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339306905, MHMIol mdol d9dpamdo 65§gmgdo 9aBoLEBYbE0sE0BIOL gmMOEMYdOL
39b@®8o dmgdas. 99439 Wbs 900bodbML, MHMI M35 LsOEGHMODY OO BYRO3Wgbs
0dmbos &b 350093960L s 9dMbo 3MLgMeols bod®™Agdds.
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BodM™mdo  ,gmBogMHgds O MMM, FJbMIGDMEMA0MGO  MbGHMwMmyool  bs633930"
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bgwm3gbgdsl,  MMIgwlsg 9350  MHm©gdEbgb  ,,095¢0Bol  aMmEgLlge
©0697@MdsL: LoD,  Folobmgsbo s  3M0FoGHomeEo,  FIdOMMO S
3RO 0ObOMdS, 6H™Igeros 535bsB0sMYOG0S F390L3ALFog 9o
@0 GIOIGHMGoLomzgol“ (Martin Esslin, 1991:11).

BLBMOHEOL MJoBHMo sOoL  BHgMIobo, GMmImomss 3M0EGH03MLTS FoMEGH0b glewobds
29900ygbs 1950 {iewgddo 9. §. ,obosewo go@®ob® sebsfgMe®. 3gMdme, 36 1950 fgwl
5P M30bmo FoMdmImdol gMsbyo MmToE ML, 95596 0mbgligml, 3ogls “The Bald
Prima Donna“.
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R0MLMGoME® 65d6:MmITos sfigmowo. Mbos 50obodbml, MMI 3500wad 36905 ,,00L)MEO”
dbMEMNE BowmbmBom®o 390boo 96 HoMdmsbobs, M99 356 ol bgwwmzbgdol
bLBIOMLSE BoMLsEIYS. 39FoL dobggzom, Loboxg ©IgHm9gdol dogh §sdgdolbmgzol
MBslEOMEME A96FoOMOo  sOLYDsS, BB b IgMmgdo obsOlbs. LoBogg 1939
153960 39OLFIMOL BHY39® 3393%0bgds. ,,089M900 M30EHID, HMT 56 SOLYOMDOL
M3 B5JobgEro LXK IO, 30O A9M939390 3900905 0T0LY, MILOE LOMYJOWMDdS S
dmsd3lb 5 8mdsgemols 099l L3mdL (Kamro, 1990:11).
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0954®0" (Theatre of the Absurd, 1962), ®mdgwoi 3O0GH03MLYdds 1960-0s560 Hengdols
09560 2563000560930LM30L gOH0-9MH0 439eoHY 29396056 BHgJLEO© S00sEMYL. glicrobls
foabdo ,008LmOEOL  MgoB®O*  AsbTsMGHJdOLmMZOL  IM3gogl  SOLYYOOL  MYoBHMOL
36083690 m3569L0 Fo6dMoagberol, 996 0mbalizml, 30G9EGd: ,,90LwMEO SGOL O, Mo

dm3gdMos  doBsbl...  Imfg3zgBHowos o308 Oorome,  39GHOR0DBOIMNO



A®9bLE39bIBEHIMO 7g13gdL; 5060 I39MYME0s; YM39ewo dobo Imddnggds bgds
w5HEOM, SMMP03IM0 O MLGIYGOM.

(“Absurd is that which is devoid of purpose ... Cut off from his religious, metaphysical and
transcendental roots, man is lost; all his actions become senseless, absurd, useless” (Esslin 1961:
23).

3063900l sMgmE 30993 BMAXIO  BLWMEOL  309Lgds  Imobligbogdab.
396L53MHYdOm, JOHMN-9M0 30MH39 309LS ,9050JOOL EIL“ (1957). BraEgbsg gl 30gls
139659 O0YS, 306BHIM0 FodBHMBM035, 965ToMgl SBLBEOLEGO FfgMegdol
d005d35d0.

3bmdoo obywolgwo  30M0G03mboL — 3503 B0 byBHMbOL sHOM0? ,30Mdgds
oboss, MmA3 39-20 Lymzmbols 50-056 Hargddo 3M0EH03MLYdTs Bom3oegl, 306G gM0E 9596
0mbglizmb s b. g3. Lod3Lmbol ALyogLa SBLYIMOLEO g0 ogmm®

“One problem in the 50s was that critics assumed Pinter was writing in the absurdist vein
of Ionesco and NF Simpson. Now it is much easier to see the play for what it is: a rep thriller
invented by a man who’s read Kaftka” (Billington, 2005:105).

0630l 58500 SOBMOEOL MYoGHMOL FoMdMmoygbargds 1gd g 393930 ©d
356 3063900 d00Bbg3056.
1.3. bsdBsMgMeml bogomol“ Msds (Kitchen sink drama)

LMoL 095GHM0L 35059 mems© 1950-70 (ergddo msbsdgMmgg dM0Esbgmol
095¢®30 9OH-9OHM0 Y39wsHg 3609369c0m356 50wl ,L53BoMgMMb Bogomol” EMmsds
0FgML. 0bgeoldo gMIBs  ,LLsTDMIMWML  bogoMoL”  ©I33000MGdOL  Logwmdzgero
0baeolgwo  9dudMglombobGo  FbsG3zMol—xmb  dGMg@dol  (John Bratby) doge
99LEOMWIOME0 08539 LobgEhmwgdol bsbsdo Aobs. 3bmdowo 3MoE03mMLds o300
boeggbBg®ds (David Sylvester) 1954 {ioeb sfig@owo BEs@os, OHmIgedos obyarolido
5OLgdMEo bgemgbgdol 3Hababiogdol dqlobgd HgMs, ol ,LsdbsMgMEml bogsmol™
(Kitchen Sink) LobgeHmgdom EsLIMOMES. Fols FbgZgErmdsdo Xmb dMgEol babs@o
3Jmbs. LogqliBgeo 53bsYds, MM 0bywolive bgwrmzbgdsdo d90bodbgdmes sbowo
A96096305 9bogsBOS bgwmgzsbms dogh Logmassbmamadm Lgbgdol obs@zs, Mol
d9039mdoms3 obobo  ,3bmzMgdol  B5bsEIMEOMBSL MigsdEbgb boBlL.  blgbgdyends



A9™3063s 590l J90md bger-bgs 0HYm ©933300MYds, 965 FbMmErm® Tbs3H3MdOL
50bYB0dbs3s @ bgermgbgdsdo  sOULYOMo B9bgbEogdby  ymEeEgdols
2oLodobgz0dWSE, 9MvdgE dBY3g, 08 EOMOLIMZ0L  0bWOLE  ESToEIMRO0S30
6530 sbsero 03E0bsMYMOOL BoBmMmyse0dgdol slsb0dbsgs®s.

9dmaqbligbgdom, sMObgwo GHMIbo 30dBHMM0bMWO MK sbgdol sfgcs 0ym,
beeoem ,odbsmgeml Bogo®ol™ M53s9 J0Bbo soLsbs 3MToms Jesbiol bmEoswry®o
MoBILHMOMIOL  sbobgs, 9MLYIMWO  MGomdol  odm3gds. 53 80dEOBIMIGMBSL
5boL0sMYOL  39MLMbygdoL Joge oo  sMBYIMO  FEYMTIMGMOOM  M305YMBOEOM,
3999535990900 9dm30900L 2odM39ds. 0bobo Ly3MMIMO 89dmddngdol LodsEgdoo
3OWMd©H96,  25dMgbs@om 50mmmEogo  dMYBo  9MLYdIMYWo  ImdZzgegdo,
©@OMIMFIMo bobEgdgdols BodsGro.

H093DOMYMEMl  Bogo®mob”  Msds@Maqdl  blgbgdwmwo  3oglbol  d9gdymd
»ODOEROBO®  QOXIZMIOMO  EMToGMMRgdoL“ (“Angry Young Men”) ULsbgwomss
dmbligbogdbgb. olLobo  FoMdmowaabgb 0bywolger  EMTsGHIMPIOL,  “MIWgdO3
§om8mIMdom 318oms Jslosb 0y3bab. mogzs BMsbs “Angry Young Man” g3mogbols
X0OX 3960mbL (George Fearon), Lsdgxm 09o@®ob 3M9Lol 0obsddOMIgel, MmIgardsg g
G9Mdobo 309Ls ,,gbMOLbYdMETs FMmobgg -l FodMboEIZoLLL #odmoyghs. JoOPoos,
Lbobsdzomgdo BgMMbL 3ogls 96 dmgfimbs s ol golivzMOE03gdMsE Asdmoygbs gb
REOD,  Foacod  godoBbsgzo /vy MbdMEsE 98 BMSDOLS O Me35® 309LOL
339 56MH0Ds305L IgmhHym bgero.

Bm09Mm0  3O0GH03mbo 1956 fgwl 0bawolwmé EMsds@mMaosdo obEHMMmowMwo
390oGgbol  fars FooBbg3l. 8 Fgrl xmb mBdMObEOL  3ogls ,9bM0lbYdMETs
dmobgg” (“Look back in Anger”) obgeobol Lsdgmm mgo@®do ©o0@s. 0byerobgero
360GH030MLoL — 353396 2olizmbol gobibogdom, sd 309l 890 WMmb®bol Mgsd ML
Sboeo 3bMm36M9ds O SOGHIEJ0S OJMBRS, MMIJEoE Fmbd S FMWHBMMO™mOL 909y
00 bbols @®3s doerdo 0dymegdMS.

“A new life and excitement has entered the London theatre, which had been in a state of

fitful hibernation since Shaw and Galsworthy (Gascoigne, 1962:196-197).



»ODOEPOBO®  ox93MPOM Mo Mgl 0933690056, GMmMOE 339
50360369m: x™b mBdME®bBo (John Osbourne), xmb s6gbo (John Arden), 606356 bLod3Lmbo

(N. F. Simpson), s¢c09b m¢99bo (Alun Owen) s s6bmer 393960 (Arnold Wesker).

30 5330639008  LRGOML  HoMmBMoEAgbs Fomso s  LYFPM 3Ll
3060mmbgmds 5 BIMOLYZWMOS.  sMOfIMGOMOS  BEYMIMYJMOS  FMToms  3ESLOLY,
Omdgwog  65doMs390 mmebgddo,  30MOL  LodFoOM3gLs s  LoMsmOdYIo
3bM36Mds. 0Lobo OMOL MdgBgl Bofoel LsFozob@mgddo, LAsLs @S WMHYMdSTo
5396M9dbgb. Fs0m0 LobodmMm ™M9gdgdo  dMOE3S3©s 0LYE  B535FoM BMEFOSEVIOH YY)
3030360 Bs30mgdL, MMAMOIO0ES: SOMME0, MBsbEIsMMdS, oF0M390s ©s 5. 8. 50
309Lgddo  ImEgdnwo  Mbgdo, oolEAMMO  LEHowo  9Hoboswdgygdm®s  Fsbsdoy
5ML9dme0 309LgdOLLL.

