
i !

As Neg ig vey much dependant on others,

Roge is also dependant on Bert, wanting him not to

R S

g0 out, The,increéalngwﬁgétic torror prodéédslwhen
My, Xidd who is amssumed to be thg lﬁndlord of the |
_houée appeéra at thé door, Mr, Kidd is also‘anbther
figure whoidoes not know about even his ownkériginsm
Mehory works when he tries to clarify his own 
situation i
“She's been . - dead some time now, my
gister. It was a good house theﬁ0 She

was a capable woman, Yes. Pine size of

e



e

2 deaﬁ'ﬁoo. I think she look aftar my mum,
”Yéé; I think she took after my old mum,
‘from what I‘reco}lect. I think my mum was
a Jewmaﬁ.'Yaﬂ;’I wouldh't be surprised to
leasn that she was a Jewésm.lghé didn't

have many babies, *

4

i
\

I
bo aomewhare or aomebadv. His explanatlon for hig

ortg1nm imirevealed in the form of frapmentg and.

thia”@akea the smtuatlon much more uncertain. Whether
h{ﬂ éccoun% ig real or a fantésy that his mind |
élabor&tas ig not verlfiable.mgiﬁfex usually strpsses

on the point that most of the time people are faced

with persons whose bamkgfound and origin are not

"between what is real and what is unreal,nor what is

true and what is false. A thing is not nebessaxily,
eitha? true or false; it can be both true and;false.
As exemplified in Mx, Kidd'sg speech‘memories'are
unverifiable medium par excellence. There_is‘no need
t0 knoﬁ whether someone's memory is fiction or some
ingenious mixture, Memoxy®s very piiability makes it
both refuge and weapon, |

59

It is clear that Mr., Kidd wants to ‘; belong. .
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Einter a%

language.

P

To create en atmosphere of poetid terrer,
first makes use of action instead of verbal

H

T e o Sha stends and lestens ,goes'to the fire,

bends, lights, the fire and warms her:

- hands, She stands and looks abodt the

room. She looks at the window and 1istens?,
- goes guickly to the window, stops and
“straightens the curtain. She comes to-the
centre of the room, and looks tdward the

. door. She goes to the bed, pufq&pn & shawl,

goes. to the sink, takes a bin from-under

the sink, goes to the door and opens kt.
| - 5

"The moment of panic heightens the ténsion

.»»~wmw~ofWMhawpl&yrmTheﬁdoormhaswbecome—an—objectvof'threat

+

and demand. Mr, and Mrs. Sands who are looking fokx

the owner

I

of the house stand in front of the door.

!

" Although fthey don't seem to be sort of people who

give a ger

sense in 4

act in a x

e of frighthagjnter achieves to give that
. profound mysteries way.
At moments of panic individuals usually

wongense , absurd menner without knowing

6
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“they are the new victims who seek'réﬂuge in that plade.

= After a while they go out., And Mr, Kidd

‘Rose. He ig waiting in the basement for Rose's
- v i ‘
husband to leave. Apparently, Bert is externalized
and not involved in the situation as Petev is

" externalized in The Birthday-Party: S0 in Lhe final Al

analysis basement is associabed &ith that stranper

whose appearance w111 ‘menace Rosge,

Finally thefunéxpected visitor comes.

A blind negro named Riley enterq through the
door which constitutes a means t$ the other wofld.

' Rose unconqclously rafuqes that ﬁhe negro'a name is‘
Riley. This is the moment which reveals;ROSeﬁs

i
N i

inner thougmts and feelings ¢

" leey' My name is Riley.
Rose: I don't care if ity - What ?'
Thub's not your name That'a not
your name. You've got a grown up
woman in this room, do you hear 9
: . '
Or are you deaf too ? You're not
de@f too, are you ? You're all
denf and dumb and blind, the lot

of you. A bunch of,cripples.'7
70 ‘ '

'



~Roge wrefers to the word 'name' in her
gpeech for aevera%‘times. This repeated reference
conveys that name as defined by language means‘

identity. And to name things or persons is to put

restketions on them. Therefore by means of thoge

boundaries control on the individuals is accomplighed

That is to say , t?;f“ﬁw one'm‘ﬁama or to name, 
somebody is'to control him so the identity is -
finally at risk., And Rose notices that:

| ".,esao and you come in and drive Hﬁm up
the wa}l, and drag my name into: it, What did &bu

me an by dragging my name into it, and my husband's

name ? How did you know what our name was 9w 8

Riley insists on taking her to her

“father.She reTuses 0 go with him to ‘home'.

At that moment Bert returnd . Very surprisimgly

Bert begins to talk. for the first time throughout

Mthe'piay.'winally he notices the negro and all

of & sudden he kills him, And the plaj ends with
t . .
Rose's blindness.Whether she is| dead, or driven to
| .

: , A
gsomewhere else, is not significént. Pinter does

not seem to communicate that dehth is inevitable.

Soier



Perhaps he ig trying to demonst

rate an experience

rather than to communicate a preédncéivéd,“fbrmuu

- lated idea with ready- made solutions or in general

& comceptual moral.What and why

for the end of the piay is not

Pinter in a way tries to transm
 "”an image and what i%;fééls”like

‘situation concerned,;At'this po

that Absurd Theatre is not conc

SN

type of,questions

i

ndequate since

it a radiantvclustef;i

int_Pinter shows

erned with expounding

a thesis and it is a theatre wﬁioh basgsically

deals with situations rather than events in sequence.

