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PRlUi'ACE 

From the most_:primi tive up to the modern 
"---------"'"--:------

societies tif the present day, drama has been the 

only way for h1J.man beings to validate exi~J ,tence 

and to bring about explanationr:l for the natural 

phenomena. 'rhis kind of expression , -therei)orG, 
, 

can be considered as the oldest form of expresr:lion 

among the o-~her art forms. Drama on the other hand, 

deals with human beings in their environments, 

so it ha,s to do with society. But societies are 

alwRYs subjected to change and as a result, the 

ways of expression have undergone changes. Drama, 

while keeping its traditional chai'acterlstic, 

has changed with the changes in the societies .. 

The contemporary theatre which has fo'und 

i'ts true expression in the works of Becket!;, 

Ionesco,_AdarIlov, Genet , Pinter and a number --.-.... ...... ~ ---. -- ---

of avant·r gard.e wri'ters involves those cb,aracteristics 

which in a way coverll all the procedures EUld the 
-------------------:-:--------------

processesof--the development of drama as an art 

form. In :;:1pi"tie of the fact that this type of d.rama 

is considered as novel,on a closer examination]it 
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if:l ,~1ot ,'to~r~llY 

theatre called 

new. The' novelty of this type, of 

the Theatre of the Ab_sur~, lies 

"on the,hanqiling of the old, even archaic traditions. 

lllarold PinteI' is one of' the exponents -r--' ..... -- "--' ' , 
, i 

of the~ AbS'\ltEd Tllea..~Fe.. Apart from the features 

h(~ S~~l'~S' ~ith the other drama.tists of the Theatre 
I "':' , I 

of: _th~ Abs'U\.rd Q he is often distinguished fo~ his 

use of 'diaiogue t and j.n general language. Wha~ I 

try to do ~n this thesis is to show Pin'Cero s 

" 

contribu·tiqn to the development of 'the cO:t:ltempoI'ar:v 

theatre, namely the, Th,e_a~re of the Ab,surd. .His first 

full 10ngt~. playJh.0 ll.+rthday Party and his first 

play, !h:"e,_Ri"90~ are the examples that are given 

in this resea,!'ch.The dramatists li1ce pint,er., with 

their fresh, and original approaches will make and keep 

theatre be ;aliv~ on differen~ dimensions as long 

as the s.oc~eties rtill survive. 

_A..2~<?!.:'~~: I would like to express m,v than~s 

and gratitude to m,v thesis supervisor Prof. Dr. 

Cevat Qapan for l~:?-~J_:r~r\la1uahl.e-angg.s-=tioruLfIDd 

encouragement during this work. 
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INTRODuorJ~IQN_.,- ,.' ,,' 

. ~~HE, '.r.HEATHE Oli' TEE AJ3SUHD 

heat and be cheated and die, 
\'. ~' , 't I' 

ho krlOWS ? We are ashes and dust. 
" 

I, . 
( Termyson, Maud 1855 ) 

fntolOgiCal,sOlitude of the being,is the 

very situation'fhich characterizes' the private drama of 

the'c~nt~mp~ra1 man. And that private drama which is 

enacted every dry in th«;l random appa~ently meaningle~s 

and un.dral1laticb~ent's of' man's co'mmon routine can be 

conceived. as babic to each individual. To' Qecome. 'weary 

of life, to fai~ in all of attempts to find meaningful 

relationships and meaningful action,boredorn, the absurdity 

of action, misery, ·the nakedness of what is said are the 

phenomen~~that pnder_line. __ t.o "acertaiu ___ e>dent, the, scope 

of the so-called • Absurd ,Drama'. Contrary 'to what has 
i 

sometimes been ithought, this type of drama which has 

begun to gain popularity among the contemporary literary 

fields is not en"t;irely novel~ ~rhe Theatre of the Absurd 

that has found its true expression especially in the 

plays of Beckett, Adamov , 1onesco , Genet, PinteI'· and - ... ~ .--- _ .. 

I 
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$ 
some othe.X'$, can be "traced back or can be evaluated j, 

i .' 

as a retu.l'.lf.\. ·to old ·tradi tions. However, what makes 
i 
I 

the Theatre of the Absurd unusual or ·different' is 
. '-'-- .. --:-;c:-=::....,- -.-.. -" 

I 

the oombinatio'n, integration, evaluation, an.d expan-

Edon of the featu.res of the old, even arehaic tradi-

tions. --- ,-----

As the Theatre of the Absurd basically 

relies on dream anrd fantasy rea1i ty, it is not surp-

rising that thisnaw--convention has taken an anti-li-

tera.ry attitude. Such a theatre which attempts to 

penetrate to the deepest layers of the meaning adopts 

rather the earlier non-verbal forms Of theatre. ~~he 

; Mystex:y and M:ClEali ty Plays of the medieval period 

provide a base for the anti-literary expression since 

these playe, ritu.als contain powerful abstract scenic 

effects whic.h---e:xpress more. than language could. And 

that is why the Theatre of the Absurd. -tends toward 

devaluation of lanlS:UEl:ge. Language does not eonstl tu.te 

the integral part of theatre. It is the performance 

that makes -theatre ma.nifest. However, language can 

not be dismissed for such a reason t.hat it is not 

capable of expressing certain abstractions •. Language 

does serve but yet it is not the only element of 
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theatre. AS Nietzsche points out in his .rrhe Birth 
_____ ...... M • 

.,?~f ... T lZ.~£!-'!l i" i 

a, The myth by no means finds its adequate 

objectification in the spoken word. The 

VI 
structure of the scemes and the visible 

., 
imagery reveal a deeperwisdomtu@ that 

which the poet himself is able to Put. 

into worcldP and concepts. "r 
-----_ .. _--

Theatre or more specifically the Theatre 

of the Absurd uses another tradition that has dis-
,'. 

played a vital role on stage, that is the Latin 

• mimus·. Ori#.r.inally, the tradition of mimus was based 

, 
on the represen·tation of different characters in a 

semi....;irnprovised condition. What is special to this 

tradition was the use of clowning, clowns tog~ther 

with danCing, singing, and juggling. Its input to 

the 'rheatre of the Absurd is the representatj.on of 

the lackness of logio.·. Actually, this new type of 

drama, is not interested in logiC, causality 'in 

Aristotelian term, reason, and the rational. Its .. ~-~--
basic concern is the dramatization of the absurdity 

of human condition. rrherefore, the Theatre of the 
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I 
I 

Absurd rej,cts ·the us·e of rational devices and n.pp-

rO~~he's" frt~ the very start. rrhere is indeed a clo­
, ! 

se ,relatiOjShiP between the for~ of th€ __ 'l'hea:tre of 

the Absurd , and its basic assumptions. What clowns 

ot the mimeplays of antiqUity meet and achieve is 
I 

the patisfaction of the need for liberation from 

the ,constr~lints of logic and this is 'What the 

'rheatre of the Absurd strives for .. 

The function of the clown of the mimeplays 

is to show his inability' to comprehend simplelogica.l 

relatj"ons thereby arousing spontaneous laughter 

through his absurd behavior. And this absurd beha-, 

---------------_. 

viol' requires verbal nonsense which is in the truests: 

sense, a metaphysical nonsense to transcend' the 

limits of the material universe and its 10gi9.' 

.. There hae .. always been a mae.ic about non-

sense and ·this was fulfilled in later antiquity, 

with fantas'liic plots with dreamlike themes .. At the 

roo'l;s of fantasy and dream lies the paradoxical as 

in clowning and fooling. Thus in the mimus the 

elements of comedy and fantasy are blended into an 

orga.nic whole which. p·artly characterize the Theatre 

of the Absurd. 

4-
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·1 

ermann R.eich, the great historian apd par-
-"I.~~~~. __ _ 

tial redispoverer of the mimus from its remote sources, 

I 
draws a Parallel between the mimus and the comic charac-

the medieval drama, and the Italian' conunedia 
I . . , 'ters of 

I 

dell 8 arte Md finallY~~'3peare's clowns. 

f': 
Shakespeare is one of the greatest dramatist ~11 
-~-... --~-- .~ 

,~ 
who deal't wi·th' the absurdity of the human condition, 

I ' 

i 
and was able to delve into the realms of the irration-

i 
a1 with his rl,.l.ffians, clownl3, and fools th,at later 

has had great impact on the development of the rrheatre 

of the Absurd. 

The improvised commedia dell' arte resembleEl 

the mj.meplays of antiquity in many respects such as 

'the ga{:,!:s, 'the me~~.il:}.g~Qi· __ :th.fLs.tl!'!le d.emand :()r fooling 

and deliverance of the jokes which 'require superhuman 

dexteri ty of tongue. rrhe tradition of commedia dellartie 

still survives up todaj: through the comedies of prench 

, dramatists, ;!Y!..~lJere and Marivau~, the pantomimes, the 

harlequinade in the nineteenth century which kept 

the tradition alive and later formed English pantomime. 

The English music hall and America,n vaudville 

trad:i. tions, also share and contain a number' of aGpe cts 

of t,lle harlequinade. It vvj,ll pro bably be right to 

5 
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8.13Emme that the Theatre of the Absurd stems from 
" -'," ( 

·these old traditions whic,h survive now in 8. Qoherent, 

reevaluated form. 'rho same cross talk of comedians., 

gags, and vulgar comedy vvafll'epresent in the music 
" 

hall tU1.d vaudvj,lle--t-rad.:i:tYoTIs-wfll. ch havc-ragaine d 

their values and places b,Y means of this new conven-

tion. 

Clowning that becomes the inevitable concern 

of most of the traditions has given an opportunity 

to the Theatre of the A~surd to present and., sig'rlify 

the absurdity and futility of the human condition. To 

do so , 'such a theatre especially whell' the inexpressible. 

is encounte~ed needs concrete j.mages that become 

flesh on the stage and that is at the same time 

broadly oomic and deepl,Y tragic. What the 2.'he,atre of 

the Absurd supports is that the futility: of hl..lman 

existence can be relieved only by the ability to see 

oneself as a~surd. Therefore, this is what all the 

traditions men'tioned so fa'r add to the 'I'heatre of the 
I -=c -_ 

Absurd. 

JJ.~!£ had stated t/;lat human language ha,d 

to be conE3istent with human behavior. This statement 

,6 



to soms degree, illuminates the relationship bet- . 

ween the use of verbal nonsense and the hliman'si"tu-

ationinthe contf;lmporary wOTld awl its reflections 

on the Theatr(;; of the ALJ8Urd., Especially in the 
, , 

transi tior! period.s, individualo l1.ava to face vtlith 
.---.~-'- --..,-----

many changes and outlooks. When there is a constant 

flow, all the value sy'stems and institutions subject 

to change •. Because of the decline of all sorts of' 
, I 

I 

belief, man feels himself alone and consequently 
I 

ha can not I find any other altenlative than tUnling 

- ~~ 
inwards and evading from the outside demands .' So 

. - .----~~---.-,----.------.~.-.. --.-----.-.... ~. --,~-- ... ' 

tt,le, true relationship between j.ndividuals is broken 

,sj.nCt3 basically all the, others are alone and in the 

same situation. The words uttered become cliches 

and speech! in the final analysis comes to the point 
; 

of nothinaness. The world has lost its central'ex--- ., ."' r 

plana;tion /:u:ld meaning. All the values lose -their 

'·'validi ty. While frtumbling into a misty fut~re with--

.out havingl trust and certaini ty, man vainly strives 

for graspipg the moral law which has in fact declined 
. i 

long ago, Yihich is now beyond.mants comprehension. 

Showing map. vainly st:riving, '1'he Theatre s>f the 

Absurd pinpoints the other tace of absurdity~ 

7 
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ll'romth.e-amrl:ent-itp to ~ne modern-~t'imes, 

man has always found. himself in a quest. ~rq.e quality 

of this quest has changed and has been determiried by 

the expectations , fears, hopes , an~ anxities of 

men. In the ancient periods, when logic had not deve-­

loped ;,(et, 1>(;10ple attri, buted illogical explanations 

to universal events. Lightning and thunder happened 

because' Zeus wanted so. They simply believed in gods 

tht;.~t 'they hitd created. Irhen ChriEltiElXlit,Y becttrne tho 

centre of the explana~ions for creation and natural 

phenomena. After a while, logic became the d.ominant 

power and Christianity began to collapse with the 

scientific discoveries. So the quest took the form 

of science which proved that the answers giv~n in 

-terms of Christian belj_of' were incorrect. Due to 

mental reasons and states, man coptinued to look 

for a higher authority and ,/:lS a result, politics 1 

ideologies were considered as the authorities that 

shaped and explained the societies and the value 

systems. OnR the one hand Capitalism was given the 

autho,ri ty of some vaguely defined power and on the 

other hand, Marxist ideology was assumed to be the 

8 ~::::~~~ 
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.. 
domine.nt power. 'l'hrough such symbolic construct:], 

individuals.have--sou-g.l:rrand also validated tb.ei!lf·-~-. . 