@30 20gdsbo  Fgol, GMI ,oboEgeBMHEs FoX93MIOME0 550560 Lobmbodos
9B mdOL, BEGHSGML-33MLMb TGMO0YIOXMIOL, B0 3eslgdol 0blE0b]EMo
LOMEOPIOMOOL s MLIBOZIOM dMBEHOL, 29d3MDBYdIMWO  53dO00LS, MMIgEoE 396
056b3905 oo Jarsll®

“The “Angry Young Man” is synonymous with the following: impatience with the status
quo, refusal to be co-opted by a bankrupt society, an instinctive solidarity with lower classes,
an undisciplined energy and unbounded rebelliousness, and an angry ambition that leads to
unsuitable matches with the upper-class” (Gilleman, 2008:104).

356m@©  306@gO0L  8mE35(gmdol  Lofgol 9@3bg 3M0G03MBYdo ol 30gLYdL
535635600 095@HMOL FOHoWwdo gobobowogzbab.

3bmdowo 3M0GH03mbo Fs®E0b glerobo 30l BodO™ATo ,,08LwMHEOL  MYoBHHO®
306@gOL 3065306  ooBbg3L  sBLMOHOL MGGl FoMdmBoygbro s dsb
d9L505d0bo, Lbbgs dBWMEOLEO [gHgdol: B939EOL, 9sdMm30L, 0Mmbglizml, 24969@ 0L
3390om 599b9dL.

“One of the most promising exponents of the Theatre of the Absurd . . . in the English
speaking world” (Esslin, 1964:205).

qbeEobo 5939 53bogAL, M 0mbalizml Abyoglo, 030 EFbMzMBIL SdBMEM©OL
FM0do 4960bowsgl, MMIgEos Lobosgowm dbMmEME A5M33979 EMbgdgs.



"For Pinter, there is no contradiction between the desire for realism and the
basic absurdity of the situations that inspire him. Like Ionesco, he regards life in its absurdity
as basically funny--up to a point" (Esslin, 1964:211).

Lo0bEgMGLMS ol GodBHo, MM 306GHIO0 3935 53bOIdEs, Y] CMAMOS
BOOWMIPS Mo30L 30919dd0  GHM9R9O0S3 3O 09FMOOLEM BHMbBIo GHSES, MIMS
90056090065 50LYIMHOLIMOS MJEPMDOLY, 1149 MOBSE FI3E0Z5M0) WI/0¥) VLS 35FOMDM.

"Everything is funny; the greatest earnest is funny; even tragedy is funny. And I think
what I try to do in my plays is to get to this recognizable reality of the absurdity of what we do
and how we behave and how we speak" (Esslin, 1964 : 211-212).

306@gMol s 30990l Bmax g  SBLMMEOL  309LYds  Fmobligbogdgb.
296L53MHYdOm, JOHMN-9M00 30MHZ9 309LS ,905JOOL EIL* (1957). Mragbsg gl 30gls
139659 O0YS, 306GHIM0 FodBHMOM035, 96T oMgl SBLBOLEO FFgMegdol
d00sd35d0. 1957 (gl m®o Bgddgmeobo (Lord Chamberlain) 53 3ogLbol dgLobgd
Poos, MM gb ogm 9oBOM 3oLy, Loss dd@GMbo 306@gMo TggEos dMW™M OML
093930Ls s 0mbglzml JogH LGB MYoGHMTo EOPTME0 309gd0EI6 Q9033900
b603900 godmgom.

“An insane, pointless play. Mr. Pinter has jumbled all the tricks of Beckett and Ionesco
with a dash from all the recently produced plays at the Royal Court theatre ... The result is still
silly”.( Chamberlain, 1958).

BM0960900, 3060dom, bsBL MUgsdwbgb 0 FodBL, MMIgeog oL sdLWMEOLEO
PO gdoLYsb 4obslbz03900s. Bodow0mo®, 3M0G03Mbo Xqgodl 30b6Lmbo (James Vinson)
53bo9dL,  dombgsegs  0dols,  MHMI  3063gMds  BdLWOEOLEGHO  IfFgeergdols
99b900 90930l 3560 5030Lgds BMobgMbs, 0a0 ds0b3 96 3393c0bgds SBLYIMEOLE
3P9Owo, M5ybs3g Fobgszs 39OHLMbssgdol M30m©o30bgzoLs s dB303699wo
5655009335 OMI0LS, 306@gM0  F50b3 sbgMbadl  5sF0sbMMmO  M30l9dg00L  5Jdsl,
MG MOGMIWME 06MHMboYIo HMEOo..

“Pinter has indeed absorbed the insights of the absurdists. He has peopled his physically
limited world with incomplete characters whose internal life has been fully exteriorized.

Yet, for all that, he is not an absurdist. For, despite the self-mockery of his characters and



the painful inadequacy of their personal resources, Pinter can still conceive of human
qualities which are not merely ironic (Vinson,1973:613).

306@gML 51939 93003690696 ,,0bsEIREBO®s Pox93MPOM Mo EIRIOL“. Tols
9990099, M3 309Ls “Caretaker” (1960) 00m30095, 300E03MLBAs XMb Moliger GHgowmEds
(John Russell Taylor) mogol 659Gmddo “Anger and After” (1962) 306960 Xmb mBdMMboLS
@5 5Mbmem© 39L39600L 239600 dMmoblgbos. 306GHIOL s XMb MBBdMOBL oy
3Jmbom LogMmm, Bsa®sd gl bs3egds ogm Hgmol LEGowo. abs3Lgds 2odmobs@gdm®s
00 L¥EOL339 90530, HMIgEoE 3500 08EMMObEYWo dEYMIsMYMBdOL B0dsM0d 3JMmbEso.
6039 §oMmIMoygbs  9HoERsBOM©s  IPgHEgdls s FMOBOMZbYIOL,  Sboy B
3o065DYOME  5@5B05bM  XMBL,  OHMIWIdoE3  93OMEJLGHIODID  3MEoG03WE
AMGHIOBHOHO0BALS @S LMEosw®  MmsbolimMmdsl. obobo 899 nbgb
©99mbLAHMS3098L  BOOMZMWO  49B0sMOMYdOL  [obssdgy  d®IMsdo.  MmLBMMbO
390LO3MPMJIOD 3960 FoTMboBHO3s  BOMIDBL, dMBBHL s gohoogdsl, MHMIgEos
08MHMobger 0bawolido Lwagzs.

5023965, 356MMW@ 3063)gOL 5379136900096 MMaMmGE SdLYIOEOL MYoBHOL, S19g39
»DORsDBMO 39X 93690 M55 MMRgOL“ @S DBmyxgd 03wo©bgb
9300LGH9b305olE IPIMEOIE, MOI3M, 306BHYMH0 39600 03bMdEs MIbsEMHMME
©M55GMERgOL s Job 309L9dd03 godmdsboro 33m3s J503s 659MMAYdDs.

»

“He seems to have read all of the secondary sources—Beckett, Ionesco, and Genet . . . .
(Wellwarth, 1964: 197-198).

099935 3063900l 8mM35(9mdsd 3bsym, M dobo MmIgwodg BsMbmTo dmd393s
3O3LHMM0  0d69dms. s oL 3939 Mbs Aobzobowrmm, MmwIEs 53S3MHMYWSE
99090905 A gdgEYmRs 03 BYRo3gbols, HMIguog 306EHgMHBY 0obsM™Meds
9090656939035 Imobobs.



bgem3bgds s F995M0EIdS 3sMemem 3063 gMol dg0mddggdsdo
2.1. 30bEgMolgmeno 3smBs s LoBmdg

356m@© 3063 gm0  0gm  MsBs@MMa0, MMIgwo3 ™M3E0Es, MM 439woby
Do6853 900 3m3Mb0o3s30s 0Ly, HMIWol OMULSE Bogargdo Lodygs 3sdmoygbgds. 0o

56 5005MJOO FODOL: ,,300096035300L 3OO, MMAMOE M 153TMOLO LoEYyzgdol
399mygbgds s  ®m3woEs, MHMI  3m3Mbo3zsgool  FoMmBsBHgods  Loghom 96 sMOL
©59m3090wo  LoEY3zgool LoFsMdYbg. 3063GHYMOL  ghM-ghmo  3bmdowo  BOIBS
UHmOgo 59 496(ymdols godmbodegl: ,,6396 439esBg IgEHo 3MmdMbozozosl dbmerme
LoRdol ML 359YsMgdm, 00 MM, MMES 9MIGFIOL 3oddmdM (“I think we communicate
only too well only in our silence, in what is unsaid” (Pinter, 1999:15). ULfm&M9g
Pom8mmmddgeo Lo@yzgdol dowds 0dsegds dmogtglo God. “Below the word spoken is
the thing known and unspoken®.

306@gM0 58dMmds, MM sl Jobo 39MLMbsggdol dbMmwm LoBMIgdo ymngbol O™
9bAMEs s 96> 08 OML, MMEs 0bobo BsBdMMdEHIL. ol  5ddMBL, OHMI Mo GHodol
LoBMTg sOBYOMDBL: OO MIMBS, SOF 9ODO LBoBYzs 96O [o®dMomJdgds @S 30MO30MO
d6003b69wmdom  Lobmdgs s  Tgmeg, OHmEs 30Mmodom, 39MHLMbsgol  393Y39egds
39X IOIOME0s 9596530 LoGygzom, TogMsd gl 393HY39egds, Lobsdgzowgdo, ds0b
LoRMTOL BHMERSL0S, MO0 5T BsTYBHY3I M 5JEHO3MBOM SMORBIOO SO 25IM03EYTs; b
393Y39w905  9OHMRAZ9M0 05660 ol Joeds  s®LYOIEO  9bol  goAMLYEYS®.

Lobsdz0mgdo, 893HY39wgds, MMIgoi a39bdol, 08  F9BY3gwgdsbg  FommomYdL,
OHMIgo3 96 339bdol s S8 39EBHY39EJO0M 0ZEOlbIGDS.

“The speech we hear is an indication of that we don’t hear. It is a necessary avoidance, a
violent, sly, anguished or mocking smoke screen which keeps the other in its place. When true
silence falls we are still left with echo but are nearer nakedness. One way of looking at speech
is to say that it is a constant stratagem to cover nakedness” (Pinter, 1999:15).

