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*  There is no ‘progress in human creation but there is a logical
succession to the formulas, to methods of thought and expres- ’
;iona Thus, art takes the same strides ds humanity, is its ~
very e, goes. uhere it goes, noVes with it towards . :
light and truth ... L

. ‘ -- Zola, N ism in tlje tre .

Written by Emile Zola in the mid-nineteenth century, the above

.' ‘statement. stresses the idea that :inma.. like all art forms, cannot

remain statié; 1t must change with the tines. Deternined by the laws
of cultural change, "the theatre should respond to the transient nature

of man's condition in a cha.nging society.. Zola 8 purpqse. -to convince

‘his contemporaries that the romantic formula practised in the theatre.

‘at that time was outmoded, eﬁa’bled hin to Yssue in 8 new naturalistic

drama related to'the sclentific and cultural trends of the nineteenth .

ceitury. Just as romantic'drans had defied the old formula of class-

:lcal tragedy. 80, todo, did Zola attempt to expo falseness of
roma.ntic expression, replacing it with a drama more 1ta.1 to his

society and more express!,ve of .the gulture of hils tinel
- Naturalism alone corresponds to our soclal needs; it alone
‘has deep rootgy in the spirit of our times; and 1t alone can
_provide a living, durable formula for our art, because this
formula tlvill express the nature of our contempora.ry 1nte1- .o
ligence. S

r ° .

But Zola understood that "every period has 1ti !“orx'nula.”;\ that, drama
* \ . . ° \_
- ¢ s B§ t/ '

Yimile Zolay "Nathralisn.in the Thea.tre," trans. Albert Bermel,
e Theo the Modern , ed. Eric Bentley (Graat Britainl
Penguin Books Ltd., 1968), p. 359. . "
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or' clearly, that a cer:tain way of saying things is worn’ out,
and that a nev way of éaying them should be found, or that
the 0l¢ worn-out.language, the o1d form should disappear,

s ‘because it has become éncapable 10f containing thé new things
) which bave to be.said. ’ !

°
7 n ! . . .

. - ) . . . , LY
Mertin Esslin explains thiat the Theatre of  the Absurd discards ‘q%th the

" "old worn-out la'ngua.ge" and the "old-form," éreatihg a new and vital

_— . dmatic expression that corresponda to man's condition in hia pre—
- s * *

sent society. Since the early worka of Harold Pinter are often allied

0

to the‘ca‘!;ggory "Theatre of _the A'beurd," it ie necessary to consider

b B / the distinguishing characteristics of this theatre in contrast to pre<.-

Uy . S

vious dramatic movements.

i -9 -
P e rﬂ R ' .
| ' Thé fundamental belief of the Realists, that art should be a '

-

*

i A mimetic, objective representation of outer reality (in contrast to the

imaginative, subjective transfiguration practised by the Romantics)

was extended by the Naturalists to include both the adoption of the*

: ~ by Darwin's Origin of the Sgecies, 1860) the belief that man's fate was
' predetemined by heredity, environment and history. The scientific
nppmnch demanded absolute' objectivity on the writer's part, assigning

* %o him the role of ”tho—phoméraphic recorder of reality".7 -

" Believing it possible to explain all himan behavior, the Naturalists

% ‘

Tulane Drama Review, VII (Spring, 1963), pe 157.-

: 6Lilia.n R. Purat and Poter N. Skrine, The Critical Idiom:
e Naturalism, ed. -Jon D. Jump (London: Methuen & Co. Ltd., 1971), p. 8.

‘_ : »
/ TIbid., p. 70.
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. sEugene Ionesco, "Notes on My Theatre," trans, Leonard C, Pronko,

-

~

scientific method (the condern fdr precise analysis) and (as 1nf1uen09/
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“ As Pinter s.airsx ' : o ; o

"I do so hate the becauses of drama. o are we to say that this~
happens because.that happened,. that™%ne thing is the cbnsequence

3 _ ) , . ~ 1ife 1s so0 neat and tidy? The most” we know for sure is that the
_ ‘ things wKich have happened have happened in a certain order:
3 . any connections we think we see, or choose to make, are pure..