Bxif3tence 0 But man is no longer free to choose, to 

"bhink, to act. Man is lost. Hti is surrounded with 

the dE3fnanding, destroying forces. Having beena. 
'r~ , . 

puppet, he pretends to live in absurdity. Nothing 

is certain a,nd he is not awalle of even hise~gtence 
.- .. ---.. ---.~-~ .. ---~ .. --.----~-- .-_...----_._-

which is who:lly absurd. What the Theatre of the 

Absurd does .is to challenge' man who has lost his 
" .' 

sens~ of beirng, to make an effort to be aware of 

the ultimate realities of his condition. That is , 
I 

the quest fo!r hol.y grail, now becomes the q uestfor 

laughing, stging, weeping, growling, in short" the 

q~est is to ~ense his absurd as well as tr~gic 
" , I 

i 

condition. And that represents th.at the 'l'heatre of I . 
I 

the Absurd f,unctionsas a means to the religious 

reality whic!h has been'a return to the original 

thea"tre. 

Man in every age has a, tendency to ,create 

m,yths for psychological reasons IIDd ne(~ds. rrhe sphere 

of myths is !the sphere of dreams since botb. of tb.em 

belong to the realm of irrational. Por Ihyths h.ide 

9 
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no'thing du~ to. its nature Ell1d appeal to. emet'ienal 

field, the are not 'questio.nable. j
l , , 

, Myth is a dramatic vision 'ef lifE;!' an cl 

people nevElr cease making m,yths, accepting myths, 
! 

believing :i.n myths. In lidditio.n to. these, people 

always see :life dramatically through the m,yths 
! 

offered them by the commercial advertisements,by 

poli:tics, by the detective story or even by the 

interna:tional diplomacy. There seems to. be a close 

link between allego.ry rmd m,yth. What theY. have 

in cemmon is the express'ion through symboliccens-
, 
txuc'ts But yet what makes them different is their' 

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

offer an intellectuaf- s'yst~m. That is, the deminion 

of myth is the illogical. On the ,other hand, allegery 

as a total s;vs·tern, is much more cencerned with, 

the intellect. Nevertheless, dreams which occur 

I' in th~ ferm ef symbolic thought have the allegerical 

elemen'ts in it and the rrheatre 0.1' the Absurd 

contains both while approaching to. the individual 

expe rience. 

10 
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""1:1 

The tendency to see experi~nce in alle-
,.. ~, .: r 

gorical terms illuminates how men in, the Middle 
,d I 

Ages perceived the universe._Everxman is a play 

consisting of allegorical elements. Chaucerts . -
" 

J£.E2.:L~..2_ Cri~'eL~.!:.....invtllves the allegoricc;tl spi-

"rit in it in spite of the fact that it is not explicit. 

Such implicit allegory extendfild into much Henaissanop. 

drama e. g • ..J}J}~a~k;.e.f-t~r:~'-s-plays. S l.nce 1'7 thcen-t;ury 

deliberate and consistent allegory has con~inued 

-to decline. yet the g:r'eatest of all English allegories 

Th~...Jj]-pimL~~,Bres~ __ by......!'ohn Bunl.an , is a 17th 

Century work.Moreoever, allegory has continued into 

moder.t,l times, partly because it has become, an, indis-

pensable habit of explanation. It has been used as 

a reso'urce in the expression of rn,VlBlterious psycho-

logical experienCe incommunicable in d.irect terms. 

With the use of mythical and allegorical elementis 

the Theatre of the Absurd. find.s a way to delve 
-- - -

into the subjective reality which bas~cally rep re-

sents the longings t dreams, an-d fantasies of modern 

man. 

lllantasy is ano'ther element that has influen-

cedtlieTheatre of the Absuru in many respects. 

11 
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Swif'tts Gulllver's 'fravels is a perfect example. __ ,,,1_, _iI*'~. ______ ""'_~ __ ________ 

that 'concentrates mainly on fantasies. Such fanta-

sies OpeJ!lt up a glimpse into tha inf1ni te w1 thou:t 

restrictions, transcending the relative poverty 

of the real world. 'l~ r~e realm of th,Q iltlagination 

thUI3 offers an unlimited amount of material, that 
----------" 

enables the"f ~leatre of the AbsurLl to pro ject 

mental realities of whivh the modern man j,s unaware. 

I1lhe Mystery Play itn i te form anLl 

content has reached its utmost development in the 

Autos Sacramt1ntales of the Spanish Baraaue Theatre. , .- ._- -- ---_.-_ •.. ,,-'-

, ,C~. 

While retaining allegori2~l-_~1~}!I~j~~L .• ___ jj;.~C_Qlltaihs I ............. . 
at. the same time the mythical, dreF.1.mlike features. 

~rhe ,S'panis!l barllclue period can be associated with 

the nameofPedro Calderon • The theatre of Calderon - - -
shows life las a dream rurrd a stage from an allegorical 

standpoint.1 stage is the panoramic vision of' ,world 

and the @rmiator is the Author of the world.' On the 

stage the qharacters play the roles which are assig-

l'led to therq b,V the author of the world. There is 
I 

no doubt t,h,at 'the exponents of the rfhe.atre of the 

12 



,'-
A bllurd have influencodby ouch, wri tors like 

-.Qu~l?-~_~0p-..l w~o have accomplished to present world 

as a dream'~hich is 'likely to be the reality at the 
, I.V '\11 

l(ilvel of ividual experience. 

AUt~s·t __ S..!EJ.n.®ere; has. conri buted a gre~t 

deal to theldevelopm0nt of psychological subj~ctivism 

tha't had laier led ·to na'turalism. strindber:e;. 'has 

attempted t<» capture subjective reality, of inner 
I 

stateta, of conciousness from the Expressionist' point 

of vi.ew whi9h. is different from th,e traditional, 

repre~entational attitude in projecting mental 

realities • ...1.2.J2£.W'..E.-~~,_!..2-ream ~.~ay ,'and the Ghost 

Sonata have manifested Strindberg's approach towards 

,a new kind of universe in Vlhich there are no secrets, 

no law, no incongruities.' That is to say, it is the 

iniverse th$t constitutes the barest reality, and 

at the same time it is the universe for which 

Ion'e.!? c2. has' been longing in his plays. --
It is obvious that when descriptive 

de'tailB arc suggested, realism is lilcel.y to be ' 

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

; such, power. In his worles, even the most impro,l>able, 

I3 
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; I 

and strangest situations are given with such rich 

. details so that the~ seem to be as if they were real. 

If the case were not so , the human condition charac ... 

terJAlzad with horror, anxi ties, . guilt feelings would 

be something d1h.ffe!'ent than nightmares and oBsessions. 
-----------_._----

Realistic d(;'ltail can be supposed to l;>e a prereCl uisite 

for conveying a sense of absurdity. In fact,' realism 

Wi th details exeggerated is a way ·to deny the i.'eali ty 

described a!l.d this dialectical process determines 

; 
'the presentation, stx'Ucture and comprehensi bilmty 

of ·the subject matter of_Ka:fJsa.·s vivid inventions. 

Kafka is one of the writers who has achieved to 

reach the universal with his owh obsessions,subjective 

reali ty, tb.us offei'ing a richness and influencing the 

rl'heatre of' the Absurd 'in its formation. 

The. development of psycholbgical subjec-

tivism has TIlcmifested itself on another' plane -the 

novel form -. ll'rench Marcel Proust uses the faculty -_...... .. - ... 

of memory j,n a new, original way. His basi.c aSflIlumption 

is tha:t an incident is, at the time of exper~encing 

, i't, definite and insignificant when compared with 

the importance it may come :to have in the memory. 

14 



He also points out that the incidenta which are recal-

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

vistas. Proust·s subtle minutensB8 rendering the -.-"'._-

human consc:Lousness su~jectively recall~ both~~tX 
. 

2 .. ~~~ and_~l-l:!E..e~_j2~ and also~rginia Woolf • 

_j_1.:l;.~~_.l£y..2""~ ... ;.~'bos~ j mpact on the dll"y_elop­

men-t of the Theatre of the AlJsurd is direct and power-

fu1, especially with. his great novel, Ulyss~~. with 

episodes in the fox'm of dre amp lay·, has penetrated 

into the consciousness capturing tota) reality. His 

te~hnique c~1.lled strliam of cons cigll_sl.!-es!3 ~c enabled 
:" .~- .. ,,,....--.-, .. 

hj.m ·to crea;te imagi"native1.y a-who-le-ind:iv±dual- set 

agaiJ;1st the background of ~he oldest extended portrait 

of a man -Odysseus- in European li teratlire. In his 

.+~2-~~l!!i~El;,n".E.....,Wak.~ __ , joy<ee establisheB a dream exoperri!ence 
J 

which has fully reprel3ented -the Theaj;re of the Absur:.d 

Here the inJfluence of the psychologiual ideas of 

can be perceived from the angles of 
.' 

of repressionanu the characteristics 

of dream a~isociation.li'innegans Wake has importance 

particular~y for its ;:Language .. As how I,Bwis Ca£r..91.1 

has used languB.g;e ,-1..EJI~- fusing together words, has 

15 
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caused them as in dreams, to suggest severall(:)vcls 

of significt:mce simultaneously •. 

The Dada movement aimed at Liestruction 

of coventional art of the bourgeois era was also 
.. ~ 

imprel3lsive for the '.rheatre of the Absurd in tel'fn!J 
" -

of i·ts features containing nonsense poems in ·dialogue 

form t and the use of bizarre masks and costumes. 