3omBs s LMy, Bro dds Mbs, 9O 60dbsgl, MM 39MLMbs7xYdL sMOFTYHO o300
L0390, G530 MHRIOL 5ddMOI6 s LobMdgs. 3063YMHOL 309L9gdol Hoz0mbgs dog0sb
50305 d90dwgds, M) 30 99Mm3E™M390m 53 bJoMs godmygbgdmw LokmIgl s
3579Dgdl, 0d3s 930mbzgarl s ALdghgls Mbs sBLBM3EIL, MM gl FoMImmmddgwo



10393900, 399D s LoPMAg 0lig39g 360369 M3z5605, HMYMOE HoMBmmJdmwo Lo@yzgdo.
306G9gM0obomzol gl 399Bgdo  Lologmiaberm 3603369emdol oym  309lgddo. LfimMgo
5303™0d 030 43930l 3OMDdES, M3 990dwgds 653w gdo Lo@yzgdo godmgygbgdobs
@5 BORMAOL 56 359BOL LTS GO0 HPOGHMMOOLMZ0L MROM T9B0 J01d35, 30MY STOL
393999058 Lo@yz900 J9dgd..

30396 3mmo 5939 YIMOEEgdsl  $3sb3z0gdl 306FGHIMOL FogH  2sdmyqbgdyer
3529Bsl, LokmMAqls @s LY FgOEGHOWL FmMOL Lb3zsMdsDBY: ,3006FGHIMMB 3579Bols, LoBmAgls
©d> L3 [goGowl  TmEOL  Lbbgomds sMBYEIMOL. 3599 MEI3ME  JOHMY35m  bol
Po68mogbl, 99 MML 5OGHMEM0s FoJOMdlL, MHmI obobo dobs®ol gho dbsel
0094mx390056, 9909y 30, BIoL  sImPgdoLsL, oLobo 3 dEobsMol dgmeg dboGgls
50dmBbY305b, gl 339 35 Bss. @S BA0MS® gl 35BS LogobAsTMs. 00 FoMTMoqbl
Lo39M09Egl, MHMIGEoiE MYGHOML3gJGHIMI© 03V9ds. 00 96 FoMTMoqbl 833oM
39696M905L. g Lo, MMPILSE 3MBTROMBESE0S 0bgm FoglodwaAl smHg3L, M SMORIMO
MBgds Lomddgwo, FoMS WMOboLy, 3000609 3H9d39MsGES 5O 0§93l 6 s0fg3L s
65009 5boEo 56 dmbgds. LY FgOEGHOWL 30 do0sb 3o@9Md Ib0TbMWgds 593L. 0o
3obLb35309d5 3d0dolosb, MMIgElLsg 306@IO0 MomMJol sMHILBM®IL 0ygbgdl s sB939
DO GH0-3dodoboysb®.

“There is a difference in Pinter between a pause and a silence and three dots. A pause is
really a bridge where the audience think that you're this side of the river, then when you

speak again, you're the other side. That's a pause. And it's alarming often. It's a gap, which
retrospectively gets filled in. It's not a dead stop—that's a silence, where the confrontation has

become so extreme, there is nothing to be said until either the temperature has gone down, or
the temperature has gone up, and then something quite new happens. Three dots is a very tiny
hesitation, but it's there, and it's different from a semi-colon, which Pinter almost never uses,
and it's different from a comma” (Hall, 1974/75:10).

960-9MH M0 30MH39W0 3095, MMIGoE 3oMmMEE 3063gMT> IFIMS, 0Y™ ,,09850gd0L
©O9° o ULHmEg 93 3ogbob  sfgMom  898m30s  MToGHMMA05d0  3bmdowo
306GH9M0Lgmeo LoRMdg s 35 bo.



309Ls 0fjygds 39MBom. JOM-9MmMo JgMLmbsgo, 30@0, 89dmEol MmmMsbdo, Kxads
95200506 s 0fjygdls 3omMbgsl.
“MEG. Is that you, Petey?

Pause.
Petey, is that you?
Pause.
Petey?
PETEY. What?
MEG. Is that you?
PETEY. Yes, it’'s me. (Pinter, 1990:19)

dg30mbgol: “Is that you, Petey?” 89909y @aMdgergds 3o bs. 93 ULobwdoom
3MOGHMM05d0  dmemEobo 0ddbgds Logsmogmol dgloglgds, dizs 306GgMo 53
53509 Mdsly 3g-6 babodg o6 blbol. s dbmeme “PETEY. Yes, it’'s me” -ol 99099
139659 F90m@OL g0. dgaol Fogh EsLIMEro gl Lbsdo Fgzombzs gHMO S 08539
90655OBOBY, M35, 89300b3900, ML oL BZ5aL, MOl sOESS Fg30mb3gs
obobo 9gMmP35M 2odmfi3935L5300 FVIML. LoEY3s ,,30GOL" Fobowsgdol dmerml 1s353l,
39099 MBOM 30610 MMH0 GHmbom ©ILLHYoLTo s dMEML, LogMmME, 30MH3000
Lo@Yzss —,,3030". 53 d930mbzgdol A5dgMmMHgd0m Momdml dgaol Lwel, 3o@od dobo of
g4mzbs  o0EILAHMOML @5  S©00sMML.  T930mb3zgdl  dmGOl  sOLYIMEo  3oMBs o
LoE9M09gEg  SMEOGMMOSL  B5FoEgdl  5dg3l, IBOJOEIL 58 LoBMdol dods
5OLYdIMo  0639630gd0L  Fglobgd.  30bGHgMHo  M3WwoEs, MHMI Loz 9O SMHOL
5330009390, 5053056900 9MH»Tbgb 3m3M6035:305L 53Y569dbab 300mbgzs-3slybols
69510000.

51939 960093690 m3z5605 306FHIOOL 30ogLs ,,Loberdo LdMNBJdL”, HMIgwos, sbg3g
LogLgo 39BgdoMs s LoBMTYgd0m.

dobgogo 0dols, GMI gl 30gLs  MOIMJIgGO0s60s, LOGYZS »3599Do“ MMl
MEXIOs  259myqbgdmo. 30396 3mwo, OHMIgoE 306GHgMHoL 53 309LOL YT,
oblgbgdl, ) OMYME EIMEmY3S JOMbgw 306FMBs Tl s MEbOs MOIMEs d30
339600Bg googdags 30gls s Fogdos 3obo. ol bdsdo modowo 0yMmdbmdms. 9
3979Bob odws momgmb 393 Y390 gdol Fodws oym. g4zgms 399Bs oo 9amE0IO0
360093690md0l 5o6909w0 0ym 306EHgM0Lsm30L s glvdsdobs, 3ogLbol 30mbzobols

d3oombggeo sl obgmO3g  YMOEYdIl  bs 99393V, OMYMOLSE  BHIJLAL.



396LMbs71gdLs S LOEMOE0JOL FMOOL HOLYdIMWO U 3599H9d0 3mTMBo3sE0oL Ls3gmglic
15O gdss. 0L, 53 9600 396 F5IMO(39d5, 0ZEOlHTGds 53 35BYdO.

30b6GH9M0Lm30L 53 359Hgdol 2odmyqgbgds gMmMY39M0 BEBMIGHJR05S SMEOGHMM0530
Lol3gbLOL  Tgloddbgars. ol s800 9F3L 50300901 OSEIMAL BoPds SMLYdIMWO Lbgs
mbosgzo  3m396035300L sOLgdMdOL globgd, Mmdgwos MBGM 360d3bgemgzsb0s. 9b
3979Dgd0  LBHmMgo 90 ©@osermal  doeds  9MLYdIMYwo  30FMbo3o3ool  godmzergbols
939Md5S. 3-435610 00 B0l Aol EMML GMMABINOL SMFRIOL Gmdbgds, olobo
L5 JgEL AeEolbIMdgb.

2.2. 39035603905 356 3063 gMol 3ogligddo

6535 bgemgbgdsdo F98ds003Hg0s 0 bBom@mo 839bmdgbos, Moysbsg s6sgol
doedls  SBBME GO0 FG83560FGHGO0L 3m3bs. Ls3sy09MHm, Fgladwrgdgwos oligoo
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-“GOLDBERG. What’s your opinion of such a prospect? Eh, Stanley?

Stanley concentrates, his mouth opens, he attempts to speak, fails and

emits sounds from his throat.

-STANLEY. Uh-gug...uh-gug...eeehhh-gag...(On the breath.)

Caahh...caaah.

-GOLDBERG. Well, Stanny boy, what do you say, eh?

-STANLEY. Ug-gughh...uh-gughhh...



-MCCANN. What’s your opinion, sir?

-STANLEY. Caaahhh...caaahhh...

-MCCANN. Mr. Webber! What is your opinion?

-GOLDBERG. What do you say, Stan? What do you think of the

prospect?

-MCCANN. What do you think of the prospect?

Stanley’s body shudders, relaxes, his head drops, he becomes still again,

stooped.

-GOLDBERG. Still the same old Stan. Come with us. Come on, boy (Pinter, 1991:80)
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LoBMPoMIIOL 53MgLO0LYSL Yoolio@hgbo. “It became immediately clear that, for all their
surface differences, both pieces wrestled with a concern that has been paramount in Pinter’s
work from the beginning: the struggle of the individuals to survive the depredation and
aggressions of society” (Perloff, 2001:2).
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“One that day I got back to London, in 1944; I saw the first flying bomb. I was in the
street and I saw it come over... There were times when I would open our back door and find
our garden in flames. Our house never burned, but we had to evacuate several times”. (Gale,
1977:18).

53500  m9ds, OMIgwos  3sOMmE© 306G gOL  ambgdsdo 53l sdgFOo
999md090q00m0  dmM3sfgmdol Lofigol 9@Hs3bg, 960l dodo 08 gdcosgwo d53830L0,
GOndgwog  9gmeg  dbmxgwom  mdb  IHIROMEo s 39006980 5Eocmgdb.
05333080LEOMOBOIO MO WH0GTMEGH035® JoBEIY3L 306 MOl F9dmddggdsL.