. to be.13

Because the human personality, as Pirandello demonstrates, is not a

. . . . LN .-
4 - I‘sﬁahle, ordanism but remains in constant flux, truth and.reality are

guesswork. ‘Life is much moré mysterious than play= make it out

- of another? How do we know?« Vhat reason have wé to suppose that

“

-~

equally impossible to fix.

Hence, the difficulty of verification in the

d ﬁorké/of Pinter, the meaningless, repetitive actions of Beckett's char-
, v # ' ’ . ‘
P __ acters, the endless illusions'in Genet and the impossibility of communi- ~
. ) . \ C T : )
cation in Ionesco.

Absuz:d drama is not a mtﬁ.ra.listic, photographié: recreation of

outer reality, nor is it a de'pictipn of a social external reality as was

. ".. Brechi;'s .Epic Theatre. Its aim is closer fo that of Expressionism and '
, Surrealism in the projection of an inner, sycholﬂgical reality. -- “the

E fantasies, dreams, hallucinations, secret longings and fears o?‘ man- -

Y kind.wt*

The dramas are neither a symbolic flight towards the creation
- of artificial beaut’y. nor are they ;(hat\ Biecht called, "Epic Theatre,"
pre\senting politica.l ideas to urge change. The d:r:amatist Js neither an
objectivs, scientific observer, nor is he concerﬁbd with an "angry”
emotional protest against social conditions. An Absurd drama in;tead
"éommun?.gates one poet's most intimate and personal intuition of the

human- gituation; his own sense of being, his udividua.l vision of thé

13P1nter, ih an interview with John Russell Taylor, “Accident,™
Sight and Soupd, XXXV, Yo, 4 (Autumn, 1966). p 184,

4

K
"

- luESslin, Reflections, p.-183. . ’ o .
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uorld"l5 and “presents the w.dieﬁce with a pictyra of a disintegratinc

world that has 1ost its unifying principle, its meaning and its pu;rpose
n16 - “n

&

[

e = a.n absurd world.

As the Theatre.of the Absurd 15 not concemed with conveyins
» information or presenting the problems or destinies of char—
acters that.exist outside the author's inner world, as it does
not expound a thesis or debate ideological propositiona. it is
not concexned with the representations of events, the narra-
tXIon of the fate or the adventures of chamters, but instead

" with thd presentation of one individual's basic situation: It ’

T is a theatre.of situation as against a theatre of events in

sequence, and therefore 1t uses a language based on patters
of concrete images rather thath ‘argument .and discursive -speech.
And since it is trying to present a sense of being, it can .
neither mvestigate nor solve problems of conduct or morals.l?

The main stress of an Absurd drama is on communicat,t{ a "poetic

A Y

image™ or a pattem of poetic images" in which the image "is not juét
an 11lustratlion but the centre of the dramatic expression.”° In
' additioﬁ. this centra:i image determlnes the play's forn’i. Thué, -the

-formal pattern, or structural elements of each play must arise from and

.express' the ‘oasic conception of that play

F

The 1ntention of‘ this thesis is to focus on Pinter's later

works, .Landscape (first presented as a radig Play, 1958 and produced- op'

“ the stagé, 1969), Silence (1969), 04 Times (1971) and No Man's Lafid
- N o " / Q' v
7 . ' ’ oo
1 ) ' ¢ ) ) o
5E.sslin- Theatge, p. 353. , .
1 K

Ibid.' po 361."
o T, pio353.
mEsslin.’ efl‘egﬂ ong, p. 182, « o i /f\

1p14., p. 185. ' ..

¥




a theatricdl production, 1962), The Lover (1963) ‘and The Homecoming —

(1965) comprisé’ihe third sta.ge of Pinter'

. - movement and cha.nge. The final stage,” thu fa.r. yxcludes Landscape,
. ‘Silegce, 014 Times and o Man's Land which are ba.bica.lly memory plays"

'presentj.ng the ai’termath of these cha.nge%. where memohr impinges on the "
present, esulting in 1solatioq. Ancompatibility and 1mmob111ty; where.