Ag an overall structu

an imageld Dy using the ianguage

re the play presents

of common gpeech,

and employing the exact word ingtead of decorative

word Pinter  reflects some of the features of

*Imagism! As in Imegist poetry he develops a way

to pregent sharp visual and verbal perceptions

on the stage ,which preserve the emotional experiénCQ

by a rigid exclusion of all elements of dkscourse,’

. 1% needsto be emphaéized that

Pinter's language is not deceptive. He uses it

Adirectly but the effect is indirect. ¥om exambge,

LT

:
{

{



| |

wheh Bert turns back he says °* I got back all right'

—ANd KoSe answers by saying 'YeSL'. Bert once‘aga1n~

into his mind expresdes more than any considered

‘b\ J' +
speech'might do. Here the triv;ality of his gpeech
|
seems to be less directly meanippful and less

repeaty his words. Saying the first thing that comes

i

and " otae although he uses words directly ?'?lsﬁill~

there may be_sbme unnoticed details in themigBut if‘
. kA
is ¥hrough thise unﬂoticed_details.of.SpééCh'hé
can let a pénetrating eye at onﬁe into & man's
90u1;
As it is seen, the play is coherent
endgugh to give consistency of feeling gince
the coherenoe does not depend on a fixed sequence

of idea oxr event. In this term ,a kind of compariaon

or rather a similarity can be perceived in Eliot's

' The Love Sonpg of J, Alfred Prufrock ' . The
isolated couplet,

* b
; o !
' In the room the women come and go

4

Talking of Michelsngelo.’
geems to be meaningless. But it contains a gtate of

mind in #t. Here it is not necessary to ask where-‘




¢

this room is or what 3t stands for. And Pinter like
Eliot attempts to project and universalizera‘éfaté,J 
of mind, ¥or this reason, there is no need to ask

what the play means, 5at oniy what it.is;and what it

!

“feels like. | ' -

14,
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CONCLUS ION

The everlasting debate between prose and

verse has begun in the Restoration period in

R
S

__Shaw_ have brought about a new outlook and fresh

England, The Restoration comedy!wag‘in¢prose and
. : !
achieved success . In the ninetgenth centurxvprOSé 0

=

confinued to be sucqégsfulon_tﬁe'mnglish stﬁgé}
With realism, prose drama has gained strength in
spite of the fact that there have been some great
dramatists who have adopted verse drama, In fhé
twentieth éentury with the development of techﬁom HE

logy, verse drama has lost its étrength and the

playwrights like Ibsen , Chekhov, Strindberg =,

“

ness to the theatre with their poetic theatre.

Yeats , Auden, Fry and Eliot have been the dramatists

-~ who used verse in drama partly because thei whre

against realism. With_Beckett, Whiting, Osboine

Wesker, Arden , and Pinter and so many others have

achieved Lo create intense and poetic works of

art although some of them like Pinter seem to

.~ _be far from realigmldxhey«maké‘ﬁse'of realism in

thelir works.

F5 |
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Pinter by a kind of condensation or inten-»‘

sificationof states of mind, of a situation , brings

_about & poetic-velue together with

he is considered to be ohe of the

his seemingly

reatest dramatigts

banal, nongense;abhsurd dialogue. Fzr this reason,
of the contemporary drama. In addiﬁion y What is

new in his language is his . trial t0 break the

determinism of meaning and signifiéance.Despite-of

" this he uses many theatrical device

X< espepially L

when he is to present the inexpressgible. His stage

is not made up of only verbal deviges but also action.

Another element that unddrlies his theatre

ig the uwse of humour. His plays car

. not be assumed

ag written to be funny. If there had not been some

other issues at gtake, he would not

have spentl time

to evoke just laughter. Dut througl comedy the

8

audience can be  prevented from identirication

As to move inwards towards identification is +the

move towards tragedy the audience tends to seek

for lessons. Whaf'fhe Absu?ﬂjThéaﬁ{e"rejects in

general is this pecularity .

Lives lived unaware is what Pinter pinpoints

in a satirical way. Although he has

ae

nlt'got any




preconceived idea that can be| solved in the‘eha,
his only motto may‘be 'be watchfults

Pinter has been attracted by Beckett,

Chekhov and_Jonesco in a number pf ways. He is

;ﬁ;different from Becké&tt in terms of the attitude

1 towards language. Beckett demies| the meaning of

. action and speech therefore language and the adfidﬁﬁ5
are denied. Language becomes a sound that operates
between nothing and nothing. His magterpiece

i Waiting for Godot;ngafbeeeme"véfﬁféffective on .

'A the English playwrights.As;Beckeﬁt hag said: 'the
play's Spirit.is,that" nothing is more grotesgue
. thaw the tragic '. Tt is written, one might say,scored
y, with a poet'é géhs@fivttya musician's gkill, |
Its tragicomic tone is the tone of thefcontemporary
- age.
Pinter is a poet énd the Theatrqwgﬁ the

Absmrd merely communicatés one poet's perception

e

of the world , most intimate subjective“fééiitfl

~of the human situation.
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