“When Pinter began his playwriting career in 1957, however, one idea was foremost in
his mind as a major theme: fear. As a young Jew living through the early days of World War II,
he had gone to bed afraid that he might be awakened in the night by a knock at the door and
that he and his parents would be taken forcibly from their home by unknown assailants, a
picture vividly impressed on his mind by tales of Hitler's Germany.” (Gale, 1977:18).
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“The whole episode also makes nonsense of the theory that Pinter belatedly woke up to
political realities or suddenly acquired a questioning conscience in the 1980s. He was always
an instinctive outsider; looking back, he sees Conscientious objector as first major political

decision of his life” (Billington, 2009:243).
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“After the age of thirteen, that was it.I was finished with religion for good. (Billington,
2005:9).
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“Proof that evacuation to Cornwall — although it lasted only a year-had a profound
influence on Pinter’s childhood sensibility is confirmed by his constant, almost obsessive
return visit as an adult”(ibid:15).
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"l can't remember so much, but it is not actually forgotten. It exists - because it has not
simply gone. I carry it with me. If you really remember everything you would blow up. You
can't carrythe burden" (Gale, 1977:39).
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General Overview of the Research

The thesis explores one of the most significant playwrights of English literature of the
20% century, Harold Pinter. In particular, how art, truth and politics are intertwined and
connected in his oeuvre. He represents post-World War II playwrights. It was a period when
English society underwent dramatic transformations in every field and undoubtedly, in the
theatre. Pinter’s works are characterized by his distinct and unique style which entered the
English language as an adjective: "Pinteresque, Pinterish” (“Pinterism,” “Pinterian,” and
“Pinterishness” are also acceptable terms). Obviously, not all playwrights manage to rise to the
level of the adjective. The given style first and foremost refers to his magnificent use of
“Pauses” and “Silences” in his plays. Harold Pinter was recognized as the greatest playwright in
his lifetime, which is acknowledged by dozens of awards he received including Nobel Prize in
Literature which he was awarded in 2005.

The scientific significance of the study lies in prolific work and life of Harold Pinter. He
was not only a prominent British playwright, but also, a renowned screenwriter, director, poet
and an actor who lived in a period when his contemporaries were such well-known
playwrights as: Samuel Beckett, Eugéne Ionesco, John Osborne, Charles Whiting, Arthur
Adamov and John Arden. Initially, he was considered to be the practitioner of the “Theater of
Absurd”. Later, he was commonly associated with a literary movement “Angry Young Men”.
However, eventually Pinter established his separate place in English and world literature.

The significance of the thesis lies in the fact that it depicts Pinter’s style as original,
autonomous, individual and outstandingly recognizable as Pinter’s which he achieves in his
plays through small plot structures, brief dialogues with unpredictable comic twists and
surprisingly minimum number of characters. Besides, his plays fall under the name: “Comedy
of Menace” due to his ability to create both comedy and tragedy simultaneously.

The methodology presented in the research is mostly qualitative. It includes researching
the textual references acquired in libraries/online including Harold Pinter official web-page.

The study aims at researching correlation between Art, Truth and Politics. How politics

can be part of art in such a way that it does not portray any political ideology or party politics.



Besides, our core purpose is to study all the literary peculiarities and fictional devices that
characterize Pinter’s plays. The given aims determined following objectives:

1. Structural-literary description of Pinterish Silence, Pause and three points;

2. Description of "Comedies of Menace” plays;

3. Defining the essence of Truth in Art according to Harold Pinter’s work;

4. Reflecting on the influence that Harold Pinter’s biography had upon his political plays.

5. Structural and literary analysis of political plays;

Current state of the study and sources of Study: Harold Pinter’s works have been
scrutinized and meticulously studied by many literary critics. Existing literature directly
dedicated to the study of Harold Pinter’s plays confirm this fact. A rather large list of works by
British and American researchers as shown below presents a vivid acknowledgement of the
fact that the study of Pinter’s oeuvre takes due place in world literature. First of all, Pinter’s
dramaturgy was studied and researched by famous English literary critic Martin Esslin in his
outstanding books: “Pinter the Playwright” (1978), and “Pinter: A Study of his plays (1973).

American literary critic Mel Gussow also dedicated several of his works to the study of
Pinter’s oeuvre, among them especially important is: “Conversations with Pinter” (1994).

Besides, Pinter’s works are presented in the works of following literary critics and
writers: English writer and theatre critic Michael Billington: “The Life and Work of Harold
Pinter”’(1996) and “Harold Pinter” (2007), English writer Ronald Knowles: “Harold Pinter”
(1995), English playwright, critic and writer Ronald Hayman: “Harold Pinter” (1968), English
writer and critic John Russell Taylor: “Harold Pinter” (1969). Moreover, Pinter’s life and work
was in the center of attention of following literary critics: Katherine Burkman, Ruby Cohn,
Francis Gillen, Arnold P. Hinclicliffe, Bernard F. Dukore, Steven H. Gale, Irving Wardle,
Marc Silverstein, Lois G. Gordon, Keith Peacock, Charles Marowitz and many more.

The scientific novelty of the study is as follows

* The dissertation presents Pinter as a multilateral productive playwright who had a great
impact on English drama. He gave rise to lesser use of words in texts and focusing more on
implied meanings;

* Despite of the fact that Pinter is one of the most influential modern British playwrights,

his plays have not thoroughly been examined, especially in Georgia.



The empirical data covers analysis of plays based on Pinter’s biographical nuances. The
practical value of the study lies in the fact that the materials can be used in the teaching of
modern English drama by students studying English Literature.

The structure of the thesis is determined by the goals of the study. The research consists of
Introduction, three chapters (Chapter 1 - “English literature in the second half of the 20®
century”, Chapter 2 - “Art and truth in Harold Pinter’s plays”, Chapter 3 - “Politics in Harold
Pinter’s plays”); 11 sub-chapters, Conclusions and Bibliography.

Contents of the Thesis

The introduction presents scientific novelty of the thesis, its research aims, substantiates
the significance and selection of the work, presents primary critics whose works have been a
pivot for theoretical research.

Chapter I — “English literature in the second half of the 20 century”, consists of 3
subchapters: 1.1 Existentialism; 1.2 “Theatre of Absurd”; 1.3 “Kitchen sink” drama;

The first sub-chapter considers Existentialism: literary movement in Literature.

The 20® century was revolutionary in its essence, due to social and historical changes.
The WWII triggered much clash and discord in the world including England. On the one
hand, it was a relief that the war was over, but consequences were severe. Countries were in
an economic, political and social turmoil. Every sphere had been deeply affected. There was a
growing sense of anger and isolation due to class conflicts, a sense of frustration and
disillusionment, especially in younger generation and this was the case not only in England,
but all over Europe. Conflict between an individual and a society entered a tragic phase that
contributed to the creation of different distinctly bizarre rebellious literary movements and
philosophies.

One of the repercussions of World War II was Existentialism. Existentialist ideas were
formed as a result of deep despair that World War II had provoked. Jean-Paul Sartre is one of
the key figures of Existentialism whose post-war writings brought international attention to
existentialism in the 20th century.

Sartre’s early principal work was “Being and Nothingness” (1943) (sometimes published

under the subtitle: “A Phenomenological Essay on Ontology) where he asserts that individual's



existence comes before his individual essence ("existence precedes essence"). Sartre referred to
his philosophy as a “philosophy of existence” and viewed it as a humanistic philosophy. It
depicted human beings simply existing in a world that was void of any true meaning or
purpose. He put an emphasis on the significance of choice in human life. Sartre believed in
humans’ “free will”.

His other famous works include: “Existentialism and Humanism” (was originally
presented as a lecture) (1946) and “Critique of Dialectical Reason” (1960). They also
highlighted the irrationality of man’s existence and stressed how important the freedom of
choice and dignity of human beings are in shaping their own existence.

For Sartre, first of all, Drama was an opportunity to express his worldview and
philosophy. This philosophy was aimed at considering moral issues, the existence of a person
in society. Placing a human in the epicenter of the universe, the fate of the individual, the loss
of life and/or belief by humans are the ultimate concerns for existentialist writers. This "hard
philosophy" is characterized by distinct criticism and visions.

Other 20" century philosophers who became known as existentialists are: Martin
Heidegger, Simone de Beauvoir and Albert Camus. Literary writers in Europe who have been
inspired by Existentialist philosophy are: Jean Genet, Andre Gide, Andre Malraux along with
the Norwegian Knut Hamsun and the Romanian Eugene Ionesco.

Existentialists writers use principles of philosophy to get people out of moral crisis they
had been stuck after the war. Existentialists don’t aim at making changes through destruction
of existing social norms. Their goal is to let each individual find the truth in his/her existence,

acquire existentialism, which can be accomplished through the fight against unhealthy, false

Existential theory is often considered not a philosophical but rather a literary
expression in art. But it would be better and more precise to approach existentialism in the
light of movement in art created on the basis of Existentialist philosophy. To this end,
representatives of existentialism are trying to communicate their ideas through literary works

such as plays, novels and short stories rather through philosophical pamphlets.



The philosophical concept of existentialism became the pivotal ideology for the new
literary movement and gave rise to the revolutionary changes in literature. Its climax was
“Theatre of Absurd”.

Existentialism inspired The Theatre of Absurd and leading and renowned European
writers like Jean Genet, Fernando Arrabal Arthur, Max Frisch, Adamov, Edward Albee to
represent it.

The second subchapter discusses literary movement “Theater of Absurd”. The use of the
term "absurd" began in the mid-twentieth century by French thinkers and the representatives
of existentialism: Albert Camus and Jean Paul Sartre. They emphasized how absurd and
meaningless human existence in this world was. This literary movement is also known by the
names of avant-garde and experimental theater. It is sometimes referred to as an anti-theater
and a theater of derision. The avant-garde theater is contrary to bourgeois and mass culture. It
is attempting to get rid of stereotypes of traditional theater and introduce new forms of
thinking. New Theatre also excludes the traditional devices of the drama such as meaningful
dialogue, logical plot development, and intelligible characters.

First of all, the manifest of the absurdist writers is a cultural outburst expressed by them.
Absurdist writers rejected any rules existing before, ignoring firmly established laws that
prevailed over the centuries and violated all the norms and rules.

The term “Theatre of Absurd” was first coined by literary critic martin Esslin. The use of
this term by Esslin was encouraged by Albert Camus's philosophical essay “Myth of Sisyphus”.
In this essay Camus introduces his philosophy of the absurdity, man's futile quest for meaning
and lucidity in the light of an unintelligible world devoid of God or any values. Camus’s
"Myth of Sisyphus” is considered to be a pivotal work of absurdist literature. It should be
highlighted that Camus's notion of "absurd" was not only from a philosophical point of view,
but he also linked it to art. According to Camus, Sisyphus is doomed to eternal ordeal by Gods
due to his inadvertent behavior that angered the Gods. Sisyphus is also a captive and/or victim
of his own destiny.