One of thE';) mastex's of Dadaist plays was T ristan 

Zara • His three act play called Le Coe r a Gaz is 
~~~- . --

, considerecil: as a perfe ct example of pure ·theatre 

especially for its nonsensical dialogtile wit'h.·a 

subtle rhytl~m! __________ --

Surrealism' in its assumption that it is 

an art fdrm which is more real than reality expres-

Sing 8'ssences ra'thar thrm surface appearances have 

attraded tie advocates of the Thea-tre of 

~nother movement that has had 
I 

the Absurd. , 

a ~Jtilnon 
~ ... ,.,.~,,,. . 

ten.d~nC,y wi tih the ThEiatre oi"-the--A5surd~waS-G~';'man 

Exp:r(:H3s_ionis1t movement. Yvan Goll who belongs'. to 

that 'movement has stated that stage becomes surreal 

when it is aware of the things behind the things. 

~ro ob,jectify thought and,feeling and to project 

I6 
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inner rea.l} ties, that is, ·to pro be into.B. world 

beyond the I senses, such: an approach is mora. approp-
I 

x'ie:te EmU ~f;l needed. In addition tiQ thone, ,hc., ouggoo tt;;, 
l' I' , 
"that the sfUPid.i ~Z of human beings can be conveyed 

, I 
only by enfrmities since man's si tuatiom' b,aD enor-

I 
mous dime~t3ions._gol~, from this angle, is assumed 

I 

to be one pf the antecedent of -the The8:"!i_~e ,()J the 

I 
Absurd .. 

The theatre of the Absurd rejects the 

I 
POSSibility of: knoV)'ing one's motivation and 'for 

this reasOn the audience is confronted with' ,charac-
, 

ters whose: motives and actions , rnos·t of the time 
i . , 

are incomprehensible and unknown. By this very nature 

the Theatre of the,A~51.11rd fulfills a purpose, that 

is ·to say, it prevents the audience from identify-

ingthemse~ves with the characters presented. 
I 

Bertolt Br~cht, in his didctic socialist theatre 
.-.,----- .-r"'-'~ , 

has tried to achieve this aim however, his brilli-:-

antly draw? characters have made him fail. ~rhrough" 

identification the audience is made 1110 adopt the 

pOints of view' of the characters, therefore, they 

are prevented from seeing actions critically. 

rr 

fl 
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·What Brecht fails in experience is. achieved ---
by the dramatists-6ftheAbsurd. \Vi th comi6--: characters 

the Theatre o_f the Absur~ makes identit,ication comple-

te~y impossible. An audience when faced with auch . 
comic characteo:tb are not able to idel).tify th.emselves 

I' bu·t jus t laugh a t them. Although the, 'f h.etl.tro 0 r thfJ 

Absurd. deals with something bitter and violent, it 

is a comio theatre, hence the audience remains as 

an outsider througout the play.However this is not 

the only function of this spavial genre.A kind of 

cri tical value is inh.Bri ted in the plays of the 

Thaetre of the Absurd. 

of' farce: 

Comedy as Mor;timer defines.in his ·defence 

"Comedy is the only thing worth writing 

in this despairing world ••• It may be that 

only i:11 the most secure and, optimistic ages 

can good tragedieB· be written. Our pr-esent 

situation. 0.JL_. :isJ-B.~.t.no @erious to be 
__ ~_" __________ --' ·'-0_-

described in tenns that give us no oppor­

tuni ty to laugh. It 

2 

A universe that has lost its unifying principle 

IS 
-~~}:~ 

~~-.",--



" 

--.--------------

its meaning and purpose, in short a disintegrating 

w.a:Ld".as well as an absurd one can be conveyed with 

laughter Md wi th horror ...... ~_H_a_r_o_l_d....;.;.p...,i_nter d.efines his 

own works: 
--?~, 

It Eve :ry:t.hing~ia.~.imny:.,._tJ:l.e..,~greate r·--earnes t-· 

ness is funny, .even tragedy is ,funny., And 

I think what I try to do in my plays is to 

,- e;et to this recognizable rea11 ty 9f the 

absurdity of \tIhat we do and how we behave 

i and how we m.peak. U 3 

I 
J?inter adds telling that a play is, not an 
I 

essay and for this issue he comprimises wi thJon~s 
thoughts: I 

. I .. I do not write p·lays to tell a story;. The 

,theatre can not be epic ••• because it is 

'dramatic. It_ 4 

'oth of the writers seem to share·a common 

groun,d th practice is to report without e)<pla-· 

nation or Ijudgement.Pinter critisizes'adding~ 

11 ••• nor should a playwright under any 

exhortation damage the consistency of his 

, 
~-
'" 

characters by injecting a remedy, or apology for 

their actions into the last act,simpl,Y 

I9 
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I because we have been brough't up to expect, 

I rain or sunshine, the last act 'resolution'.' I) 

I 
1'0 supply an explicit mor'al tag t6 an evolving ,,~ 

and compulsive dramatic image seems to be 

, facile; impertinent and dishonest. "5 

rl'he playwright can not be a prophet, is what 

PintaX' tries ,to (i;onvey. And 'thus in the Theatre of the 

AbRurd '~he whole of the action is myste.rious, unmoti-

vated,and at first sight'nonsensical.Therefore the 

d1b.ff'erence be'tweeE-. B~~ch:tia:t:l~Jlic and l\bs.ll~ ... ·ci. Theatre 

can be e)(plained from the pOints that in the former 

the' audience' s critical, intellectual attitude, is 

activated. and ih the latter in contrast , a more 

deeper lev'el of the audience's mind' is worked out. 

The T;heatre of the Absurd releases and liberates 

hidden feam and reppessed aggressions and activates 

psych,ological forces. Ionesco defends humour stating: 

It Humour makes us conscious ,with a free 

lucidli ty, of the tragiC or desultory con-

clition of man ••• To become conscious of 

what'is horrifying and to laugh at it is 

to become master of that which is horrifyingG" 
6 
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Civilizations have opened umbrellas 

to shadow the chaos of life. But now the umbrella 

has many big hollies. Absurd dramatists jJrefer to 

throw the umbrella av,iay. To face with the absurdity' 
I 

of life in its true bareness is the ,only way for 

salvation and liberation o:f thehumanbeings, 
" I 

otherw~se I may nmt exist. 
", 

Adamov and lonesco have been the mo~t ---
successful writers i1'1 the Theatre of the Absurd. 

10nesco denies every :kind of motal in his theatre 
,! 

that is basically ag~inst the Aristota:tian theatre. 

'--I-I-is morall~~Q-ms-~-he----gelr ciiscovery .He ineists 

on telling that theatre is not a place fior ideolo~ies 

logic, psychology, and philosophy.For this- reason 
I ' 

, ' I 
he hever analyzeB but juS'f, prescints and makes usa 

of satirical aspects,.! Th.e ehagcl and The Killer 

are the pla.ys which demonstrate !what it feels like 

to be'in 

10nesco 

those humru~ s1tvationsJ 

On the other hand, A~amov compared 

seems to be giving soJe lessons. In 

with 

his 

Invasion he uses drHam motif and ka:fka like details. 

13eing one of the exp:onents of tlie Theatre o:f the 

A bsurd, he has 
i 
I 

cont:iji,buted a gl'oat deal. 
,'! 

I 
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I,n terms of contribution, the most effective 

of the dramatists has been Harold Pinter.He was born 
- ! ..... 

,,-- ._------
in I930 in Jhondon, 1;heson of a Jewish tailor, and 

grew up at a time when fascism b9th in England and 
I I , 

, abroad was its most dangerouS.At Iseven'~een he went to 
- I 

, 'drama school but dropped out. Hils first play The 

, i , '- _____ '_ 'I " 
---------------Room-was-f-rrs t-perf-ormed--at-nristo-l-'-O'niv~-rs:tty--:tn-'--'-" 

19571;.\ His other plays are 'rhe Dumb waiter, The 
, . 

~r'Birthd~y Pal'~Y -....b .slight Ache, I~e.vue, Sl<:etohes, 

A night Out ,T)1~ Car;etaker , j\(~e;ht SCN,ol, 

The Collection,_The Lover, Tea p~rtl' !ho. Home.'£'?!f1~!!'€£ 
, I 

S Hence, Old T ime9.," L"",ds cQEe I lI"j Mal}' 6 Lan.i!, 

Nj.ght, ]etraye.~, lI'amily ..... Vol.ces 8l1~ 1Y10n210,@,! .. 

He :is the mos·t creativa of the con'ltjffi-

porary writp'X's and has contribu'celd much to tne 

~~heatre of the Absurd. 

,; 
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CHAPTER. I 

'um BIRTHDAY PAHTY 

• Human kind 

Cl¥! not bear very much reality .. ' 

( Eliot, Burnt N,orton,I ) 

The three rn(:tin characters of '.rhe Bir~,hJ.!~.l 

, . 
.J:?~t::!:_tl , Meg, pe_tay" and ti_~a.nley: represent somehow the 

situation in-whi-Clr-'&he modern man. finds hirnself. They 

are the individuals who are made to choose a life apart 

from the outside world. When outside demands become 

too much , ~oo great, individuals tend to evade from 

them and fOli'm a world in which they find peace and 
~c~ 

feel themse~ves fre.e .. This es cape works out fits' "8, 

defense mechanism due to psychological reqUirements .. 
, , 

lVIeg and Petey, the old couple of Pintei'B 

first full Jlength_play, pretend to live in such a way.. 

e happy and. comfortable in their boarding 

house .. IIi'or :iears, the only visitor in this boarding 

house has btien a young ou·c- of- work pianist ,Stanley. 
~ <-- ~- -"' 

T,~ese three" together form a womblike worl'd for 

themselves ~ven to the extent that they do not know 

much about i;hs outer world and they pretend to be 

23 
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interested ~n the news 
i 

" 
18 Meg:: You get your paper? 

Petey: Yes. 

lIlT • I' . t d ~) m,eg.. S l:- goo ., 

petey,: Not bad. 

, I, 
lVleg: wha:b does it say ? 

Petey: Nqthing much. 

Meg: You read me out some nice bits 

yesterday. 

Pete,Y: Yes, well, I haven' t finished this 

one yet, 

Meg: Will you tell me wh~n you Come to 

something good ? 

Petey: Yes. It 

I 

IVJeg~ s husband Pet,t;jy __ is rather a kind man who 

works on tl1e promenade as a deck chair attendaxlt. 

Although hE) is silent all the time, he, relatively 
I 

can be SUPI)Osed to' be the most so cial one among the 
-.--~-

o"thers since he still keeps his ties with the other 

world. ]'urthermore , he is much more aware. of the 

things around him • On the other hand Meg,whois 

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

2'4 
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?~' 
-' 

--~~---.--.-~---.-.- ,---_._-

stup:tdl.i ty. comments earnestly: 
'. ' I . 

.' 

1(1, 

• , Nleg.! What time did you go out this mor-

ning ,Petey ? 

Petey: Same time as usual. 

!VIag: Was it dark:? 

Petey: No, it was light. 

Meg: But sometimes you go out in the 

. m(,)lning and it is dark. 

Petey: That's in the winter. 

IVleg: Oh,. in winter. 

Petey: Yes, it g~ts light later in winterb 

. Meg: Oh. " 2 

~he is totally unaware of the facts· an(/. even 

of the natrral phenomena. Her world is now a closed 

world in W~liCh she builds up her dreams, wo·rksout 

her fantasies. One of her dreams is perhaps' to have 

a child. And probably that's why she treats the other 

member of the house,Stanle'y as if' he were her son I . -
and .she isl interested in the news about one ,who has 

I ' 
go·t·a chilp.. Moreover, Stanley responds to her mother-

liness in such .a way that he teases her in every 

chance he has taken. 'rhe reason for why they have 

constructed such a mutual relationship between them-

selves is that they lack an independent identity. 

'l'here is no way for them to get. rid of theint hopeless 
----_._-------

,)"-
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situation, but yet both of them play the roles that 

TU'e dssigned to them by their own fantasies.· Meg ' s 
I , ' - .-

stj.fling a.tti tu de is very obvious in these lines 

" Petey: Did he drink it ? 

Megi I made him. I stood there till he 

did. It m going to call him. stan. 

stanny" stan. lam coming up·to fetch 

you if you q.on·t come down~ I'm coming 

\'1.p. r'm going to count three. One. 

Two. Three. I'm coming to ~et you. "3 

All of a sudden, the peace will be desroyed 

because of the visi t.ors wh.o are expected to COme to 

Meg' 8 boarding house. Why' S tanley be comes that 'rrruch . . -. 

i rri ta te d ,:I::l:e.ITQus--aJ:'};d-agg:re-ss-iv El :is-no-t-e±eH~'-i 

Perhaps his long repressed guilts and unspoken fears 

are an.d will be forced to come up to the surface 
, 

so that hj.s past may catch up with him. Such inter­
I 

pretation~ are possible, however, the only thing 
! 
i 

·tha t is 0 pvious is tha ts t~:L:E!Y is no lO:t:.!€_~'f com-
.... '. 

I!. __ . ____ _ 

fortable tn thJ.s se emirigT.vwarm-no-use • 
! 

"stanley: But ·who are they? 

Meg: You'll see when thej come. 

Stanle,V: T h.ey won 9 t come. 

lV1e~: Why not? 

Stan):ey: ~ tell you they won't come. Why 

2,,61 



didn't they come laot night, if~hey were 

coming.? 

IVIeg: Perhaps they couldn·t find the piLaqe in 

the dark. 

Stallley: They wontt come. Someone's 'taking the 

M~chaBl. ;Forget all about it. tt io a 

false alarm. A false alarm. Where Hr my 

? It tea. 4 ... 

It ___ is-indeed--an alarm for stanJey·. H'Ef--is 

tryint, to decieve himself but he knows ve~y well 

tha,'c they will come soon. On another plane, .~.:; tanloy 

signifies ~n his personality the weaknesses of human 

k:lnd. As he lacks self discipb,ne, and basically all 

th,e others' do, the true relationship betwee.~thern 
_ ... _- - --_ .. --_ .. -.~-.--.-.-.----..-,--.-. -

seems to bQ impossible at- least unhealthy. JVlel~i often 

talks abdut her boarding hou'se as though it were on 

the' list and wants the others to assert it. Her dream 

of a big hqtel-isher pretence. And also S~ar:lley 

though thelte is not mu.ch evihd.mnce about the extent 

of hi~ proj4Bssion, cla:i.ms to be a good pianist. 

Whether he \tel.Js lies ornot , it is clear that he is 
" 
living in q. world of illusions. Althogh he has given 

Cl concert q,nd as he claims it was a great success, 

when hew~~ supposed to give the next concert, the 

'2't 
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circumstances did not allow him to show his artistic 
-~.--------------- .. 

ability ap.d finally he has .rejected this gr;im world. 

Now ht;t hl:\.£i been idle for rnont~lS and he does not 

,h@,V6 the strength to face with the outside worlii, 

in general, the utmost realities.He is in fact~ scared 
! 

I 
of someth~ng and that prevents hiam to get into 

~..:::' I 
• I 

relation with the others. When Lulu from the next 
"-.------.-~~-~- .. -

~lo,or trie~ to tempt him, he is unable to reBpond in 
! 

a healthy,ma..nner : 
. I 

... Stanley: How would you like to go away 

with me ? 

Lulu: Wher:e ? 

Stanley: Nowhere. still, we cou'ld go. 

Lulu: But where could. we go ? . 

Stanley: Nowhere. Therets n6wh~.re to go • 

So we could just go.It would·t matter. 

Lulu: We might as well stay·here. 

S·tanley: ,No it is no good hereb It ~ . , 
s it is seen, fear 'has made him live 

with9ut f+elings or at least, it has prevente~ him 

to go on d take part in action and also to make 

sense ou-t I of the things around him •. He is living 

pret-ty mU9h alone while he seems to have' lpst his 

identi ty as well. As a result, 'he becomes possessive 

2{) 
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I 
I 
I 

I 
" of the ot~ers. lIt a sense he is 0 bIiged to.' 'be so 