‘ psychological a.'nd emotiona:‘l needs can ngver be met.” )
? A , : L}
R ‘From ngdscape onwaxd, Pinter has become mcreasingly eoncemed '

“~

with the qﬁés’ciion of time and its effects on states of mind. As N . ¢, "
&‘ D \\J -
Bergson sa.ys. ”Whez:ever anything dives, therq‘\is, open somewhere, e
register 4n uhich tine 15 being tnscribed. "2 It 1s precisely this
register" -t;bat Pinter uncovers in Lgdscape,‘?ilence, 014 Times and No

ﬂm_'_g_}gg_, expos!’.ng time's inscription on memory. The img;gg?é'te ’

present. explosive in The Room, The Birthday P ér_;x and be Dump Hg,iter

is how replaoed by a stirile and stagnant ‘present #here.a character' s o

preoccupation with past shadows creates, for him, a death-in-life.

existence in the present. Pinter sta.rkly drama.tizes the loneliness’ of '
| human experilence and the emptiness of existence, ,&!}ereby tharacters

presehted in ngagm and its successors are now merely "auiible <

emblems o?’ lost, fa_iled huhanity."zl. ) : w

: L —‘\In/tfe‘ibur later wo::ksJ P‘inter presents the image of “the

‘zoﬂenri Bergson, Creative Bvoluiion, trans. Arthur Mitéhell |
(New Yorkx Bandom House, 19144) p. 20, e

Q2J’Benezclﬂ.c‘t. Night:\.ngele. "To the Mouth of the Ca,ve." New Sgtes-
(July 11, 1969), p. 57. .
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who explain themselves to the audience. In fact, what ttpy

, . are doing most of the time is confokming to the a.nthor s own |
- i 3deology. They don't create themselves as they.go a.long. :
-t Xhey are being f on the stage for one purpose, t0 speak
for the author who has a point of view to put over.26

Fron the beginning, Pinter has felt justiﬂed in refusing to pro-
d vide mfomtion conceming his characters' bwkgrounds and motives,
since the real reasons behind .the actions of complex people remain

1 : . invariably obscure. Instead, Pinter belleves that

B . A character’ on the stagc .who can present no convin ing arg\ment

o1 . - or information as 1o his present behavior or his aspirations,
nor give a comprehensive analysis of his motives is as
legitimate and as worhhy of attention as one who, almingly, \
can do all these things. 27 N 4

- It should not matter, then. that we can never verify Riley s connection

to Rose in The Room, who the unseen power 1s in __hg__Dm‘t_:_!m:. what
Stanley did and who Goldberg and McCann a.re in. _hg_B_;gh_d_u__am

S~
N \

“whether Stella did or did not sleep with Bill in The Gollection.

- Pinter fesls to be more important is the imiediate jeality of the
moment and the characters' reactions to the pressure of the situation.\

'The later plays are no exception. Although'at times we are per- N .

mitted to enter the migds of the ;hmcters'. we are no closer to § ’ 1
defining’ fhe{r behavior than we were in the earlier plays. For once o |
inside the mind, f’intér encounters new dimensions of time which in - !
Landscape, Silence and 91&_’1‘_1._1:;93. defy any normal develc;pment” of, 0 > - {\
chronological events. From Landscape onua:?d. the immedlate pr_esen,t of .

. the earlier plays is replaced by the c,hara.ctei‘s' precccupation with the

. o

‘ . 26p1ntes, as quoted by Maztdn Esslin, P
‘ Plays (New Yorks W. W, Norton & Co. Inc., 1970; rpt. 197 , Pe

‘271b1d" p. l"Oo

. —
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The following excerpt from The Birthday Party makes yse of-the stac- k
'cato'line. terse and denotative, at a.~fa.st'c11ppedb pace f&%‘f:ﬁgﬂ

verbTT‘ibﬁuﬁx', v : I -

LHBE!RG: Where 1s your lechery leading you?
McCANN: You'll pay for this.,

GOLDBI!M: You stuff ydurself with dry toast. '
dic + You contaminate womankind.:

" GOLDBERG: Why don't you pw the nent'?

McCANN: “Mother defiler: M

GOLDBERG: Why do you pick your nose?
McCANN: I demand justice:

GOLDBERG: What's your trade?

* McCANN: What about Ireland? .

GOLIBERG: -

St

~

- 14 <

A

What's your trade?