Albert Camus’ idea of Absurdity, suicide and defiance also contributed to the dramatists’
sense of a meaningless and irrational universe. Albert Camus, in his books “The Myth of

Sisyphus” (1942) and “The Rebel” (1951) talks of the absurdity of the human situation which



defied logical explanation or divine consideration. The World Wars had shattered all faith in
human nature and society. There was a sense of dislocation and disillusionment; the universe
had become ‘schizophrenic’, ‘out of harmony’ and ‘devoid of purpose’.

Later, Martin Esslin published the book entitled: “ The Theatre of the Absurd” (1962),
which critics recognized as one of the most influential texts of the 1960s theater.

In the book "The Theatre of the Absurd’, Esslin quotes one the most significant
representatives of Absurd Theater, Eugene Ionesco as saying: "Absurd is what is devoid of the
purpose ... is driven by his religious, metaphysical and transcendental roots; The man is lost;
All his actions become meaningless, illogical and useless” (Esslin 1961: 23).

In “Theatre of the Absurd”, Martin Esslin also claims: “Theatre of the Absurd strives to
express its sense of senselessness of the human condition and the inadequacy of the rational
approach by the open abandonment of rational devices and discursive thought” (Esslin 1961:3-
15). The fact was that in 1930s and 1940s, commercial plays were a dominant form of writing.
These plays failed to depict everyday life and its problems. Besides, characters in old plays
belonged to high society. English drama had turned in a form of entertainment targeted at a
small audience. It became vivid now that former literary devices were old-fashioned and did
not comply with new post-world war realities.

Plays of “Theatre of Absurd” depict the frustration and disillusionment that modern
man deals with. Their plot highlight the incongruousness of human existence. They reflect
indifference at anguish that prevails in the society.

“Waiting for Godot” (1953) by Samuel Beckett and “The Bald Soprano” (1950) by
Eugene Ionesco's are considered to be the most outstanding representations of this literary
movement. Along with them, Harold Pinter was also considered to be the representative of the
“Theatre of Absurd”. Martin Esslin was confident that the play “Caretaker” by Harold Pinter
had elements of Absurdist Theatre since it combined tragic and comic elements creating
distressing effect. However, these tragi-comic characteristics would rather be linked to
“Comedy of Menace” which is more associated with Pinter’s dramatic works. Generally, it
should be noted, that Harold Pinter’s work and plays confirmed that Pinter went beyond
“Theatre of Absurd” and left his separate mark on English literature. His first play “Birthday

Party” is still considered the work of “Theater of Absurd”. Famous literary critic Michael



Billington notes that the problem in those times was that when Pinter started his career in
1950s, all critics immediately labeled him as an absurdist writer like Eugene Ionesco and NF
Simpson; “One problem in the 50s was that critics assumed Pinter was writing in the absurdist
vein of Ionesco and NF Simpson. Now it is much easier to see the play for what it is: a rep
thriller invented by a man who’s read Kafka” (Billington, 2005:105).

The third subchapter explores “Kitchen Sink” drama that rose to prominence in the
1950s and 1970s along with “Theater of Absurd”. Its protagonists were called “Angry Young
Men” due to the fact that they were literally angry at status quo of the time. It should not be
forgotten that "Angry Young Men" lived and worked after World War II. The post-war mood
was filled with exasperation and their dramatic works therefore illustrated frustration and
despair. “Angry Young Men” were against Britain’s foreign policy and disapproved English
governmental institutions. In English press, they published several critical articles. For
instance, one of such an acute article was published by John Osborne in the newspaper
"Encounter”. Besides, they also participated in various political activities. John Osborne was
arrested in 1961 for participating in a campaign against nuclear disarmament at the Trafalgar
Square.

The literary critic John Russell Taylor interestingly formed the term "Angry theatre".

The origin of the name "kitchen sink drama” is connected to the painting of the same
name by famous English expressionist painter John Bratby. The famous critic David Sylvester
wrote an article back in 1954, reviewing new tendencies in English Art and named the article
"Kitchen Sink". He had a painting of John Bratby in mind. Sylvester claimed that there was a
new trend in English art: young artists painting domestic settings and everyday life thus
emphasizing “Bland and uninteresting nature” of being. This term started to be frequently
quoted and eventually, started to portray not only new trend in art but also new drama that
was gaining ground in English Theatre.

The most distinguishing characteristic of this literary movement was the core message
they strived to deliver which was social ideology. If earlier literature primarily depicted
Victorian families, now “Kitchen sink” drama aimed at reflecting the social inequality and

disparity of the working class thus portraying existing reality.



The Kitchen Sink drama sought to depict the lives of the ordinary in real settings.
Depiction of domesticity, specifically, description of kitchen became the tradition for kitchen
sink playwrights. If before that, Victorian drama obviously rejected any mention of it, Kitchen
Sink drama, in contrast, put kitchen in the center of social life. The play “Roots” (1958) by
Arnold Wesker starts with the leading character standing at a kitchen sink. Now the stage of
the Theater presented kitchen and living spaces and a line of demarcation between public
spaces and domestic life was blurred. Characters in these intimate settings wore unfurnished
emotions claiming their dissatisfaction with intolerable status quo openly and harshly.

The playwrights of "Kitchen Sink" are English playwrights who were originally from
working class families. They resented hypocrisy and mediocrity that prevailed in upper and
middles classes. Their scorned and disapproved established status quo. They showed
dissatisfaction of the postwar welfare state and in their writings they demonstrated the raw
anger and disillusionment since the postwar reforms did not succeed in meeting high
aspirations for a better life and for the promised change. Most of their times they spent in pubs
drinking and pondering over various topics including social and political issues such as
abortion, homelessness, hardship, etc. They lived in rented rooms in extreme density and
poverty.

These playwrights began to be referred to as "Angry Young Men" after the play “Look
Back in Anger” by playwright John Osborne. The given play became a symbolic work for this
movement.

Literary critic Christopher Innes states that this new literary movement was special in
its ability to depict honesty that society was striving for. Therefore, “Angry Young Men”
grabbed an immediate attention from the public and got themselves into spotlight. “What was
new and struck the public nerve in Look Back in Anger, was the sense of naked honesty that
came from the identification between author and protagonist, and the tone of self-lacerating
(but generalized) anger” (Innes, 1992:103).

The phrase itself "Angry Young Man" belongs to George Fearon, a press agent at British
Royal Theater, who reviewed the play "Look Back in Anger", calling its author an “angry
young man”. Actually, Fearon did not like the play and in point of fact used this phrase to

criticize it, but unintentionally supported the promotion of the phrase and the play itself. After



the success of John Osborne’s play, the English press began to address all his contemporaries,
who were angry at class discrimination and proud in their lower-class style, with this name.

This play introduces an angry young man Jimmy Porter. His anger is triggered by
monotony and boredom that prevail every day. His desire to having a "real life" seems unlikely
if not impossible. The world is disabled to offer him anything. Osborne’s play depicts how
frustration and social anger effect ordinary people. An American critic Paddy Chayefsky
declares: "Drama of introspection explored the marvelous world of the ordinary. ("It was a self-
observation drama whose aim was to study the ordinary world of the working class"
(Rutherford, 1990: 77).

Critic John Heilpern emphasized how “Look Back in Anger” expressed such an
"immensity of feeling and class hatred" that it managed to change the course of English theatre
(Heilpern, 2007:87).

English critic Bamber Gaskon declared that after this play, the theatre of London
acquired a new life and delight, which had been in a long deep sleep after Shaw and
Galsworthy: “A new life and excitement has entered the London theatre, which had been in a
state of fitful hibernation since Shaw* (Gascoigne, 1962:196-197).

Apart from Osborne’s “Look Back in Anger” (1956), other famous representatives of this
movement are Shelagh Delaney “A Taste of Honey” (1958) and Arnold Wesker “Roots” (1959).

The actions in these plays usually take place mainly in industrial areas. We witness
working class Britons who live in cramped accommodations and spend most of their time in
pubs drinking and exploring various controversial issues. Definitely, the harsh and realistic
style of this new literary movement was in sharp contrast with refined and cultured style in
the so called “well-made” plays of the previous generations.

“The “Angry Young Man” is synonymous with the following: impatience with the
status quo, refusal to be co-opted by a bankrupt society, an instinctive solidarity with lower
classes, an undisciplined energy and unbounded rebelliousness, and an angry ambition that

leads to unsuitable matches with the upper-class” (Gilleman, 2008:104).

At the early stage of Harold Pinter’s career, his plays were met with initial

incomprehension by critics since they assumed that his plays were totally related to avant-



garde theater. Famous literary critic martin Esslin in his work: “The Theatre of Absurd”
directly claims that Pinter was an absurdist writer therefore placing him along with other
absurdist writers, such as: Samuel Beckett, Eugene Ionesco, John Osborne, Arthur Adamov and
Jean Genet: “One of the most promising exponents of the Theatre of the Absurd . . . in the
English speaking world” (Esslin, 1964:205). Esslin states that Pinter, like Ionesco considers life
absurd which is funny to some extent: "For Pinter, there is no contradiction between the
desire for realism and the basic absurdity of the situations that inspire him. Like Ionesco, he
regards life in its absurdity as basically funny--up to a point" (Esslin, 1964:211).

Pinter himself declared that he attempted to combine comic and tragic tones in his
plays in order to acknowledge absurdity of existing reality. "Everything is funny; the greatest
earnest is funny; even tragedy is funny. And I think what I try to do in my plays is to get to
this recognizable reality of the absurdity of what we do and how we behave and how we
speak" (Esslin, 1964 : 211-212).

Even to this day, some of Pinter’s plays are still conceived as absurdist plays, especially
his early play: “Birthday Party” (1957). When this play was first staged, Pinter was blamed for
copying absurdist writers. In 1957, Lord Chamberlain wrote about this play, asserting that
Pinter play was a mere attempt to steal some trick of Beckett and Ionesco:”An insane, pointless
play. Mr. Pinter has jumbled all the tricks of Beckett and Ionesco with a dash from all the
recently produced plays at the Royal Court theatre .. The result is still silly’. (Lord
Chamberlain’s report on Harold Pinter’s The Birthday Party. 1958).

Some critics, on the contrary, emphasized distinguishing features of Pinter’s plays from
absurdist writers. The critic James Vinson, for instance, claims “Pinter has indeed absorbed the
insights of the absurdists. He has peopled his physically limited world with incomplete
characters whose internal life has been fully exteriorized. Yet, for all that, he is not an
absurdist. For, despite the self-mockery of his characters and the painful inadequacy of
their personal resources, Pinter can still conceive of human qualities which are not
merely ironic (Vinson,1973:613).