I 

because tlllex'e is alwa.ys the danger of being deprived 

of wtlat m~tters to him and this constant danger is 

extremely I influential down to. his very iclenti ty. 
I. . 

A~though l~e is totally lost and at the same time 

does not tave the power to strive, it is ne.cessar,Y 

I 

to po:\.nt rut ,that S t~llley ~o sor~le degree, seems to 

be. aware r his hopeless 61 tuat10n and ffien-Val state 

U Lulu: Why don· t yo.u have a wash? 

stanley: A wash wouldl'l.'t make any 

difference. u 6 

.What has forced him to lli!v,e dependant on 

others and in particular on Meg ,and what has 

caused him to crawl down on his bended knees is 

obscu.re and ;y'et 'it is s.omething with such a great 

'power hen6e Stanley comes to an end with his inade-' 

et uacies exposed, his confidenc('! gone, if he, ever had 

his q.ous e . an d wi fa----los-t-;rtovmve l' , 1 t is-cle ar t ha. t 

there ia no wa.v to know one's motivation. And the 

vagueness of the situation in which Stanley finds 

himsfllf with a sense of sin, somehow represents 

, 
what l)inter tries to pinpoint. The impossibility 

1.9 
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of knowing onc's motivation while lifo iu in a 

constan·t flux is the fa.ct which is indicate.cl on 

Pinterw~ characters. 
~--..-

When two men appear from nowherfl, S tanley 

who if:l idling away his da,Vs in seaside 10ngtngs, 

is disturbed by the arrival of' the menacing otrnn-

gel'S e, IVrccann an.d Goldberg whose' background' is not 

known· but caubs just guessed at, in a Il\Vsterious 

way, seem -GO be aft'er S tanley. They have come to tb.is 

place in order to fulfill sort ·of a secret task: 

It Mceann: Sure I trust you, Nat 

Goldberg: But why is it that before you. 

do a job, 'you ~ re all ove l' the p'lace, 

and when you're doing the job you're 

as cooi as a whistle. ? It . 7 .. 
At first hand, the q uali ty of the.ir task 

-------------, . 

is not -th,lib much clear but in a sense it may somehow 

reprefilen·t a kind of vengeance that will be exacted, 

or pu..nj.shment for wl'tat Stan.ley has d.one or is thougl'lt 

by someone to h.ave done. 

As the opening scene goes on, the m,vstery 
~< 

element becomes mucll more .. v:l~.:iJ!:1,fi., .. antl .. 1s ... introduced 

3,\9 
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vvi th an l.mportant function in the pln.y. On 'the one hand. 

the curio:j3ity for the spectator-' and reader is evoked 
i 

and also t t f'urthex's 'the action. On the other hand 

this elem~:t1t presents seriously the danger.of disaster 

when cont:rol is lost and the der.18.nc.Lin{~, menacing 

forcea of the. world gain the upper hand.. In this 

respect, the appearance of Goldberg and IVlccann displays 

a kind of warning that soon a confusion will be created • 

. However tI;Le oppusite of the case is also probab~e. 

Nothing can happen and at the same time is .certain. 

And something caE~pop·er,l.-aJ:'l41--b.e-~ai-];J.o---.tn· the final 

analysilto ; life is a continous process as well as 

there is no central action in it. So life as it is 

lacks the directi.on, the cathartic effects of comple-

ted events and the external causality. 

Before the end of the first act" Meg 

plans to prepare a birthday part.v fo~ staniey .. Why 

Goldbe.rg insists on having a party for him is not 
'I 

explicit but Meg enjoys the idea. Before the party, 

she glves her present, a bOY's drum toStan1.ey" 

Meg selects such a prasent partly because she has 

considered him'as her child ,and partly Pinter ... _---.--

3,1 
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does it deliberately to show that Stanley has lost 
. ,\,11' 

his ar'tif3t,ic a,bili ty 'thus reduced to nothingness. 
; 

S tanley does not want to accept that 
", ~) 

it i~ his birthday. probably, he denies his' existence 

that has been denied long ago. His veI' being is no 
,I! • 

longer sigr~i'ict:mt and the attitude he has taken 
,0', 

in order to cope with the world of illusions provides 

a complementary ele'ment -to deny th,e external reality. 

Ano'~her explanation for Stanley' 13 case can be given 

from. BJ;'lother viewpoint. Perhaps he is forced to 

grow up and he has growing up problems with which . 

hEll is supposed to .face. Fro1p. the start, he is 

shownl3.~_ a._<:l'h:iJ.d, and while the play is proceeding, 

he i,s perhaps seen as a mat1iLI'e being. The develop-

ment of the psychological make up of the beIng may 

end up witp,---dEfcay:"Tbj,s can. be an appropriat.e inter-: 

preta"tion for the si tu.ation which Stanlex is made 

to experie:p.ce. But as often with PinteX' , to define 
I I ------

I 
'the play tpo closel,y j.B to limit it and lose some-

th:l,ng. 

1'he fj.rat act is cOJl.cluded wi th1ft~nley' s 
, --'" 

violent behavior. In a way he is reduced to a 
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level that hi~l inner world is no longer private and. 

the core is destructed. Now step by step, he 'gets 

" 
clo~ler to his destrtiLction. 
"'1,' 

The second. actE} begins with, the' prepara-

·tions for the birthday party. As consciousness gives 

lota of paj.n" Stanley tries to esca.pe once again but 

h.is ef'forts are made to be u.seless. 'rhe impossi bilj. ty.. 
" 

of ssce.ping from one' s consciousness is what PinteI' . ----
tries to reveal. As a result, Stanley should experi-

ence the fear and the pain since his consciouSness 

is the onl.Y ,thing that is alive in him. And it is 

bl'C)ught up to the surface. 

The- charac'terization of Mccann and Goldberg 

is of' great importance and is drawn in Buch a way 

that they are shown as parasites and in the meantime 

as des"truci'tive, harmful forces. Especially sirnple-

minde~ Goldberg draw~l a grea deal attention. Obviously, 

,behind this kind of characteriza:t;ion lies sort 6-f 
}. \ 

in"tent. I,lrom this angle, hl2!~:.?: seems to pres'ent 

individuals who are disregarded by those wh.o consider 

" 
~~' 

the ms e 1. v e s as superior to, <:>~_~~Ef3_. __ ~y~'tt~J.>.fJJ"JLlt9-~s up e ri 0 r 

p,ex.'sons th,ink that they have the rigrlt to enter 

53" 
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other~s inner depths and to penetrate i.nside .the 
" ' 

people. It seems that Pinter is critisizing those 
I - .... -____ ~ . 

'," i ·i.1 ' ! , , 

who are a:f~Elx' the desru(~:tion of individ.ual' spri vacy. 

J~ven if' an. individu.al a,ll,owB one to enter his very 

being, '\ihis u.11-30 nieana that his being is in danger. 
-------------~-... ----

To know one that much in deta.il, dempnstrates that 

he is not himself ut all and finally he b63comes a 

'puppet in the hands of· the superiors. In addition 

to ·those, )~inter by drawing unsympathetic characters -_ ...... __ ... ,. 

; 
like Goldberg and MQcann is likely to show the oth.er 

side of the ease, that is, he is at the same, time 
1:" 

critisizine those like stanley, who have not acquired 

the right to say no" If it is thought from the 

ExisteX;\tlbaliBt point of' view, man. is nothing other 

than what he makes himself,and he has total respon-

sibili~y for h~s acts. As an example, Stanley 

claims that his second concert has been' cancelled 

because of some othersd Blaming others for such a 
I I 

reason can be considered wrong. If he did not really 

wanted it to be so, the case would be differenti. 

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

he be free. Such interpretations and comments on 

sto.nley' sp;sychologicar-a:f.ld existential collap::f(f 
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oan Vfl,X'ytiI.CJC01'<..Ung '~o ·the penlp6ctives adopted.. In.nbo-

ration could be made on ;;he issue and y:et the area 

seems to bE.~ very proliferating. Por "this reason, to 

limi t criticism may lead to the distortion of .the 

play. 

When an external code is put on fm indi-

.i vidual, that being is made to live quite passively. 

1 
Here ·total iisolation is usually desired and even pr-e-

',1'1 ',"'f ' . ~.:-

fe;t:'x'ed as j.~ the case of S tanley.-. Instead of· befng 
.--.-------,.-.----.-~-.-.. ---.. -~----- _ .. "'-' -.-'~ 

cou.rf.],ges in actions and thoughts, S tanley and . in 

general the .others ,should choose to ue brave· in 
\ ) 

bef.l,ring.~d.lexperiencing the troubles as well as the .... I ' . 
utmost rea11tyo By means of this approach toward life 

j.ndividual io some degree can validate his own pre-

i 
sence and t~.erefore his own sense of reali ty .• So the 

It'ideoua unc~rtain"t;Aes ofaxis·tence can be fac·ed with 

pluck, resi~ience and humour.To bear those exposed 

to ·the indi~ridual and the action . limited cause I ~ . 

active.ffiometttum in d.rama to be eliminated. As a 

result, exp~rience or life which is not able to find 
. I 

i 

. a room in tr.e outside world tends to turn inwards~ 
I 

Moreover, t~.e pressures from the past do not' allow 

! 
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the j.ndi vidup,l to furthe r action and li ye the moment. 

Like Stanley: who is trying to get rid of the situation 
.. , Y 'f'; \ l.(' . 

to which he p,as subjected, individual is not _capable 
.:' ',) 

" of going on action and even 'trial to further Rction 
. 

is made to be impossible thus the result happens to 

be deepl,Y- tragicfor----ttre-TsolateCr indJ. vJ.duaT;-, Vvhen 

stanley is tormented with bizarre questions and ends 
,:" 

up with mental ruin, his tragic as much as absurd 

situation shows how an individual life can be' destro-, 

; yed by the egocentric powers that are,l a);ways in 

want of domination. still.J?int~ appears to demonstrate 

a new kind of heroism on the part of his chalucters. 

In spite'of the fact that Stanle;y: or the others 

are not suppotled 'to 'be heroes but just victims, 

Pinter wants to evoke a sense of courage and herOism 
~"""""W!o)o.Jl_ 

that is executed by facing the troubles of life 

and the world. 

From another perspective,c Mccart12 and. more 

speoif'ically Goldberg may represent fears,sins, 

evil thoughts that are created' by' and in 'the mind 

of a pef.son~ Most of the time these are beneath the 

sUI(ftace since man seeks to P"Llf.:.1h, them into -the depths 

3 bl 



of his mind sometimes cor~sci(:>usly and nwmetimes 
,"I' 

j.n·l:iu~ tA~E.t)~y:_ .. The hidden side of pe rsonali ty· illust-

rated by Gglclb_8Eg see'ks immediate gratification of 
;! 1 ,. ~ " ') .' ,> 

needs • Although Goldberp;.. pretends to be hi'ghly 

social, . he ,corresp-onds to the antisocial side of 
'," "'1' 

peX'£;lonali ty which involves such characteristics 

to be irresponsible, emotionally shallow, egocentric 

and 1mpuls~ve. The apparent struggle between', 
" ...... • 1 . ' 

i 
Sjia:nley anp. Goldj:>ere; may somehow express symbolically 

t~,~' ~t~ggle betwe~n S ta:nle;y:' s. cons ciousne~~~cl 
_. ___ .~ ___ ._. _________ , ______ e. __ _ 

his unconscious part. Once control or' self di.scipline , . 

is ),ost, PresumablY, the ugliness, the shapeless, 

formlest:l tp,ingwill flow out of the depth. Evil 
I . 
1 

thoughts, Flins will then constitute the integral . , .. 

! 
part of per'sonali ty. Here GoJ.dber.£ the evil, side 

of stanleYIWins the battle and theoth.er s~d. 

,experiencer the feelings of hopeleskness, ugliness 

• j.n severe hepres:~on. Such psychological outlook 

may add soP'iething to the analysis and interpretation 

of the pJ.a~ although there is the problem of veri-. 

I 
fication tr.a't should be taken for granted .. 

I 
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Goldber,Q; and Mccann try to :::dieal sorne-
r- ,~.- -.. .--

thing not own.f),tanle,v:'.s identity 

in the foirm of rape lstaken from him. They join 

an' expedijt10n :Lnto the un.lcnown, to the limi·ts of , 

being. Asl a resul·t·, . si tuation and the play .' itself 

grow morel and more dense, become in:tensified by 

the cro.Bsr-talk : 

I 
i·D Mccann: Why did you leave.. the organi-

za:tion .. ? 

Goldberg: Wh.at would your old mum say, 

Webber ? 

Mccann: Why did you betray us ? 
• .. .. 
Goldberg: When did you come to this 

. place. ~? 

Stanley: Last year 

G·oldberg: Where did you come from? . 

Stanley: somewhere else. 

Goldberg: Why did you ll!ome here ? 
---------.-~---.. -------~.-----.------... 

S·tanley: My feail hurt. 

NIccann: You betrayed. the organization. 

I know him. 

S"tanley: You don't. 

Goldberg: What can you see without 

your glasses ? 

Stanley: Anything. 

Goldberg: Take of his glasses. " 8 

3.18' 
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Wi thou"\:; hiE;! gla,ss9s, S tanley goes blind. 
-'I' , . 

In a wotldl when an individual does not want to see 
':"(1'" " 

anyth:Ln.g ajround him lanymore, he separates himself 
'" \" 

and vainlyl put restriations around his being not 
'r" 

to be distturbed by ·the outside~. However this 

escape doles not work since the powerful, eVil 
',', :" f" 

force!::l Wi~l not let the indivj.dual w'h.o alrei3.dy goes 

'- I 
blind:, li1e, in ilJ.usi,on. Man also ms - " 'not 

given the lchance to say 'no' as in the case of 

I 
Stanley. li\urth.ermore, man is used as atool or just 
."'\ , I 

an 9bject that has no meaning on its· own. T~us the 

integrity :L=t.nd digni t;y- are split apar't revealing 
I . 
I 

the weaknesses. inhel'j.ted in man as his constituent 

element. What is more significant is that blindness 

is what the authority desires to see in those passive 

ob.iects. When one becomes blind, to sh.ape and 
I 

direc·t hi~ is much. more easier therefore he becomes 
I 
I 

-------
possessiv~ 'of both the authority and territory. 

I 

And this is also what the modern. man Duf;Cers from 

in the technological world. Man ::mrrounded with 

unknown, aventuall,y reaches to the point of baint;; 

none othe r than bJ.mse If • 

33· 
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Defore the party takes place" ])etey 
t' 

goes out becau,se he has to go to hi,s chess club. 
" 

B,f') is not likely to be involved in 'th,e dramatic 
, ., ...• 'j. ",' 

s:l tut:1.tion which will occur and rea'ch to its' peak 
I:' J" 

soon, partly because he, relatively, does not 
,\'., 

hr:we so mU.c.h :lncommon with the 6thers.'rha t is, 
, ' 

ha is 'mad.e to be an outsid(~r who is not interes-

ted in wha't' s going on, and does not want to 

take responsibilities at all even to the extent 
'I' ".;',,' ,",,.J 

'that he deliblilrately escapes' in order not to see 

and !3><perience pain and keep up pace with rea1ity.-

In the cou.rs~ of,the party, Lulu 

triel3, ,Jij:,lliempt .. Goldberg and by the effect of 

a100ho. ,Goldberg, with a nostalgic sentimentialism 

,t'emembers and talks about his pas t, particu'lar1y 

Cibout his:famf~1.v-'re1ationships. Afterwards ; they 

decide to lJlay a game of blind man' s buff. Up to 

~th8:t moment, [~tanley sits silent as if he were ,-
, I' i 