Stanley’s eventual loss of speech indicates~his loss of and dominance
by i:!.nguistic control:

N4 ) . .
- GOLDBERG: What's your opinion of such a proposal? El, Stanley?
Stanley concentrates, his mouth opene, he attempts tp speak, ' .
, Talls and emlts sounds from hls throat.
’ STANLEY‘ Uh-gug e Uh’ cer eeehhh—gag ves
(on the breath Caahh ... cashh ... (p. 84)

' __..Again, the image of a venf.ri; uist's dummy" in The Dwarfs ' crysta.l— b

izes Len 8 fear of the controlliqg power of other people'® 1anguage n36

Quigley, in MELM.LE- discusses what he terms "the
intemlational function" of language!

This battle, An the Pinter world, is groynded in'the power

available in language to promote ... the relationship that

is desired. .... The kinds of topics discussed and the kinds -
« of exblicitness with which they are discussed are derived

not ‘from the need to estahlish some kind of objective txuth

< ! s

»
3

%Hu};}huer. The Bgrthgg,x Party (London: Methuen & <Co. I-td..
1959¢ rpt. 1971), p. ¥1. All further references to this work-yill
appear in this editlon. -

%%igley, p. 56! “
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X A ‘ : , C
In a Plnte:—playl, with any two p&ple who relate ta each oth?;é*r there
must be a domina.nt a.nd dominated personality a.nd in'a.ll refaf).onships.
the l.inee are ‘constantly: shifting. Thus, Goldberg and Hcca.nn. although.
they dominate Stanley in W are throughout, redeﬁning’
their rela.tionship to each other. In The Dumb Hgte:. the quarrel over.
the grammatica.l»«propriety of "ight the gas" er "ight the kettle"
- becomes, essentially, a struggle for linguistic dominance.

T

, Besides using langua.cre as an element in socla.l combat, Pinter

promotes the 1dea, of lahguage as an effective defense mechanism. Faced

with his/ own incompleteness, a Pinter character ig-reluctant to on’en L
' ) . 'Ai . Y

" his mind to others for fear of exposing his own wea.knes‘ses.’ To "keep

{
away frem the danger of knowinhg and of being known" wil is to remain

. 1nvulnerable and protected; closed to a.ny opportunity to Jeopardige

one's position, security and one' s 11fe. To a.void dieclosing any

informat{on that might be "irrevocable, and can never be taken ba(s;k,“u'2

’Pin'i‘er characters often use language not for communicatlon, but rather
43 ' nlily

as a."smoke screen";

refore, Ben and Gus in The Dumb Waiter, like Vladimir and Es

, !
a.,"conetant stratagem to cover nakedness.

For Godot, use language as a dlversion. As long as'they

their woxds. ' -

2'11’,1nter, as quoted by Bensky, p. 27. / . , ‘,” "
o l&Z u‘./ |; Y / . . *
_ Pinter, ' "Writinz," p. 82. /’ M P
. ’ % ~
, “rvid., p. 82. : : ¢ m
. . = . J
~ *
qubide. P. 82- . - v
{
s e
B .
| TR LA R R R R S s 4 50

e



T ST
I -

- o \‘ -17-* .-
$ ! ' SN

TTORTTNTRER TR R TR
z

- ‘ 3 In the "iinguilstic baf;jtle." silences are an active source of
i . L. * F: "
articulation: ; . .
‘ I think that we communtcate only too well, in our silence, in
. what is unsaid and that what takes place is a continual
. evasion, degperate rel.r-guard attempis to keep ourselves to
' ourselves.4

ook g

' ' Silences also sf ih’effectivg amunitior'n

° Quite often J.. & gquarrel is a f\mdamental clash of animal,
- feeling of personal or tribal interests and we quarrel with
words instead of with our fists. It is a good thing that
~» most civilized men accept the ordeal by words and both
\ . . parties in most 81‘ our duels name either silence or words
‘ as the vea.pons. .o - . '

The dilence of Bert in The Hoom is a form of response inaicating his

.o unwilllﬁg:iess to enter into trivial oonversation with Rose, su@ge‘ating

| - ’ (while trying to conceo.l) the emptineaa at the core of their mam'iage

\However, Stella. s final silence in

The Collection, like 'l;hat of the
| 7/ .