Pinter was also considered to belong to “Angry Young Men” playwrights. After Pinter’s
play “Caretaker” was staged, literary critic John Russell Taylor in his book “Anger and After”

(1962) put Pinter along Arnold Wesker and John Osborne. Pinter and Osborne truly shared



several common passions but it was never the writing style. The similarity was expressed in
the spirit they had in relation to existing status quo. Both were young writers and thinkers
who objected political totalitarianism and social inequality. They joined demonstrations in the
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fight against nuclear disarmament. Another fact why Pinter was thought to belong ““Angry
Young Men” must have been the fact that he also portrayed life of ordinary, middle class
people. He also depicted people who were angry at current state of affairs.

Thus, Pinter was affiliated with different literary movements of the day, “The Theatre
of Absurd” and “Angry Young Men”. Pinter’s life and work proved this wrong. However,
exclusion of impact of his contemporaries on his oeuvre would be also not applicable.
Obviously, Pinter definitely, knew well all his contemporary playwrights and their works
might have reflected in his platys: “He seems to have read all of the secondary sources—
Beckett, Ionesco, and Genet . . . .” (Wellwarth, 1964: 197-198), but eventually, Pinter
developed his unique, different style which should be addressed separately with due esteem.

Chapter 2. Art and Truth in Harold Pinter’s works. The second chapter explores how art
and truth correlate and coexist in Harold Pinter’s literary works. Besides, it examines literary
devices Pinter uses in his oeuvre and some of the major novelties in Pinter’s art.

The chapter consists of the following subchapters: 2.1. Pinterish Silence and Pause; 2.2.
Truth in Harold Pinter’s plays; 2.3 “Comedies of Menace® plays.

As a playwright, Harold Pinter was highly assured that the most successful
communication lies in efficient eliminating of verbose language. He did not approve the idea
that "failure of communication" appears when fewer words are applied and considered that
successful communication is never dependent on the abundance of words. Therefore, Pinter
gave preference to the lack of use of words in plays and introduced his famous silences and
pauses along with three dots.

Pinter himself commented on the use of silence and how it affects characters in plays
and generally, on human communication, as follows: “I don’t think there’s an inability to
communicate on the part of the characters. It’s rather more - that they communicate only too
well in one sense. Their tentacles go out very strongly to each other, and I think
communication is a very fearful matter to really get to know someone, to participate with

someone. [...] I think that we communicate only too well, in our silence, in what is unsaid, and



that what takes place is a continual evasion, desperate rearguard attempts to keep ourselves to
ourselves (Knowles, 1995: 12).

Pinter claims that he understood his characters in silence and not when they were
eloquent. He underlines two types of silences: one when no words are uttered and literally
silence prevails and the other - when character’s speech is full of words but even this speech
still equals to silence as it portrays nothing. It is only a tool to imply the words unsaid. Indeed
speech we hear is an indication to the speech we do not hear: “The speech we hear is an
indication of that we don’t hear. It is a necessary avoidance, a violent, sly, anguished or
mocking smoke screen which keeps the other in its place. When true silence falls, we are still
left with echo but are nearer nakedness. One way of looking at speech is to say that it is a
constant stratagem to cover nakedness” (Pinter, 1999:15).

Pinter always rendered high significance to these pauses and silences in his plays. He
attempted to use as few words as possible, and by silence or pauses to imply more than mere
utterance of words could do. However, pauses and silences should not be conceived as if
characters have nothing to deliver if their verbal language is not loaded with words. It ought to
be kept in mind that these pauses and silences carry just as important messages as spoken
words.

We can differentiate between three categories of silences: an ellipsis, a pause, and
silence itself. In plays, an ellipsis which is designated by three dots is an indicator of hesitation.
A pause is much longer hesitation that Pinter uses to demonstrate more accurately the given
utterance. Generally, when a pause prevails, the character is in deep thought and through this
device, Pinter effectively creates a disturbing atmosphere. As for silence, it is a dead stop when
no word is pronounced due to the fact that the character has encountered a conflict and is
unable to respond, he is flabbergasted and speechless.

Peter Hall who has directed number of Pinter’s plays highlights the difference between
pause, silence and three dots in Pinter’s plays as follows: “There is a difference in Pinter
between a pause and a silence and three dots. A pause is really a bridge where the audience
think that you're this side of the river, then when you speak again, you're the other side. That's
a pause. And it's alarming often. It's a gap, which retrospectively gets filled in. It's not a dead

stop—that's a silence, where the confrontation has become so extreme, there is nothing to be



said until either the temperature has gone down, or the temperature has gone up, and then
something quite new happens. Three dots is a very tiny hesitation, but it's there, and it's
different from a semi-colon, which Pinter almost never uses, and it's different from a comma”
(Hall, 1975:10).

One of the first plays that Harold Pinter wrote was "Birthday Party"(1957) and that is
the play where he introduced famous silences and pauses.

The play begins immediately with a pause. One of the characters, Pete, enters the room,

sits at a table and starts reading:

MEG. Is that you, Petey?

Pause.

Petey, is that you?

Pause.

Petey?

PETEY. What?

MEG. Is that you?

PETEY. Yes, it’'s me. (Pinter, 1990:19).

As we see, after the question: "Is that you, Petey?" — a pause continues, leaving a gap
before an audience. And as above mentioned, an upsetting mood evolves instantaneously.
Pinter is reluctant to loosen the tension until the 6th line. Only after the sentence: "PETEY.
Yes, it's me ", the stage is entered by Meg. Three questions that Meg asks are of the same
character. However, these are not even questions rather than a challenge. Meg places the word
“Petey” differently: sometimes at the end of the sentence, then with more domineering tone at
the beginning. As if Meg wants her presence to be accepted and approved. Pauses and silences
that prevail between questions let the audience ponder over character’s intentions beyond this
silence. Pinter believes that it is not necessary for people to communicate with each other in a
question-answer mode. Pinter understood the nature of daily conversations of people, their
illogical character, non-linear nature, the idea behind what lies between those silences and
pauses. Attention should be paid to what is unsaid and not to what is pronounced.

Pinter deliberately applies pauses in the play as it is a special strategy to create a
suspense in the audience. He raises doubts in the audience regarding the existence of other

invisible communications outside the dialogue, which is undoubtedly more important. The



given dialogue is an attempt to reveal the real implied dialogue beyond utterance. And the
words that this couple tells each other during the tea in the morning indicates the words that
they do not tell but imply.

We can state that there is a quasi-communication in the play, even though Meg
attempts to bond with Pete, the latter one is reluctant to participate in the communication. His
responses are brief and automatic.

Another play which is also abundant with pauses and silences is “Homecoming".

In spite of the fact that the play consists of two parts, the word “Pause” is being used
two hundred and twenty times. Director, Peter Hall who was in charge of the production of
the play, recalls how once Pinter called him and told to open the play on page forty-seven and
delete the word “pause” there. For Pinter deleting this pause was the same as deleting the same
whole sentence in the play. Every pause that Pinter used carried an immense significance in
itself therefore the reader should pay due attention to it as to the text. Those silences and
pauses that are exploited between communication and dialogues are the best tools for Pinter to
imply the meaning that cannot be depicted through words.

Thus, all the above mentioned demonstrated that silent spaces carry as vital
significance as the words themselves. Pinter uses them as a device to insert ambivalence and
intensify menacing atmosphere that is a core characteristic of his dramatic style. Characters’
silences should not be interpreted as their inability of proper communication because they do
understand each other well through this non-verbal communication. Pinter’s style of indirect
language, incoherence and ambiguity is a tool to convey possessiveness, power struggle and
menace.

Pinter’s dramatic language and his unique the so called Pintereque style which is
mostly presented through bizarre conversations, incoherence and vagueness, brought him

special fame and distinctness in the 20*" century English drama.

In dramatic art truth is an illusionary phenomenon as no one can grab the absolute
truth. However, the quest for truth is inevitable. Generally, it is hard to distinguish between

real and unreal, what is true and what is a lie. In most cases, their simultaneous co-existence is



possible. Quest for truth is well portrayed in Harold Pinter’s plays and reflected in the
language and diction of characters.

Dictionaries define the truth as follows: “being in accordance with the actual state or
conditions; conforming to reality or fact; not false”, something which compiles with real
status-quo. However, in dramatic art the concept of truth is not as easy and unequivocal as
defined in dictionaries. Where is an objective truth which could be acceptable for everyone?
Throughout human existence, it has always been disputable what truth really is. This question
has been a challenge for many writers and thinkers and perhaps, there will never be one
definite answer to it.

The above given definition for “truth” has never been acceptable for Harold Pinter. He
believed that truth is elusive especially in literature. Pinter states: “Truth in drama is forever
elusive. You never quite find it but the search for it is compulsive. The search is clearly what
drives the endeavor. The search is your task” (Pinter, 2005:21).

Existence of several truths was something that Pinter believed in and portrayed in his
plays. How absurd it might seem, it is possible that there might be several truths existing.
There might even be an antithesis when one and the same thing is the truth and a lie.
Therefore, we should not address from a limited standpoint. On the contrary, it should be
studied from different angles. Pinter claims: “The real truth is that there never is any such
thing as one truth to be found in dramatic art. There are many. These truths challenge each
other, recoil from each other, reflect each other, ignore each other, tease each other, and are
blind to each other. Sometimes you feel you have the truth of a moment in your hands, then it
slips through your fingers and is lost (Pinter, 2005:21).

The final sub-chapter of the second paragraph deals with the “Comedy of Menace”. It
was the name of the subtitle of the play: “The Lunatic View: A Comedy of Menace” (1950) by
David Campton. Later, John Irving Wardle, a theatre critic, borrowed it from him in order to
depict certain playwrights and their plays including Harold Pinter in an English magazine
related to contemporary theatre “Encore” in 1958.

The phrase “comedy of menace” is a controversial one. Generally, comedy is something
which triggers laughter in people and menace, on the contrary, provokes fear in them. If we

literally translate the phrase, “comedy of menace” must refer to laughing regarding something



which is scary. Thus, plays of “Comedies of Menace” carry tragi-comic mood. And indeed,
characters of “Comedies of Menace” deal with eerie situations with humor and mockery. They
stay humorous about their hazardous state and even when dealing with dangerous situations,
they keep absurdly cheerful attitude and thus provoking an anxiety in the audience. Critic
John Russell Taylor emphasized the contrasting feature of these plays: "All of these plays are
both frightening and funny" (Taylor, 1969:7).