reao,y for k,rave or for some'thing else. 

While the play is continuing" Stanley-'s 

~.:'~,. 
eyes are bandaged for it is his turn., I1Iccarih 'f one 

... --.-~.--- .. ".-~-.-. ----- _._. _._ .. -._- "._- .~-. ~ .. --

of ~he representatives of the power which aims at 

4t:y 
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turni.ng S tcmley into anevel'yday I'omot , broak::, 
, ' .\ 

his glass €I s. During~L~_pXo G...EL~,-.S "tj;J,nleY_ElJ; ep$) into 
.. --.-~-- .-

)'. 

hil:1 new drum. As Martin Essli.n poihts out, the ------...-., ---
def3·truction of his drum may mean putting an end to 

his status as an artist and as meg l s little. child • 

. S_~_Hnle;y:, blinded, finds IVleg UD the 'lights go 'out. 
I' 

A"t this ver,V moment the play forms its climax. Then 

in the darkness as everything becomes dark 'i.n 

S~anley' a mind, with a wilderness he intends. to 

rape IJulu .. ]'inally, he goes totally mad. What is 

left in the end is a personal failure -to retain a 

sense of his own existence and. an eventually total 

f'a.ilurEi to retain a sense of reciprocity in any of 

his human x'elationships. And, now it becomes impos-

sible to work out his salVation. Stanley gives up . . 

the struggle which is ac1iual,ly lost in the very 

beg:i"nni:ogL_So his body is driven to upstairs b;V 

the two sinister vj.si tors. And tllat in fact comple-

tes the play, in other VlTords, it brings the end to 

--~--------
the point wriere-it is started. l 1 he way- s_tanle;z: 

selects i:3 b,Y no means a salvation for b,im a.nd 

,the result is inevlhtable if there i,s any kind of~ 

,41" 
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,f 

resul·~. 

,'i\' ','I ~rhe final 'tablau" is completed by the 

third. 'act. Th.l:'oughout ,Stanle1:~s hysterical depres­

fJ'ion, lV~g' in her own illusions, is not able to 

oom,prahend what' 8 go~ng on. But the ne:lit morning 

Pe'~e:r feels 'the strangeness and tries to prevent 

, lVr.(:)J~ 'from wak:i.ng up S tanley : 

"WIag: But you say he sta,Y-s in bed too 

'much. ~.', 

',' ',i Petey: Lot him sleep ••. this morning. 

Leave him ... 9 

Suddenly lVleg asks'about the big ,Cf,l;r outside. 

A).ways il'l.;;fear-of-deatrl,-,.v.reg"tniTI1rsWl th a paranoid 

suspicion that it contains a wheelbarrow in it. 

After it is asserted b,Y Petey' s account that lilt 

does not !;Lave one, Bhe thin.lts herself secure.However, 
I 

the messetgera from tb.e death land do offer some-

b.odY7 IndlOd the ,bl~Ck car is, a means to~:_ 

that darki death land.. -----------~-~------

The enormous 'gap between the intent 
. 

and actio~ shows itself once again while Goldl:),erg 

and Pet(-)y! is talking about StLU'l,ley.: 

Lit;'L 
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'.r'!"', . ..1, ","'., ~\',: ' ~;.:: 
""l\I[ccan.n: He tried to fj:t the eyeho:te'S" ,into 

--- ~ ~ - ------- ~- --~--. _._-------------- ' 

:,t'r 
hi~ eyes. I left him doing it. 

,) (" ~"," ! f' • 

P:etey: IJ.'hel"e ia some sellotape somewhere. 
i 
I ' 
1 We can stick them together. 
I, . 
I 
I • 

a.lolc1berg: 'Sellota.pe. No, no, that's all right. 

Mr'Boles. It-ll keep him qu~et for the 

,t'ime being, keep his mind ofi:' other things. 
I • 

'('1 

I ' 
~etey~ What about a doctor? 

~o~dt)e~-:It. s all taken care f it 
0'. ' 10 

h 

" 
: :-

j·,I' , 

As li't is clear'ly seen~ nothing is attempted 
, , 

BS well at:! lac·tualized. Stanley., Iv1eg, and Petey look 

like shabb1 clowns. Although they feel the constant 

dang~~r of ~013ing what matten,l to' them , in practi'ce 

there is n~thing in hand. 'fheir .i tuation ie' a tra]l 

I 
and thHre ure walls everywhere. To climb 1,1.p that 

wall Offer"l! both courage and action. .For they have 

n.'ai ther of them" security is thus made impossi ble e 

jstanle;y: and the other characters are in 
I ' \ 

I 
a way, intl1'oduced with hell. If it is assumed that 

hall is other people, when mndividual comes face 

to face lkli th ott,ers, he is severely. pushed 

into hell. So, introd\lcad with Goldberg and IVfccrum 

1~.1ii 
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I 

the prot~gonist is also pushed to hell for his 

punishmerrc. 
I 

In OChe thi,rd act, lilccann and Goldl.lerc: 

appears to be rather 'uncomfortable and nervous. 

They qt.tElI'rel with each, other as they are talkJimg. 

, They are not at ease for they have completed their 

given tasks successfully. Their conscience does not 

allow 'them to faeJ.--eom-f"'or1;.-ii;sVe-ci-a--::l~lYt:G()ldbert?:; 
"'-, :'r. 

gets very angr.v when his fellow man calls ,him • S imey' • 

, ~ ... 

, .. 

" Goldbt'lrg: What- did-you- ca1l-, me' ? 

J\llccann: Who ? 

Go Id be rg: (murde rous 1y)' Don' t call me 

that. (he seizes liJJccarm by the throat) 

NE!VEH CAJJ1ME ~rHAT? 

1Vfccann: Nat~Nat, Nat,- NAT .. I called you 

aat. I was asking you,Nat.Honest 

to God. Just a question,that's all, 

just a qUBstion, do you see, do you 

f l "L ? It o "ow me. 11 

At that moment Goldberg is not able to 

bear anything because he is ver.V weak. He ofi;en 

c:Q,angss his name in order not to be identified or 

recognized by some others. As a matter of fact,to 

be an important person is what he wishes but his 

1L:t'~ 
, . 
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", 

we1lknesser lead him to failure. 
'( 

" In this chaotic and hellish situation 

;~,~Y l'n',~ r~de to be fJach other· s torturer. On the 

o-ther ha:n , both the torturer and tortured-need 
. , , , 

each othe~ because of the dependency. Th~y are 
! 

bou.nd to flBCh other forever. And this is a striking 

il1U~Jtrat:ion of man's double inprisonment in the , . 
":J; 11 

self and -rhrough the presence of ot~ers. gach of' 
i 

',I' 

the oharacters is trapped in a private world of , " 

gLdlt. and shame ,the sexual pervert, the coward. 

The self torturing potential of the mind and'the 

self, pun.;i.shj.ng 'working of the intellect are what 

, the characters possess whether they like them ox-

no·t. At the end, ,there is no solution but t.o. get 

- on with i-I;.-----

Thus the play ends wi th giving S :l;anley 

a new kin~_ of identity whicn. in essence is not~ very 

different from his former one. He will again be 

an instrument for -those who desire for more power : 

"Goldberg: From now on,we{ll be the hub 

of your wheel. 

1\'Iccann: We'll renew ;rour season ticket. 

Goldberg: We'll take ,tuppence off your 

moml.ing tea. 

~) 
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,.~ ," 1 

" 

IVfceann: Wetll give you a discount on all 

infla~nable goo~s. 

Goldberg: We'll watch over you, 

JVIo o ann r. Adv:tse you. 

Goldberg:: Give you proper care and treatment. . 
lVIccann: Le't you use the club bar. 

Goldberg: Keep a table raserved. n, ,I2 

~l~hey will give alJ. the things that an individual, 

needs to l:Lve in a conventional world but in retu:rn 
{I'I ' 

they wew:t the freedom, and in particular his conscienel;} 

"thatmlhans his- veI"Y ef3sence , the core. Therefore, 

.. 

like a robot, a mechanica:,L.person Wlill be recreated 

he will bEll given a_~~~_J)e deformed-L-he will, continue 
- .. ------~-~------

to be consum.ed in trar,p which is also in another 

t :r.~i" ,p ., 

The name o:f the play ironieally revOOLs 

that reborn is not a possible phenomena since birth 

. I 
requ1reS • 

I 
~dent1ty,. 

i 

new identity. To get rid of the oJ.,d 
?:,' 

pe X'S on' should_-Tel:LB£---f'-ro.m-cou£H'Ji<Tu:sness ," 

I \ 
ana. this fan. be attained o11ly when the person is no 

! 

longer co~scious, that is when he is dead. 

Such a play like The Bir~tt~~,~l.,l?a.E!l can 

be interpro'ted on many levels However, 'it is not 

I 
that easyl to make any kind of generalization about 

I 

I 
Lt~ 

( 



the structture,'th'e .f;)lot, the' characters, the subject 

ma·~ter,· e~:p,eclal1y in EJ.!!..t.e.r_~s case. His distinctive-

~ ~ ",( r~ fl. ,.,.1.,' .... \.! 

nass amonf contemporary dramat:j.sts arises from J:1is 

us~ of~' d1~iogue ~ V{oll'ds are used less for c~mmunication 

tha,b. for !jUst:i.fica:tion b.y" the spea!{e r' s self to nirrise 1:f 

L "~I . 

and as wefLPons against others who exist not for 

relationsp.ip but in order'that each may find assurance 
i 

.' r .. :. I. '. 
that he er:U:lts hJ.mself • 

..... ! 'I'" !. ( pi'~t2!:e El work b,as the ) ability to express 

the inexpressible to trascend the scope 

"/'(' . 

of language itself ••. " I3 

i'!:is works having a poeti.c value, as an overall 
, . 

strtl,ctu:re , usually req.uire an audience which is 

~xpected. to have an extraordinary alertness since 

./ the power the characters exert over one another may 
---------------

shift frorn'speec'tltospeechor even from word to 

word. 

There ha!:? always been discussions about 

the Cl. uality of language that~~e.~ uses. li~uch of 

" -I:;he problem eventually' arises from the 

fact 'that language is considered to have only one 

range of application and. conl~eCl. uently itis surroun·-

41-
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dad wi th such boundaries ·th,at a word is asslimed to have 

a limi tact number of purposes and meaning. rrhe barrier 

" I -
,to progre~s in this area can be. eliminated J.t' language 

1,- • 

, .... ,.-

ie given a t:.~tatus which is highly flexible in terms of 
, 

usage Md./which has no finite range of meaninr:. As 
• i ~~. 

languagf,:) :is sometl;ling arbitrary, fresh and {I.~iv-e,· 
, ,_. . ... -~--- ... --~---.--~- .. -----.-----

to. put in~o a strict form leads tothe distortion of 
I ' 

"~h~ 'Systc," A mult,:l..functional appr,oach to la-p;guage 

shQ\\ld be lpreferred because a single function one has 

its own stj.ortcomings that entirely cont·radict with 
I 
I • 

the true nature of language. 

Technically speaking, communication proces~3 

" can. be de:Jt'inedasthe whole of procedures ,by which 

one mind. ,an affect another by reproducing at one 

I 

point ~ , e~ yher exactly. or approximatel.y, a message 

selected it another point , ~hat is, at his own brain
J 

mind. SomE\! of the criticS! have interpreted ]?inter ...... M __ ..... __ ..,~ 

as if he Were dealing with the impossibility of 

cOIDnrtimj,cation. In fact, contrary to what has beon 

said, Pin1;er believes in cornmunicabj.li t.v. I'onesco 
~--t- ----

, 

has pOin·tlfd out that: 

• ,t If, he tru.ly believed in incommunicability 

the profession of writer would.be a curiouB 

choice." I4 
i1~ 
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inter does no't emplpy language to de~lcribe 
1"· 

the pf it. He strongly dellies that: 

III We have heard mru::ty t'imes that t;i.red, 'grimmy 

phrase: ' Ij1ailure ,of communicat;i.on' •• an,d 
• 

this phrase has been fixed to ,nw' work quite 

consistently. I beli~ve the contrary. I 

think that we communicate only too well in ~ 
,~, 

our silence, in what is unsaid, and that 

what takes place is a contmnual evuDion, 

desperate rearguard attempts to keep ourElel-· 

ves 'to ourselves. Communi cation is too alarrn,in<./. 

To en~er into someone else's life is too 

frightening. To disclose to others the poverty 

within us is too fearsome a possibilitY.»I~ 
, .? 

/ 
)? in t €I r 'S--G8.-a-ract-e-rs-commun-i-eate--p re t ty 
-,,~~- . 

effectively but the manifestation is not an obviouECI one 

at 'the surface level.. He brings about an explanation: 

" IJunguage. , .. , is Et highly arnlJi{.:,;,u.ous iJuDineso. 

; 
So often, below the wo~d spoken, is the 

tl:d.nk known and unspoken. My characterfJ 

tell me so much and no more, with reference 

to their experience, their aspira:tions, 

'4·$ 
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~' I . '. "r ,:"' I 

- iiheif- motives ,their his"tory. .' ••• You and. 

,x ,thtJ oh,Elrx'acters which grow on -a pE~ge, 

-;most of tl'ii3 time ~e' re inexpressive giving 

l:L t:tle" away, unreliable , elusive, evasive, 

obstructive, unwilling •• But it'is out of 

these. attri butes' that a languar~e' arises. 

A language , I repeat, where under what is 

I ' I Baid, £LUothel' thing in bei!lg said. .. ~6 

I 
IThe major c~iterion for the psychological 

flnaJ.ysis ~f comrnur~ication is' neither -the message 

nor the m~dium but the' expecta"tion of the person , 

rec,eiving; the message. gi ther posi ti've or negative, 

the expec'tation of the pex'son. determines the meaning 

Of words ,hat are uttered : 

nstanley: A 'big Wheelbarrow. Andwhen the 

van. stops they wheel it out, and they 

wheel it up the garden path, and then 

they:. knook at the front door. 
---------------

I-Meg: 'rhay don't. 

8tanle;),:' 'rhey are looking for f;3omeone. 

Meg: They are not. 

S tanley: They are looking for someone. 

A certain person. 

Meg: No, they arenot. 

Stanley: Shall I tell you who they are 

looking for? 

5'6 
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I.,' 
lVIlilg,: NO. 

Stanley: Yeu don't want me to tell you? 

Meg: yo~ are a liar. " Ii 

In this particular instance ,both, j?tanle;r 

and_lVleg manifes·t; their eppressed' fears about death 

and to be driven away from '~he seeming warm plimate 

of '~he refv.ge •. And yet wha.t is notewor-th.y here is 

that both of' them tall\; separately from their peint 

of v;Lewa l':\P.d evaluations. No two people bring pre c1-
'I!": 

sely the same as(7.lOciations tothe Dame words anll there·-

fore differ from each ether ·in their expectations in 

terrrm (.)f language being used. Hut y'et this does not 

mtle,n thai; they are not able to cemmunicate.A kind , ' 

of i!l.~.~g£:hty: up.d harmony, however uniq, ue 1 can be 

perceived in the d:lfilog;ue. They are aware of what 

is going on so the cOIruminica'tion process is perfectly 

ach..ieved det:;rprtt~Of the fac't that it takes' place 

at 'th.a deeper level in the:lr internal selves. 

,ste.n:tey seems very an><ious abeut his dreadful situ­
! 

ation. Pre,ject1ng his own perception ef fear he 

poses his basic anxj.ety to Meg. As a resu1t,the1r 

psych010g~ca1 tension almost :reaches the 1.;l~':~r~able 
-.----- .. --~-. _._" ..... -~-.--.~. _ .•. __ .. _---.----

an~ comesu.p to the surface ~ In adll1 tion, alth.ougb. 

ISp 
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the WOl;'Cill O(;lOm ,to be :lnu.d.oquutl~,tho ovoX'ul L. n l;ruc-
'~\ .. 

ture of the dialogut-l enables the states of anxiety 
, r I,.~, 'i'O ,"',.' 

"to' be inif.ensively concre·t:l.zed. 
" ." \ ' 

P:Ll1ter has often been accused of needlessly __ ~_uo4I"_""''''''''''_ 
.\ ,. 

w:;lth·o1.dlngirif.ot'mEdion from his audienC8f::'l, of making 

mannerj.sm of inystery. A"~,first, a kind of obscurity 

and rn,ystery about either the characters or the 
--.---.. -.. ~--------.--. 

si tua'tions, characterizes 'Pintert s plays but yet 

the au,dj.~nce as the plays proceed, is led to a 

clea..rer and deepe,r knowledge of the chflracters. still 

a sense of 0 bscuri ty is preserved. This is due to 