-~ silent matchseller in A Sligh} Ache, characterizes the ability of a non- ‘
; literal response '"to keep ourselves to ourselves." At the same time, ) ;-}

. Stella's silence demongtratee its power as a weapon to cast th; victim,
James, int::o the 'deptpa of %he\ threatening unknown. ' @ ';

| Thus, Pinter's then;a.tic development in the later plays eonceam~ ) !

ing man's resignation to a "no man'a land" existence, seems a logical
extension from the earlier image of life as a perpetual battle, whe.:ce
"ap'eech. is warfare, foug’ht on behalf of :ahoughts, feelings and | ]

14

43pinter, - "Writing," p. 82, © {
\

; 46J + BRs Firth, "The 'I‘og_g\_zes of Men" and "Speech“ (Londonz 1966),
P. 95. As quoted by Quigley, p. 277. \
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CHAPTER I . . |
kg : j—;}‘n » > .
‘AWI“SHADOU PEAY: LANDSCAFE AND SILENCE ‘.
g T : '

¥ho knows® what txrue loneliness 1s i~ ‘~hot the conventional ’ ~

word but the naked terror? To the lonely themselves it
wears a mask. The most miserable outcast hugs. sone memory

or some 1llusion,.
-- Joseph Conrad, _nsln_zanm_Ens
Hhile the. earlier Pinter concentrated on characters at "the point

/

o& confrontatlion w:lth drastic: cha.nge and ended his prlays “at the point
Ao

_of 1mpa.eae,“l Lanmm a.n!s} __ugng_q indicate Pinter 8 conc&m i"evr a t}ew
form that would dramatize wha,t happens after the 1;revoca.b1e 1is spokenf‘3

I started something last year in Boston, tut tf‘at Was no
bloody good, I'd done it before. Now I've stdtted a
couple of pages of somethj.ng quite different. A new form
and I'm diving. It's simply, as it stands, about a woman
around £ifty, And she's talking. That's all I bloody,

" well know. I don't know where she is. Certainly it's
not a room. So the characters can't open a door and come x
in, ut I think they'rve there.] »

In its completidn, the ensuing dramatic situation of Landscape invari-
ably ococurs in a room, but the room is ineffective to the -outcome of
the drama presented. Unlike the ea.rlier plays, the room neither serves
as a refuge from the hostile extemal world. nor 1s it a battleground

A

2Ibid., p. 229.

31’1nter, -in an mterview with K. Ha.lton, '"Punny and Moving and_
Frightening': Pinter," __Qggg CL (Oct, 1. 1967), p. 245, As quoted
by Quigley, p. 229. -

-19- ‘ ’
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succenafully proves thatf dramatic dialogue is simultansously’an effect-

ive vehicle\ or ideas a.nd a form of actiom,

.’ Rely
flict of unbélanced tensions betueen the pa.et (Beth) and the present
(Duge).
light,": the gnxtapoaed monologues =emphasim the antithetical tenpera

solely on the mterplaar of wonds, Pinter exposos a con-
m.ﬂun a st:mctiuv ‘based on the principles of shadow and

ments snd atf.itudes of husband and wife, sﬁggesting that their persomal
needs can ne'Ver be Inet, and each one is left a.lone in his landaca.po of |
.ptillneu. f ) .

Exglo;lr:ing the no man' s land of the mind, Pinter diacovers new . o .
dimensions o*.f time in the landzcape of nemory indicating, the presence’
of ‘the past in the pnunt and the a.bility of that put to shape the

|

pnsent. Beth '8 speech. conceming "the 'buic prlnciples of shadow and

light" bec es & significant tm:::ﬁtic and .structural element of the

-plays : ‘o

«. -Objects intercepting the 1ight st shadows. Shadow is .
the deprivation of light. The shape of the shadow is deter-

mined By that of the object. 'But not always. Not glway .
. ((mmctly. Sometimes it is only indirectly affected it .¢, N
F- ‘ ' ’
If objecta’ intergepting the 1ight cast sha.dous," then, ‘eﬁ‘ect, the