Atmosphere of menace prevails in Harold Pinter’s plays. The language that Pinter uses
is funny but the audience senses that there is menace lurking beneath it. Pinter creates the
situation where a comic environment evolves into a serious one. With this technique, the
audience realizes that comedy is just on the surface. Unexpected violent outbursts which
appear in and out, confirm this fact and leaves the audience perplexed and baffled as what
might happen next. Therefore, “Comedy of menace" as a literary expression, which is used in
plays, appears a powerful weapon to create a suspense in an audience.

Usually, the primary setting for the play of "Comedy of Menace” is the room. It conveys
security and protection from an outside world full of danger, insecurity and uncertainty. But
this feeling of security is very brief, as an intruder will inevitably disturb their peace and sense
of secureness. John Tailor defined plays of “Comedy of Menace” as follows: “The menace
comes from outside, from the intruder whose arrival unsettles the warm, comfortable world
bounded by four walls, and any intrusion can be menacing, because the element of uncertainty
and unpredictability the intruder brings with him is in itself menacing” (Taylor, 1963:22).

Harold Pinter’s play, which is an exact exemplification of the above mentioned, is his
early play "Room”. As expected, the action takes place in a small room. The occupants of the
rooms are the elderly couple Rose and Bert. The protagonist of the play, an old woman named
Rose is cooking bacon and omelet for her husband Bert. Bert is curled up and unlike Rose is
silent and speechless sitting at the table reading a newspaper. Pinter managed to pique a
curiosity in readers from the beginning as why Bert is withdrawn from the conversation and
why Rose incessantly keeps talking? It easily can be said that the play starts with a monologue
since Rosie’s speech is one-sided without any replies or responses. Rose speaks about the
warmth and the comfort existing in their room and is concerned regarding the cold, dark

outside. Rose is permanently asking her husband about a stranger living in a basement.



She says: “It’s very cold out, I can tell you. It’s murder... the room keeps warm. It’s
better than the basement, away, ...I don't know how they live down there... I wouldn't like
to live in that basement. I'm quite happy where I am And we’re not bothered, And no body
bothers us” (Pinter, 1999:70 ).

Definitely, her unease is not accidental. Rose senses that intruders will arrive soon
“breaking their sanctuary”. And she hears a knock on the door. Rose discovers Miss and Mr.
Sandy at her door searching for an empty room. They had been informed that Rosie’s room
was free. Rosie feels restless. Her room is not available for strangers. Leaving the room is
unacceptable for Rose. The name of Mr. Sandy is Todd (German word: “Tod” meaning
“Death”). Perhaps, by naming the death to the stranger, playwright inferred disaster/death that
was about to strike.

Another intruder from the basement named Riley will also arrive soon. The black
skinned man called Riley insists on having a special message for Rose from her father. “Your
father want you back, Sally” addresses the black man. Rose initially rejects this name but then
it becomes vivid that this name is not unknown for her. Eventually, everything ends with a
fatality as upon the arrival of Bert the blind Negro had not still left. Upon Bert’s arrival, the
play becomes very violent. Bert becomes furious and hits Riley who hits his head on the oven
and Bert beats him to death. And Rose goes blind. At the end of the play, Rose screams
desperately “I can’t see anything” and the play ends.

Another play belonging to “Comedy of menace” is “Birthday Party”. The setting is the
same as in the “Room”. Now Petey sitting at breakfast table, reading the newspaper and his
wife Meg delivering meaningless speech full of questions that remain unanswered. The play
has got a simple plot with a leading character Stanley Webber. He is in a boarding house with
owners Petey and Meg. But intrusion upon seclusion occurs when his privacy is invaded by
two intruders Goldberg and McCann. No piece of information is provided about the purpose or
intention of their arrival whatsoever. One is obvious: Stanley becomes anxious and restless as
soon as he is told that they are coming. He responds: “Stanley slowly raises his head, he speaks
without turning: What two gentlemen?” (Pinter,1991:15). Surely, later it becomes clear why
Stanley was so concerned. Those two came for him. To interrogate and take him. Apparently

these three share a common past which the audience has no clue of. After a fierce



interrogation these two intruders take Stanly to the place unknown further. They merely tell
Petey that they are taking Stanley to Monty for a special treatment. This play as the previous
one is a confirmation of the fact that there is no safe and secure place unreachable for
outsiders. They will arrive and take your voice. Stanley is voiceless at the end of the play. The
final scene of interrogation is a demonstration of it:

“GOLDBERG. What’s your opinion of such a prospect? Eh, Stanley?
Stanley concentrates, his mouth opens, he attempts to speak, fails and
emits sounds from his throat.

STANLEY. Uh-gug...uh-gug...eeehhh-gag...(On the breath.)
Caahh...caaah.

GOLDBERG. Well, Stanny boy, what do you say, eh?

STANLEY. Ug-gughh...uh-gughhh...

MCCANN. What’s your opinion, sir?

STANLEY. Caaahhh...caaahhh...

MCCANN. Mr. Webber! What is your opinion?

GOLDBERG. What do you say, Stan? What do you think of the
prospect?

MCCANN. What do you think of the prospect?

Stanley’s body shudders, relaxes, his head drops, he becomes still again,

stooped.
GOLDBERG. Still the same old Stan. Come with us. Come on, boy. (Pinter, 1991:80)

After World War II, introducing the setting of closed rooms/spaces is not startling as it
has acquired a dramatic metaphor in plays depicting omnipresence of menace. Even though
characters feel defended and protected in those rooms, this security is merely illusory since
they are still vulnerable and threat and danger can penetrate into closed rooms too.

Pinter depicts fears, specifically, he describes people who retreat in closed spaces, they
are horrified to leave and go out and they constantly feel haunted and fear that unwanted
intruders might arrive and knock at the door causing panic and horror in them. They refuse to
keep a touch with an outside world as the outside world symbolizes evil and death for them.
The outside world is cruel and brutal which can only bring death to Pinter’s characters.
“Room” in this case is a safe place where they feel secure and cruel world can’t reach them.
Perhaps, Pinter intended to show how hostile his contemporary world was where people lived.

People did not feel safe anymore in the world they dwelt, especially after World War II.



People had not forgotten holocaust horrors and definitely their life was not secured from
human evil and malice.

Apparently Pinter’s inclined to portray how hostile the modern society was towards
humans, reflecting the political reality whose part he had always been himself. People did not
have a sense of security in the world in which they lived, especially after the Second World
War. People had not overcome Holocaust horrors yet. They still felt threat lurking around.

The third paragraph deals with the Politics in Harold Pinter’s plays. Harold Pinter as a
playwright has never strictly been considered as a political playwright in literature. However,
the speech he delivered for Nobel Prize Award makes it clear that politics is an integral part of
his work and is clearly reflected in his plays. This speech which lasts up to 46 minutes, Pinter
devoted largely to talking about politics. This speech can easily be considered a work of art and
can be called a creative work of a playwright, since it clearly illustrates how art should
denounce politics. This political belief is a source of better understanding of the political plays
by Harold Pointer, as Pinter’s political beliefs determine interpretations of his dramatic work
that can be called the stage of political plays. Famous literary critic Michael Billington calls
him “a dramatist with an active political conscience” ( Billlington,2009:182).

What Pinter declared in his Nobel Prize speech in 2005, was not new in its essence
since, throughout years, he talked about those issues in different places and times. In this
regards, his speech is not an unpredicted novelty. However, it was this speech that attached
him the status of a political playwright and brought him a lot of attention. Pinter began to be
referred as a political playwright.

In 1950-60s, at the beginning of Pinter’s career, he was not considered a political
playwright. At first look, one can hardly notice any political implications in his plays and
despite the fact that Pinter’s early plays such as “Room” (1957) and “Homecoming”(1964) are
considered apolitical, there still remain political elements that one can apprehend if those
plays are closely scrutinized.

Famous critic Michael Billington in his essay: “Evil that man do” claims that majority of
people see a dichotomy between his early, mysterious, comedy of menace plays and his late
political plays but if one studies his early plays, one can notice Pinter has always been driven

by his suppressed political motives: “What is fascinating is that many people see a dichotomy



in Pinter’s own career between the mysterious early plays and jaded certainties of the later
political plays. But recent revivals of “The Birthday Party” and “Hothouse” have shown that
Pinter was always exercised by political oppression” (Pinter, 2000:28)

For example, when the play “Mountain Language” was directed for the stage, it was
Pinter’s idea to direct it in duo with “Birthday Party”. Two plays belonging to different time
periods and different types of plays but as an American critic Carey Perloff stated: “It became
immediately clear that, for all their surface differences, both pieces wrestled with a concern
that has been paramount in Pinter’s work from the beginning: the struggle of the individuals
to survive the depredation and aggressions of society”(Perloff, 2001:2).

Pinter himself was engaged in Politics from an early age. His Jewish origin, his painful
World War II experiences, which left an indelible mark on Pinter, and childhood feelings
played a significant role for Pinter’s future political life and the life of a future dramatist. The
themes outlined in Harold Pieter's political plays are an integral part of his Jewish origin and
are particularly related to childhood experiences. The birth of Pinter (1930) coincided with the
rise of anti-Semitic movements in Europe, influencing the part of the West of London, where
Pinter was born in Heinz. The birthplace of Pinter was largely settled by the Jews and forced
to leave the city during the Second World War. He returned to London only in 1944, 14 years
old. Pinter recalls back pain, because the first thing he saw was a flying bomb. He also writes
that sometimes the garden was burning and wounded, the family had been evacuated several
times: "One that day I got back to London, in 1944; I saw the first flying bomb. I was in the
street and I saw it come over ... I opened our back door and find our garden in flames. Our
house never burned, but we had many times to evacuate” (Gale, 1977: 18).

Therefore, the main theme that Harold Pinter has in his mind at the initial stage of
creative work is fear. Fear of a Jewish child who underwent horrific War terrors. The
childhood of the time is a leitmotif for Pinter oeuvre. “When Pinter began his playwriting
career in 1957, however, one idea was foremost in his mind as a major theme: fear. As a young
Jew living through the early days of World War II, he had gone to bed afraid that he might be
awakened in the night by a knock at the door and that he and his parents would be taken
forcibly from their home by unknown assailants, a picture vividly impressed on his mind by

tales of Hitler's Germany” (Gale, 1977:18). Pinter’s experiences were hidden deep down that



were later seen in his plays portraying the oppressor and the suppressed relationship with a
violence in it.

Pinter despised cold war policy which he officially demonstrated by the refusal of
military service. He was brought to trial twice and was fined after refusing to sign up for
National Service on the grounds of being a conscientious objector. Michael Billington remarks:
“The whole episode also makes nonsense of the theory that Pinter belatedly woke up to
political realities or suddenly acquired a questioning conscience in the 1980s. He was always
an instinctive outsider; looking back, he sees Conscientious objector as first major political
decision of his life” (Billington, 2009:243).