I 

the fact j that life 0..:3 it is, is arbitrary artd 
! .. ~"~,~ 

everthli:n~ is _W1cer·tl3,in_an~e,lativ:.e-in-.the-'-px·esertt 

i 
'dl;t.'f.:.": worJ,.d. So, to know th,e human beings aJld. the 

! 

reasons :~o:r.' their actions always remain 0 becure 

and-uuveJi'ii'iable-. _. 

lies 

I 
, I 

As mentioned before, p.int.ej's individuality 

on his distinguishecl use of dial0B.;ue 

" Stanle,Y: I don't know what fe,d do with-

QJ,l.t you. 

Mag: You don*t deserve it though. 

Stanley: Why not? 

Meg; G~ on. Ca~ling me that. 

r;, .2.; 
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Stanley: HoW long has that tea been in the 
pot? 

.eg: It 'a good tea. Good strong tea. 
, , 

IS 't(;l~nley: This ian • t tea. It 'a grLl,vy. 

Neg: It·s not. 

Stanlay: Get out of it. You succelent old 

washing bag. 

IVleg: r • m not. And it is not you~' place to 

tell me if I'm .. 

, ~) tanley: And it isn • t your pla,ce to come 

into a man • s bedroom and-, wake him up. 

lVIeg: S tanny. Don • t . you like your cup of' 

tea of a morning - the one Ibring 

you? 

s'tanley: I can • t drink this muck. Dl,dn 't, 

anyone ever tell you to warm "the pot, 

aot least? u 
I8 

By mef-WS of'such a trivial dialogue, ~:l:.n-~attracts 

/ attention toward 81)para.ntly small details. His l,lseof 

,relativelY-EHT;lalJ .. -detaUs __ reveals ,mt.t.C:!l_ about characte ra .. 

'inner tru.ths ~ Broken rhythm is fel't when S tanley accuses 
i, 

meg that she! is an~:t!'l....l-de-r_-I-t-i.s remarkab~e -t;hat sta.nlfl'f 

is cri tis:ilzing Meg 's sexuali·t;y and this, is basically 

one of Meg • s inner truth. So as not to talk on ,this 

'particular subject Meg suddenly shifts the SUbject to 

another unre'lated: one and with an unconscious' reaction 

she says: Don et you like your cup of tea of El.. morning -

the one I b ring you ? I~ 

£"J 

~ 
't\ 
c'#-t' 
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However triv:i.al , b,Y doing so, pj,nter' impreSf.H~fJ 

the cha:t'ac~el'. So the rapresentL'ttional impotance of th.a 

" de"tail wor!t.1:l out well for the benefit of the. audience. 

/ 
.' 

r" '. 

f. And ·therefore the audience is unconsciously involved with 
' .. .-of"' . 

much mo:re hints a.nd cues abflut the characters • i.nner 

selves in spi.te of the fact that the motivations behind 

the actions can not be explained and known. The trivia 
, .' 

thuci works indirect:l.y·but j.n the meantime it has its own 

effeot~~ Q.nd expresses more than any considered speech 

migh"1i d.o e 

One charactertstic of~.~~s citramatic 

language has been hj.s artistic creation and achievement 

on dif.tlol{uI.~" It neads to be stressed that..Y:1;~~.!_J_ 

eXhib;l"ting absurd pot~tial:lJ.ty, makes use of 

dialogue at two levels .. In·the first place his 

d.j.alo guel s I>1'~~_1.~f;Lc:en0bl-gh--t-o-c-p-ro-v±-de-t-h-e---ddIff-e-pan 0 e s 

in the awareneSs of the characters upon the stage. 

Because of the varying levels of consciousness 

betwe'en th~ character ". s, sort of' delaY'ed - action 

effect is made apparent. While one charac"ter who 

if I assumed .to be a slower wi tted one is con,~i!.a..ntly 
.. ,-' 

rep~ying to the punultimatequestfon or rep-e:atiIlg 

'S'tt· 
.,.-- .-.-.-" 
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tha same thlnglJ, the oth.€J:t' Orl(-) may jump ahead.~ 

Anoth.erthingt'r~at shou.ld be takt:m j.nto cOrJiderf;l:tjj,on 

is thaij -liher(:J are always misunderstandings, false 
, , 

ant1cj..p~tj'9rlf:l, :1.noomprE)hension, misheax'ings, due to 
, . ___ ....------r 

1ihe-p@ycb,(.lJ;.ogical and physio,logical states in. real 
. ,,- ; It 

life conversation~P:lnter • s subtle observation 
. - ..... -~~-

enables him to exploit and' show the gulf between~ 

what is sfl~d and what is unsaid L As an example 

to t1t;\.s 

" 

! I} 

pa~tiQ}llar level : 
I ' 
I 

_,C-
Mc c anl). : Let • s.:Li~~l~.f;J!.l __ ~_g._.-EQ--,,~et-.· s 

get it over and go. G-et the thing 

done • Let's finish the bloody thing. 

Latus get the thing done and go. 
-----.. 

Pause 

Will I go up ? 

Pause", • 

Nat. 

G-olal:berg sits 'humped. Mac.cann slips 
,- ,- ._" .• _________ ' ____ ,"e ._~ .. ~_ ._ ••.. _ 

-to his side. 

Simey. 

Goldberg: ( 
, ' 

Opening his eyes , regarding 

IVlcqann ) 

What - did - you - call - me ? 

'JVfccann : Who ? 

Goldberg: (lvlurderoW31y ).~.: 

call ,me that. ' 

;DonBt 

(he soizel3 lVIccann by the throat) NgVEH 

85 
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CALL !VIE 1'HAT ? 

ItfKCl:l.nn : ( writhing) Nat. NEtt, Nut.NNV. 

I call you Nat. I was asking you, 
, 
" Nat. Honest to God. Just a question, 

that-s all, just a qUBstion, do you 

see, do you follow me ? 

Golclberg: (Salting him away). What qjuEtstion ? 

l'IIccarm Will I go up ? 
19 

On the other hand Pinter _ ... _"""'~. ".iIiIIo!' __ treat,s the words 

as keeping $ev~ral flows of consciousness alive in a 
, 1 , 

a1p.gle conversation and this shows the other level of 

d:ia1og"Ue treatment • 

,- Fiuter's 'characters comonly say very littl, , 
___ ~_'_~,,", I 

or even not;hj(ng when tbey mean very much • Often. , 

too , the y camouf~~~ge their real meaning., 

substituting Et BOI~ of code for direct statement. 

But somf3"tiwBs the nietaphor i13 visual , not verbal. 

"She watches him uncertai,nly. 

He hangs the drum around his nf.~ck f 

taps j. t gentl,V with the B-l~~s , 

--, t henmar--Ghea--Found---=bhe--'bahJ::l~'---- ;--

beating i:t regularly • }\[EG,' pleased 

" watches him • still beating i·t regullftrlY
1 

5(' 
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aqe)0j.c e:t:fEH;ts 

•• ---.--

he begins to go round the table a 

·--a-e-con-d-t1Jue-:rraTfw S,Y round the beat 

becomes erratic , uncotro~led. l'lIEG 

expreSSeEJ dismay • He arrives at her 

chair ,banging the drum ,his fo.ce 

and the drumbeat now savage and 

d It possesse • 10 

In order to give powerfulabstracl; 

and "t;o release the inner 

pompv.lsions , visual imagery is required otherwise 

language or particularly words will not be adequate 

and also enough to reveal the hidden tension and 

contradiotions ~ So the action , gest~res f movements 

ma,1\;fi;) these much mOX'f3 mani.fest on the stage • In, the 

./ meaxrtime the audiencf:l who may miss some points and 

c;lw:HJ I.:l.bou"t th(~ gharacters on the B'tl1c;e w.1.l1 be ablo 

to keep u.p the contact from the other- perspective 

Ano"char instance that is repated a few times 

can expla~in- much:-

.. fllIccanr.l : is sitting at the table 

tearing a sheet of newspaper into 

51'" 
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five equal strips .~ 21 

"He exits·~· Goldbergx rises , 'goes 

to the window and ):ooks after him • 

---- ~VIcca:p.n crosses to the tabl'e , left, 

,sits, picks up up the paper and 

be Q'ins to tear it into strips ,," 
b . . 22 

And the very idea about IVIcca:nn. can thus 

,'1 ,be I.iconcr~t.:l.zedt . ~xpressing more than language could 
I ,_ .. -. 

. ,do ", frr ~hi,s spcific, inst.ance ". HOWeye1f'::t~is 
i _.. ... . . • . . _ .' _ .. _, _~_ '. _ ...... _ .. _____ : ____ .~ _._. __ . ___ ,._. ______ ... _~ _____ ._ ..• c_ 

r;tc'~~vi"t;r ,or in general the visua1imac;ery is linke'd 
'f .' j ~, 

i 

with th~ dialo&.,rUe so 'that a more subtle impression 

is left! 11 'J~he combj.nat1on of that silent It::U1guage 
...- "'j .. -.... -.. 

and SOIQ. is the 'peculiari t,Y that makes Pinter 

di~tin1'iahed.-10.!o'.!.J~1} ~talks ~:o:: 
this pepu1iari'ty as typical and adds: 

words"·: 

I 
I 

1 

·~llinter· s dialogue inti.mataly relateB 

words and gestures and often progress ,ee 

from words to gestures." 23 

PintaI' chooses action isntead of 
! . 

hen inarticulate feelings are to be expressed 

but yet '~his is by no means a kind of inadellUacy 

I 
aB k.,lm r'!E.W-l ~ points out : 

I 
I 
! 

S:1S; 
4f 
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If He does not introduce stage businoEls 

because he has a si tliation he mm ndi 

han.dle precisely, but b.ecause it 

'has developed beyond wor~sf It needs 

concenrtration suryrise ,. strong 

rhythm, noise , instinctiveness, 

physical relief and and activity, 

metaphorical reverberations .li'or 
4~ 

PinteI' gesture is a precise and ;; 
""",' 

'\ 

powerful express10,n, not .f}yvay of 

passing the who);e play over to the 

actor: it is a language which he tr:.ir.:n s 

to make precise.~ 24 

Such devices can be seen and read 

in a r).umber .of w:ci ters' works such as in Che,khov' s 

play·s .. Ionesco also uses this Idnd of device but 
l :~~ .. '_~ 

:L·t :tall): often used in a relatively d.ifferent manner .. 

What Ion(3sco 'vva,;u_ts __ .t.D_v-iBuaJiz.a..._illl __ r:Ltage is the 
-"-"-~!"~ .... 

fantas:les of :individual characters. His action 

although highly elaborated as in -the case· of ~!.?!':.-' 

are o:t;'ten strange and exaggerated. In sum, Pinter~B 

I 

dialogue contajlns gestures as well as words" must 

be seen as well as heard • 

53 
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In hi~'3 most au·thentlc works PintaI' 
-!"'~-..... 

\,'I'i. 

ffUQc:eeda 1:n. l.'econciling spontaneity and design 
,.~ (' . . \' 

in h:Ls d,ia,logue ~ or language. One the one hand 

he g:ivea a fragmented , banal conversa.tion which 

also consists of a comic aggressive smokescreen. 

On -the other hand t desp:L.t(~ of' the irregularjLties 

in the, d:ialogue , the;re i.s a sort of regulari ty:i: 

:tP, .. ~~.:r'l1).§ o:t~_ overall design. And by doing so 

Pirlter creates a kind of poetry whioh can be 
~II\I"""""""-""~ .. 

perceived in the overall structure , not in 

the wo:r;-ds-:Cl:iLche and self repetition often 
, 

Qhar~o'~~rize PintaI'D s dialogue but beneath those 

usually associative thinking is present.And y~~ 

th(~ rhythm is employed by the UJJe ' of 

these oliches and repetitions • ............ ~-.................. -... -~- r-- -. ... ... _ ...... -_ .. -.. _..... ... .... ...... . .. " 

.' 

I ....... P il1:t.HE."-~ .. ____ di I:\~O gtJ_~. __ l1.aa._s.ometime s . I .... 

&=~~," 

. -been arUsed for being unnaturaliBtic. 

Il~EM~E-r~~.~P.2!i.d and..ll.~;L1::.am '.r er1:~rs0..n suggest that: 

i 

-

It •• We do not pause ,. s~umble, 

leave loose endS f repeat ourselves 

or follow our own inner though-t 

GP--
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pB:tk:lrrlfJ to quite the some llegroe , 

as Pinterts characters." 25 

S·till they give an e><planation fox' the 

kind of exm.ggera;tj.on ~inter makes use of 

Dt In heightening thege elements 

inthe wa.yhe does; Pinter cre~lte 

a poetry of the commonplace. 11 06. 
to. ) 

The brifulian-tly comic use of language? 

the" banal pathos of the dialogue, the repetetivenesfJ 

in the final analysis , are all employed with wit 

,economy, and mast~rly sense of timing. And this is 

one of Pintertg great gifts. 

It You know what? lOve never lost 

6, tooth. Not since the day I waB 

born. Nothing- s cham:gec1.. (he gets 
----- . 

,up) Tha,t's why I've reached nw po-

'" 

sition, lY.lccann. BecaufJe I've always. 

been as fit as a fiddle. Alk m~ 

life I've said the same. Play up, 

play 'ljp, and play the game. Honour 
~~,c 

thy father and. thy motfier. All along 
~ -----~- - --- .--- ---- .-- -~ 

the line. li'ollow the line, the li:tb:e, 

Nlccanl1., and you cant t go wrong. 

What do you think, I'm a self mad.e 

6/' 
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man r? No. I sa~t where I Wf.tB told to Brut. 

I kept rny eye on the ball. School? Don't 

talk to me about school. Top in all sUbjects .. 

And for why? 1:3eCE:l.use I'm telling you, 

I 
I t ill telling you, 'foll<l>w my line ? ]follow 

i 

my mental '? Learn 'bY llE3art. Never wr:!. to 

~down a thing. Anddonlt go t'oo near'1ihe 

water. ,n 
27 

The cliches and rhythms of a semi·-educated 

·jewish can be recognized as havi~·a cumulative effect 

, 'during· the course of the play.. G~ldberg' s spee ches 

have a deliberate mean.'ing 011 i·ts I own, tha:t :ls "btt. stiY, 

they tend to parody 8. sort of ou+ ture patter .. " Goldl;>et'g 
. ;, r,,!,:r,'" I. 

speaks as if he were a Buccef3sf'ul lnember of the 
l,l .. J,,/(;{ ill.'!. 

society and businessmai'1 .. , Pull wi ~h_ idioma:~ic and 
".c .,. , .. ,,~. 

,idiosyncratic phrases, Goldbergt> indi vi dual lEll'l{?;Uaga 
• \ .. ', , .• I. <.i\IV 

represents another kind 01:_ laJ.'lgu,ge that~~~~I"i'.; 

hiinself calls that other /i:lilence ~ a • tOl~rent of 
I. '. \ ... 

, 'lan~uage • 

Chekhov in a sense was 1'he first d.ramatist 
I 

uBuaily serves to hide 
i " '\ 
I' " 

rather than .to reveal 
62- i 

" 

"'0" ,i. '- ~:: 1,,~ "':. 

who pointed ou·t tha.t speech 

true thoughts and :feBling1::J, 
': ,V'" 

/ 

i, 

" 

,. , 
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gulf and ne brings about an e><planatton fro'm his, 
• 

own expeittlJlce : 

i 
'to The best way ~ to get out ) was to talk 

to -thom" you know, sort of 11 Are you all . "-----------------,., 

right? It. .Yes, I'm all right. • 'Well, 

that·s all right then, isn't it '? • and 

all the time keep walking towards ,the 

lights of the main road,_ 11 28 

In order to avoid the consequences of a 

thrt.~atining situation PintaI' suggests two approaches, 

claiming i;;hat one could either fight one·s wa;V 

through or. do something with words. The key thing 

is the neutralization of the threat. In other words, 

he proposes to communicate indirectly in language 

that is soothing and. even submissive. And this is 

the very trick that is employed by his drarnatic 

cha;r.acters. 

6.3 
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Pinteros the first une-act play • The Roomt 
~~IIWl_~-""-· __ .... ~ ... __ "'" ... ___ . 

;i.a :not tha't much· complicated and mature when compared 

w:t th his :r1ays in the later phase of his development 
1"'.( 

as a dram~~:tis·t of the Absurd.But yet it is worthwhile 
~~, .. 

iTo I(':lxi,uninp it because there arf) a number 6:E'--points 
i ____ . ____ ._~ _______ ._. __ -----.-

in it that
j 

, , 
",.i " . 

tqw~rd an~ 

formulate Pinter's attitude and i~leas' 
I ,,_,~ __ 

for drama and Iflnguage. 
I I 

i Bert and ~ose the old couple of· this 
...... -. I ' " . 

play l'I'.Hje~ble to the couple of The T3ir~hd.~:,Y..y.!fL.!:tJy> 

Hart is almost silent 'as Petey.And also he,is as 

soc:l€tJ. aalPetey since he ,keeps his ties with the 
'If ., ~- - . ~ 

I 
" society WfiCh i~_n?t _ that rrru.ch threatin~g,. for hj.m .. 

I 

Hut ye't 't~l.e poasessivenesB can still be felt. 

Partly bacause these two plays were 

writtt;Jn s*ccesslilVely , the resemblances are not 

accidentat~'Th~ operiing scene in The Room begins 

with an ordinary ~hat. IlOS~ is .p:~e~te~-·as . leading 

I 
a Cl.U~.l miidle claas 'housewife e 8 life , which indeed 

p:Ln.ter U8~S as an inevitable element when he is 
~~~~ ! 