. events raca.lled from the pa.st intemept p,nd cast aludows over the .

couple 8 c?mnt rela.tionship. Time. in this case, nwt not be a
static, ch{ronological. objective phe}xomenon. It can dbe accentuatedh
halted or j:vnmd 18 our inner minds when, neasumd subjectively. With

nenory, bat is, the survival of put mges. theae mges must con-

© stantly, ningle with our pe:meption of _the pzwgsent, and’ ma.y even take

/| : v :
ot . / v ,,o‘ '




’ be, 1t nevertheless casts its illusory shadow and determines the

tary memory"; a process of selecting comforting memories to protect her

communicate often emerged from dia.ibgue between people who talked at

" p. 10.

»
- 28 -
The landscape of memory, then, “is fraught with infinite popsibiliﬁu .
which can become subjective truths, truths more true than those of
objective ::;ea.lity."ls But however aniguous and vague the" past may
character of the present. h b ,
. = »
The present is in iiself a no man's land. For Duff, it is the
falled attempt at commnication and the final resignaticn to his own -

personal landscape, while for Beth, it is an area to escape-from in

order to go on living. She remembers witﬁ what Proust terms, “volun~

from a knowledge of things as they are -- as Beckett explains, "a
screen to spare its victinms the spectacle of reality.”*® That Beth's
past can never be verified is of littie signifjgance to the undar-(
af',a.nding of the play. )ﬂ;at is important here, 1s the acceptance of the
past as real only as it is remembered in the present, and that the past

is not énly an escape from present conﬂicts,]'? 1t is as vell a

rd

!

éesponse to that present. )
" Unlike Pinter's earlier works, ii which the unwillingness to . ‘ o |

o . i

length without any actual communication, Landgcape moves from dialogue . |

\

lsrhoma.s P, Adler, "Pinter's Night: A Stroll Down Memory lLane,™ _ )
Modern Drama, Vol. XVII, No. 4 (Dec. 1974), p. 4b2. RS

16Samuel Beckett; Proust (New York: Grove Press, Inc., 1931), ’ g

17Alan Hughes, "'They Can"t Take That Away From Me'; Myth and - . 7
Memory in Pinter's Old Times," Modern Drwma, Vol. XVII, No, &4 :
(Dec. 197“'). po %8. N !
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to separate monologues-conducted at different levels of exi)reuion.la
' Quigley's comments on the nature of the couple's verbal relationship

sugagest' '!:ha.t~ the two characters are not indgpendent of one another; -

that there is an element of mtgractiox.n v’

If due atbention is given to’the sequence in which the state-
. ments occuy, it becomes possible to percelive not only con-
b trasts but development in terms of an obligue cause and effect
, that substantiates their attention to, and interaction with
each other.19 ' ' ‘

‘The "oblique cause and‘e‘rf/e_c.t" \to which Quigley refers, pertains to
' those speeches that intersect at various points, so that what ond.

speaker says affacts the development of the next sl;'eaker'_a'wonis. For

gramples Duff's statement, "There wasn't a soul in the pa.rk'; initiates

Beth's statement, "There wasn't a soul on the beach” (pe 13). Beth's

talk of the sea 1s, at one point, followed by Duff's talk of fish
N (p. 14). Duff's visit to the pub precedes Beth's visit to the hotel
bar (p. 15) and Beth's reques‘t; for a child is followed by Duff's men-
tion of the "'ymmgmps" in the park (p. 17). While it 1s true that
varipus speeches intersect, 'linki&.ng cauge to effect, it is preferable \
to see them in terms of Pinter's structural design incorporating the
"principles of shadow and light” - that 1s, what one spéa.ker says
intercepts the previous speech and casts a shadow over what will

follow. Thus, the connectlons in the monologues are more accurately

"the streams-of-consciousness brush/ing/ as gently as shadows A\

laEsslino Pinter, p. 169.