Surely, he was a great patriot, but as for faith, he soon revealed a stubborn
irreconcilability. As a child grown up in the Jewish family, he took part in Jewish prayers but
as he said, as soon as he turned 13 his religion came to an end forever. "After the age of
thirteen, that was it. I was finished with religion for good” (Billington, 2005: 9).

H. Pinter himself said in interviews that he remembered little of his childhood and that
it was almost impossible to remember any history. The bad memory of the Pinter and the
absence of childhood memories of him is more like the suppression of the past and the escape
from him. It is better to remember the past. It was also acknowledged: "I cannot remember so
much, but it is not really gone. It’s hard to carry the burden” (Gale, 1977: 39).

It is noteworthy that his political activeness was encouraged by his marriage to Lady
Antonia Fraser, a scholar of political history in 1980. Fraser’s former husband was MP of
English Parliament and her father was a famous Labor Party Peers.

In 1980s Pinter became actively preoccupied with world politics and his plays reflected
his increasingly vociferous character. He started to express his indignation regarding such
resonant issues as: violations of human rights, state torture, war, injustice, dictatorship,
tyranny etc. that were actual political states of affairs in his contemporary world. Pinter
criticized United States for abundant number of Human rights abuses and violations in
different parts of the world. He also expressed his discontentment towards UK foreign policy
by writing public condemnations. Indeed, Pinter had always been concerned with the

relationship between an individual and a state. “The relationship between the state and the



individual and how the self-perpetuating concerns of the former often obscure and override
the dignifying rights of the latter” (Batty, 2001:91).

Pinter’s first overtly political play was “One for the Road” written in 1984. This play
marks the departure from Pinter’s traditional plays and marks the beginning of his political
plays. “This play was generally considered to mark a new departure in Pinter's oeuvre - an
openly political play, almost a political pamphlet. Pinter dedicated this play to the depiction of
torture and human rights violations. In 1980 Pinter paid a visit to Turkey after a coup in 1980
with Arthur Miller. He witnessed numerous human rights’ abuses that horrified him. He
publicly condemned violations that occurred in Turkey. The play was written in an interesting
context. In 1984 Pinter met intelligent young women in Turkey who showed reckless and
indifferent attitude towards such issues as use of torture in their country. Pinter’s critic
Michael Billington says: “Instead of strangling them, Pinter came back immediately, sat down
and, it's true, out of rage started to write “One for the Road”.

The play is a one-act drama. The setting of the play is a room which represents a
torture chamber. Oppressor Nicolas who is in charge of a cruel state institution tortures and
abuses Viktor who is probably an intellectual dissident. Nicolas raped his wife and at the end
of the play killed their offspring. This play demonstrates the cruelty and brutality of the
system when people are unable to protect their loved ones. This play might be inferring the
Holocaust fatalities when millions of people were tortured, raped and killed and how families
were separated.

Another play which was also inspired by the visit to Turkey was “Mountain Language”.
The play illustrated how Kurdish people, minority in Turkey were oppressed. Authorities have
issued ban for use of their language, thus, they are exempted of their primary right: freedom of
choice. Moreover, this everlasting oppression has been going on this day as well.

The play which deals with tyranny and oppression is “Ashes to Ashes”. At first glimpse,
reader has an impression that there is a mere domestic conflict but shortly grasps the idea that
conflict is of larger scale. The simple relationship between Rebecca and Devlin, a wife and a
husband. The husband is attempting to verify past of his wife that is so obscure and ambiguous.
This relationship may be the metaphor of world violence and world politics where victims get

abused by those in power tyrannous.



Pinter never tried to directly depict or portray Holocaust cases. In general, it is

noteworthy that it has never been Pinter’s goal to describe violent scenes in any form. Even
though in his overtly political plays, Pinter covered such political themes as Holocaust,
Repression, rape, violence and other grave forms of crime he never directly described them.
Instead, he made it more efficient through other means. As, for example, in the above
mentioned play "One for the Road", the interrogatory chair, where the main character, Viktor
sits, is indirectly causing more horror in the reader/audience. Moreover, the dialogue between
the characters provoke reader more than it might have been possible through the description
of Violence. Despite the fact that Pinter’s plays were never abundant with words and his
characters eloquent, Pinter succeeds in impressing his readers more. As a rule, unlike other
plays, Harold Pinter’s political plays are short and laconic but not definitely less impressive or
effective.
] When Pinter started writing political plays, they were met by skepticism from the
society. First of all, public disapproved Pinter’s decision to diverge from his traditional plays.
They were doubtful about his political commitment and artistic autonomy. They considered it
is not a playwright’s obligation to write about politics. The public became uninterested in
Pinter’s play they thought wore political messages. However, what they didn’t realize was that
Pinter’s politics here did not imply making political statements praising any party politics but
what he intended was to portray those malicious intents of political systems aimed at
suppressing and demeaning humans. In this case, Pinter will question and cast doubt on the
truth of the accepted norm of society.

However, with the development of his plays, it is clear that Pinter’s main message that he
wants to deliver remains the same in every play, be it “comedy of menace” play or merely a
political play: There is a corrupted power in the society, sickness, that make people enjoy
torment and tortures of other people. Starting from his first play "The Room" till the play:
"Ashes to Ashes" — the gap which covers 42 years Pinter depicts the fight for power among

people.



Conclusions:

Harold Pinter contributed immensely to modern drama. Moreover, he connected post-
modern theatre with the modern one. His unique style and literary approach earned him an
honorable place in world literature. Even though, primarily he never intended to become a
life-long playwright, he succeeded in creating his worthwhile oeuvre. When Pinter wrote his
first plays “The Room” and “The Birthday Party”, critics were bewildered not knowing where
to locate Pinter and defined his works under various labels. He was initially affiliated with
“Theatre of Absurd” and “Angry Young men” movement of “Kitchen Sink” playwrights.
However, he managed to display strongly established distinguished features from existing
literary movements of his time. Finally, he developed his differentiating style which was
named “Pinteresque” due to its unlikeness to any mainstream of the time. His unique style full
of menace, and dialogues which were full of silences and pauses brought him fame and success

in the theatre worldwide.

. It is remarkable to observe how Harold Pinter wrote drama that mirrored a wide range
of issues from existential fear to defenselessness of frustrated individuals who endured social as
well as political suppressions. Pinter was often criticized for deliberate obfuscation of his plays
since in the beginning the audience failed to explain what Pinter intended to infer. Spectators
struggled to apply the “symbolic meaning” to Pinter’s new type of drama which was
completely neither comic nor tragic but both. As a result, Pinter’s plays became known as
“Comedy of menace” plays since his plays are neither tragic nor comic. He eliminated a line of
demarcation between tragic and comic under the name “Comedy of menace”. He achieved
success in presenting menace in a manner that it was funny and thrilling simultaneously. In
“Comedy of menace” plays Pinter employs absurdist technique where existentialist terror

accompanies characters permanently.

. The study illustrated that Pinter’s Jewish background as a child played a tremendous
role in shaping his “Comedy of Menace” plays since the environment in which he lived was
also full of terror, violence and threats. Frequent evacuations, childhood isolation and fascist
threat following World War II left vivid impressions in Pinter’s mind later resulting in

creating this menace in his plays.



. At an early stage, Pinter’s plays depict contemporary English society, members of
whom are constantly living under threat and terror. They live in a make-believe world of
security which is permanently broken. They are physically as well as psychologically attacked
by numerous experiences. Covert or overt violence that emerges persistently disturb their very
existence. The violence may be psychological as in the play “Room”, physical as in “The
Birthday Party” or even obscure hidden and vague as in “The Dumb Waiter”. In these plays,
there is always a feeling of uncertainty and expectation of worst and at the end of the play, it is
always sudden and unexpected shock of either death, devastation or violence that result in

horrific consequences. The character collapses, dies or faces horrendous future.

. Plays typically start with minimum number of characters whose peace is disrupted by
abrupt arrival of strangers. Characters undergo psychic instability and deterioration as they

diverge into fears, suspicions, revulsions and uncertainties.

. Pinter’s name is also affiliated with notions of “Silence” and “Pauses” in his plays.
Dialogues are crucial in Pinter’s unique style. Pinter’s characters are constantly engaged in
colloquial (“Pinteresque”) dialogues which are incoherent and disorderly typically full of
silences and pauses. These dialogues express alienation and distortion of their language that

fails to communicate most basic ideas.

. Pinter was a true skeptic about communication. He never believed in it. At least, he
was highly assured that successful communication was never achieved at the level of words or
utterances. Accordingly, Pinter does not belong to the category of dramatists whose oeuvre
could be properly conceived through texts or words. On the contrary, what is unsaid and
implied carries an immense importance in understanding Pinter’s plays. Words were a mere
instrument for him to connote ideas beyond them and, as a rule, his words are followed by
more silences and pauses. Speechlessness of Pinter’s characters in his plays maddened the

audience even more.

. Audience who was used to witnessing abundance of words with clear-cut messages in
the stage now became perplexed by Pinter’s new style when nothing was certain. Characters

did not have any past neither future. Their intentions were obscure and baffling. Audience was



left alone in decision-making process as to what may come next and what all was about.
Pinter’s plays are full questions and vagueness, which was Pinterish style; Pinter rejected any
resolutions in the play. Gradually, playgoers realized that they would never receive author’s
moral tag or any label what his plays were about therefore, they had to accept Pinter’s
theatrical terms. Pinter believed in his characters autonomy and never interfered in explaining
their motifs or inclinations whatsoever. In the end, the audience dissatisfaction grew into
contentment as they possessed now the responsibility of deciding. Pinter was fond of
understatements, his characters were reticent and their small talks indicated to hidden

implications that were beneath layers and required acute eyes.

. The research showed that even though Pinter did not wear the status of a political
playwright, he had always been a rebellious playwright with an irreconcilable politics inside.
His irreconcilability here implies his anger towards the establishment that exercises tyranny,
oppressions, control and dictatorship over individuals. Therefore, in his political plays Pinter
addressed such issues as: abuse of human rights, state oppression of the minority groups,
tortures, etc.; Pinter started writing political plays at later phase in his life. He didn’t gain a
reputation of a political playwright until the late 1980s. He managed to distinguish art and
politics from each other so that art strives to denounce politics. Pinter also denounced the
language politicians use to veil the truth. He claimed he despised how politicians try to keep
people in ignorance by a vast tapestry of lies through political language by using attempted to

show how politicians try to keep people in ignorance.
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