, 

dealing w1.-th women characters either 'in this particular 

hq_ 
~ 

!, 
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pla.V or in mony othex's. 
-~-......--------------' 

T~~~e is something noteworthy iri Rose's 
. ---... "--

sp(H:lch ir!' the very begirming.. In a striking, mysteriou.f.) 

W~V, she talks abou-t -~he basement 

Q"£ha-t·s right. You eat that. You'll need 

it .. You can 1teel it in here .. still the 

room keeps warm 4 It's better than the 

basemen.t, e:n.vvvay. 11 I 

The coldness outside is the thing which 

apparently characterize perhaps symbolically, the 

fear Oj~ bli:ing driven' out the warm room, the refuge. 

st111,·whf?l,t's happening outslde is a matter of concern 

for, Hos_e_, bacause she :ls no-t able not to think 

El,bowt -the bt'')'sement. 

l.VIartin Bsslin puts it : 

11 The s*arting point of Pinter's theatre 

is th\.ls· a re-tu.rn to some of the basic 
.. 

elemen~a of drama - the f;lu.spense created 

by·-tne elementary ingredients' of pure 

preliterary iheatre: a stage, two people, 

a door: a poeti<; i.mage of an undefined 

fear and expectation. 10 

2 

bS; ?,,:: 



rtoaeJ is not certain about the shape" of 
-.~""" 

:trle ~lS is the l..Ulcerta"ini ty of the situation 

is e><posed .. She goes on stifling Dart . ~ .... -,.,-~ 

'. with' he~"'fwn an~~eties and fears and wants' to feel 

"that she' }s . -~. secure in her own room. 

.' , .-

! 
I 

18 If they ever ask you Bart, Pm quite 

happy where 14m .. We're quiet, we're 

all righ"t .. You e re happy up he:re.. rt is 

not far up either, when you c6me in from 

outside. And we·re not bothered. And 

nobod.y both.~rs US.'t
3 

As IVleg is vey much dependant on others,. 

HO!3e is alaa dependant on Bort, wanting him not to 

go out .. 'l'h~ _ inc:r'ea:8J:n~?:poe-iTc-to-rror proceeds wlum 

lVIr. Kidd who is a8U3umed to be the landlord of the 

hOUB8 appef,l.rs a:t the door .. lVIro I{idd is also another 

figure who does not know about even ~is own origins0 

; Memoxy works when he tries to clarify his own. 

si tum:t;i.on 

"She's been -:: dead some time now, rr~y 

sister. It was a good house then. She 

was a capable woman. YeB .. Ii'ine size of 

. be, 

It 
Jt, 



", (' 'I" 

a woman t'oo. I th:lnk she took after rn.v ml.,lm .. 

YEi!fiJ, J. think she took after my old mum, 

from what I recollect. I think mY' mum was 
, ' 

1',,-../,: 

a jewRtsh.' Yea, 'I wouldii e t be surprised to 

:,,',. 

leoonn that she was a jewElsm. She, didn't 

have many babies. "4 

It is elear -that Mr. Kidd wants -to j belong. ~ 
( , 

I 

fM 
1t 
.if,·' 

"t~ /~omewp.efe or aomebody .. His explanation for his 

()rie;j~n~' i~ i revealed in the form of fragmen'ts a.nd 
" ',", ,"'" , I ' , 

this makes the. si iJuation much more uncertain.. Whether 
",' i I 

his account is real or a fantasy that his m:i.nd 

elaborates' is no·t~ verifiable. PintsI' usually' stresses 

pnthe poi~t that most of the time people are faced 
I • 

wi'th :persons whose background and origin are not 

known"And j.t is alsoJmp,oS-..':.db...1.c--to-m.ake El. distinction 
. - ---------

. between wht'1tIs 'real and what is unreal, nor what is 

t:'C'UeJ and what is false.. A thing is not ne cessarily, 

(~i,ther true or false: it can be both true and false. 

As I;lxemplified in l'v'lr. Kid.d's speech memories' are 

unverifj.able medium p.ar excellence. There is no need. 

to know Whether someone' s memory is fiction' or some 

ingenious mixture .. Memoryts very pliability makes it 

bo'th refuge, and weapon .. 

Ib9-
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To c.1:'e1.;1,t6 an atmosphere of poetic torrer, 

Pin tar a.t first makes use of action instead of verbal 
_~IW~ -, 
language.. : 

\ ~r·· .-t.:3he stands alld lis·tens ,goes to the fire, 

bends, lights the fire and warms her· . . ' 

hands .. She s·tands and looks about the 

room. She looks at the window and listens,. 

goasquickly .to the window, stops and 

--
straightens the curtain .. She comes to· thf.) 

centre of the room, and looks -toward the 

;1 I door .. She goes to the bed, puts on a s~aw19 
~~:~:. 

g() ~ s· t;() . ·~l'lJLE3J1l1t·S!-_. __ tJ':t.J(a~.L .. -a __ bin--f-ro In un de r 

the sink. goes, to the door and, opens i.t. It 

5 

i 
:The moment of panic heightens the tml),sion 

----of-tLhe.-p-14ty.·-The-door-has become an object of thrt:~at 

" 

and deman4t. Mr. and lVIrs. Sands who are loo~ing fok 

the ownerlof th.e house stand in front of the door. 
I 

l Al thou.gh ~h.ey don' t se em to be sort of people who 

i 
give a seise of frj.ght,2in·t~:r' achieves to give that 

. I d t· sense J.n,r profoun. mys 'er~e~ way. 

I At moments of panic individuals usually 

act in ajonsense , absurd manner without k:nowing 

(;'15 
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they are the new victims who see* refUge in that plaoe. 

After a while they go (j)ut. Ar~d lVf:r.K:i.'dd 

.comes and talks about a man who-is waiting :to see 

Rose. He is waiting in the base~'nt for Rose's 

husband to leave. Apparently, Ber1; is externalizE:ld 

and, not involved in the situation as Petey is 

. , externalized in The Birt~day:-partY:;--"~T61n ·~he final 

analysis basement is associated tith that stranger 

'whose appearano'e ~ill menaoe ROS~. 
-.-----------------~----~- --

Finally the' unexpeoted I visitor comes, •. 
~~. 

. A blind negro named. Riley enter~ . i through the 

I 
door which constitutes a. means to the other world. 

, 

1108.e unconsciou.sly rOfuses that the negro's name is 

Hiley. This is the moment which ±-eveals Hose's 

inner thougltlts a.nd f(!elings : 
---~-----

!,;,' 
I' 

It H1ley: N~y name Js Hiley. 
I , ' 

B,ose: I d.on't oare if it's - What? 

Tha:l;'s not- your name. That's not 

your name. You·ve got a grown up 

woman in this room, do you hmar ? 

Or ,are you deaf too '? You' re not 

deaf too, ,are you,? You're all 

deaf and dumb and blind, the lot 

of :rou. A bunch of ,cripples. 7 
r:t-o ... 

:'t,'/;. ! 



~ , 

Ros.El :refers to ·the word 'name' in her 

speech for several times. This repeated referenca 
,J 

conveys that name as defined by language means 

identity. And to name things or persons is to put 

res:vtctions on them. \Therefore by means of those 
" 

,-

boundaries control on ·the individuals is accornpl~shed 

rrha·t is to say , to know one· El .name or 1;0 name 

somebody is·to control him so the identity is 

ftnally a.t risk. And Rose notices that: 

". • • .• and you come in and drive htl.m up 

the wall, and drag my name into: it. What did ybu 
, 

mean by dragging llW name into it, and nw husband's 

name ? How did you know what our name was ? It B 

Riley insists on taking her to her 

--- "'·..,+h~ .... ~h"" ,... .... .p .. -se-~o~wtth him to 'home'. 

I 

At that moment Hert returns • Very aurprisi~gly t , ' 

, 

Bert begins' to talk. for the fi~st time throughout 

the play. ]finally he not'ices the negro and all 
, 

of a sudden he kills him. And the play. ends wi-th 

Rose's blindness.Whether she isl dead, or driven to 
i 
I 

somewhere else, is not significl;m·t. PintaI' does 

no-\; ~eem to communicate that del'tth i: i~:i tub le. 

/ f-( 
.. 
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,I I 

l'erhaps he is i;rying ·todemonstjrat-e an experience 
I I • _ 

rather than to communicate a preconceived,' formtt-

i ' 
lated idea with ready- made sol~tiona or in general 

~intet' in a way triea to transin~t a radiant cluster, 

--an image and what it"'Teelslike! to---be in thl~---
/ 

situation concerned. At - this point Pin,tex' Shows 

that Absurd Th'eatre is not concerned with expounting -------~,:--------------~--~--- , 

a thesis and it is a theatre which baSically 
. ' 

deals with situations rather than events in s,eCiuence .. 
,f 

As an overall structure the play presents 

an image l) By uSj.n'g 1:;he language of common speech, 

and employing the exact word instead of decorative 
I 

word PintaI', reflects some of the features of 

'I}n~@sm% As in Imagist po~try he qevelopa a way 

to present sharp visual and verbal perceptiona ' 
-. 

on the stage ,which preserve the emotional experience 

by a rigid exclusion of all elernents of dilsoc>urse.· 

" IlII nee dato be emphasized that 

Pinter's langu.age is not deceptive. He uses it 

direc·tly but the effect is indirect. li'Or.r exampJ-e, 
.( 

'1'<-. 
,j' 



.... -~- .. --.. ~ .. ~~-~-~- --~-~.-----~-~-~-

T , 
I 

I 
wheh Dert turns back he says t :1 got back all right ... 

····-.. ~-An(rKose····an-swe.i;s-by saying ·Yes. '. Dert once again 
~ I -

.~'.:.=p repeats his wox'ds.. Saying the first thing that comes 

:i.nto his mind eXpref?Jf:-1eS more thJan any considered 

\ I I 

speech' might do .. Here the triviality of his speech 
I 

seems to be less directly rneanirgful and less 
I 
I . '. • :.'.;" 

.,. ·····poeticab.Dut it is "in"'fact-a kind-\)f self.,revelation~ 
..----_ ... _--­

.----~,~.---------------~--~. 

and ~'c '-:;": although he uoes words directly ';. still' 

there may be so'me unnoti,ced details in them .. But it 
t ' 

is through thmse unnoticed-details of speech he 

can let a penetrating eye at on:ce into a rna.u's 

soul. 

As it is ::H~en, the play is coherent 

eno5Ugh to give conoistency of feeling since 

the coherence does not depend on a fixed sequel,1ce ·c,; 

of idea or event. In this term , a ltind of compat.ison 

or rather a similarity can be percej.ved in Eliot's 
IJ ., ....... ; 

• ~fhe Ilo-ye Q.,?!~g ..2f-, t. ,Ali:!:!d pruf..I'ock • .. The 

isolated couplet, 
" 

• In the room 'the women come and. go! 
.( 

Talking of Michelan~elo.· 

seems to be meaninglees. Bu't it contains a state of 

mind in lit. Here it is not n9cessar.Y' t.o ask where 

~3 

------------------
, 

! , 

i 



'this room is or whs:t j. -t s'cauda for. And PintaI' l:l.k:e 

Eli~t ~ttempts to project and universalize a state 

of mind. ror this reason, there ia no need to ask 

what the play means, but only what it.is.,a:nd what i't 

'feels like" 

~~~~~~~~-. --~----.. -- .. -----~ .. - .. -

----

*4· 
.~ 

" 
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CONCLUSION 

The everlasting debate between prose and 

verse has begun in the Restoration period in 

•. : T:\ ", .~_I 1i11._n_ .... ___ .L.;-··~~ed;!·~as~.i1prot3e and 
I 

achieved succe~s • In the ninet~enth centur:v, prose 
I .,l, 

.t 

continued to be successful on the English stiageiO 

Wi th realism, pro.se. drama has gained strength ,in 

spite of the fact tha1i there have been Borne great 

I 

dramatists who have adopted verse drama .• In the 

twentieth century with the development of techno-

logy, verse drama :has lost its strength ruid the 

playwrights like Ibsen ,.-9hekhov, Strindberg, 

Shaw have brought about a new outlook 811d fresh-

noss to the' theatre with their poet,ie theatre. 

Yeats , Auden,...E!l and Eliot have been the dramatists 

who used verse in drama partly because the;\\: wbre 

against realism. Wi th_~Leckett •. :ifhitil1g,~ 

~esker, Arden , and Pinte! and so many others have 

achieved to create intense and poetic ,r'orks of 

art alth'ough some of them like Pil~ seem to 

be far' from reaJj.~m~e.y·- make' use of realism in 

their works. 

"15 

" 



.( 

l)in'Ger by a kind of condensation or inten-

sificatio:t:lof states of mind, of a situation, brings 

. ab-out a poe tic---va-l-u1r-~ogemer with his seemingl.V 

banal, nonsense,absurd dialoguee Iill'r this reason, 
\ I 

he is considered to be one of the . reatest. dramatie·~s 
I 

of the c-Ontemporary drama. In addi 1ion , what is 

new in his language is hisohrial td break the 

determinism of meaning and significance.Despite of 

this he ~ses many theatrical devicJs especially 
1 

when he is to present the inexpres~ible. His stagE:! 

is not made up of only verbal'deviJes but also action. 

Another elemen-t r1ies his then-cre 

i13 the uae of humour. His l)laYF~ c[ui not be assumed 

as written to be funn,Y. If there hEld not been some 

o'ther iosues at s'take, he would nb'~ hav(';l EJpendi - t:ime 

to evoke just laughter. But thrOu€srt comedy the 

audiEmce can be- prevented from id~:titification 

As to move inwards towards identification is the 

mo~e towardB tragedy th,e audience -Uends to set:lk 

fO.1' lesaons. What the Absu!'a1'heat;terejects !in 
, ~ - . 

general is this pecularity . 

Lives lived unaware is vthat PintaI' pinpoints 

in El satirical way_ Al:though he ha~ln·t got any 

:re, 
:,. 
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preconceived idea that can bel solved in the end, 

his only motto may 
. _" ...• _____ - -I ... ----_ ... -"_.- .-----

be 'be watbhful' .. 
i 

I ' 
Pinter has been attra6ted by, Beckerb"tt 

Chekhov and Ionesco in a number ways. He is 
l._._ .......... ·----~----· 

~different from J3ecktdt in terms thb attiUiude 

towards language. ]Jeckett de:ttriesl the meaning of 

action and speech therefore , . .lage !3Xld the action;; 

are denied. IJanguage becomes a sound that operates 

between nothing and. rlOthing. His masterpiece 

Waiting for Godot ha.S_~om~--ver:V-e:ffective on 
~'.' . . 

the English playwrights.As neckett has said: 'the _ ~ • J __ ~_ .. 

play~s spirit is that,' nothing is more grotesQue 

, thnm the tragic '. It is written, one m:i.ght SflY, scored 

, with a poet's sens\lriiiirttya mUSician's skill. 

Its tragicomic tone is the 'bone of the contempora.ry 

age., 

Pinter is a poet and the ThE'H;d;re of the 

AbFlllrd merely commun:1.<;atlis one poe·t's pel'cep"bion 

of the world , most "intimate subjective real:i:ty 

of thE! human si tua:tion. 

.{ 
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