Vaugley, p. 235,
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' longer speeches), we now have pininal verbal anoctions seized
upon as starting points for, or elaborations of, a puraly per-
sonal vision of 1ife.22

" Language in landgcape is still ';the manifestation of a barrier” between
§ Beth and 3Duff. While the above passage may vell expla.in Beth's.situa- '
tion, 1t canpot apply to Duff who, through all linguistic meang' open to

_ hin, va.inl)t attempts to make contact with his wife and thus create the -
1 : desired relstimship. Cantrary to both Quigley's remarks and to Arlene
Sykes'.claim that "the two speakers do not have sufficient commmica-
tion to 'battle',"23 the dramatic counterpoint does mm 'consist of a
"battle" for dominance over a particular chosen landscape. It is
;rtf/tstically demonstrated as a verbal dud in the structure of inter-
weaving a;\d contrasting monoiogues. : . ' ) “

While Beth is lost in the reverie of her past, her rejected hus-
2k
»

e

band attempts to £ind, what Pinter Jerms, ,a shamd common ground.

But their only .common ‘ground, as Pinter suggests, 15 “more like a quick-

sand";2° the no man's land or still point‘ between thelr various dual-

.ities. The play 1s built a.roundoan explicit set of contmts which .
remain in conflict throushoutx pa,st/present. mmory/actuality,
substance/ ehadow, male/female, antive/pa.ssive. coa.rseneas/gentleness.

. The tension of the play is created by the central conflict between

Beth's vision of a peaceful and sensuous fast and Duff's rough and

\
I , \

‘ ' zzﬁnisley. Pe 2370 T
’ 23Ar1ene Sykes, Hayold Pinter (St. Luciat Universlty of
' ' Queensland Press, 1970), p. 102. . ’
/
Zipanter, "wrs.tmg, p. 8L, /\ 3

1

25I'bid. s P 810
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violent sense of the preaent. Vhile Beth is withdrawn and reconstructs
her memorloa of gentle love—ma.kine on the beach, hers is-a hndaca.pa of
lyrical images?
"I'11 stand on the beach. On the beach. Well ... it was very
.fresh. But if was hot, in the dunes. But it was so fresh,
on the shore. I loved it very much. (p. 9) '
< . g
Suddenly I stood. I walked to the shore and into ‘the water.
.1 didn't swim., I don't swim. I let the water billow.me. I
rested in the water. The waves were light, delicate. They
touched the back of my neck.. (p. 16)
In contrast, Duff's landscape is cruder and more forceful:’
{ ' Mind you, there was a lot of shit all over the place, all along
\ the paths, by the pond., Dog y duckehit ... all kinds of - .
: shit ... all over the paths. e rain didn't clean it up. It
made it even more treacherous. (p. 12)
Beth's world is one of beant.iful sights, sra.ceful movements, gentle con-
tact and mtimte conversatiom Duff sees more of the mundane and ugly o
things, in & more violent, more noisy world of blunt speaking and blunt
a}_ction.26 Beth's low-toned and broken phrases flow melodioualy; ‘Duff's
nonosyllables and hard consonants create a staccato rhythm.2! Beth is
concerned with an intimate love relationship; Duff reveals his infidel-
.ity. Beth's love-making was sensuous and géntlea "He touched the back
of my neck. His fingers, lightly, touching, lightly, touching, the
back, of my rieck” (p. 13); Duff's sexual activity is animal-like and
violents '

i &

veeo I would have had you in front of the dog, like a man; An N
\the hall, on the stone, banging the gong, mind you don't get -
scissors up your arse, or the thimble ... you'll plead with i 4

® N [

26¢hxisley. P. 241

27 Andrew Kennedy, _KMMTMW
(Londons -Cambridge University Press, 1975), p. 180,
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The repetition of “I ‘meant to 'tell yo{x" suggests not only that Duff ie

\

1gnorins Beth's world, but he 1is s trying dsspera.tely to conmunicate

//
with her. Failing 4o -make contact, Duff continues to reject her world
while mﬂﬁ her to join him in his:

You should have a walk with me one day dowmn to the pond
tring eome bread. There's nothing to stop you. (p. 12)

One day when the weather's good you could go out into the
— garden and sit down. You'd like that. The open air.
I'm often out there. The dog liked it. (p. 16)°

St111 refusing. to acknowledgh Beth's rejection of him, Duff again

- - ’ ‘
4 -ati€fipts to establish contact: .

/

Do you like me to talk to you?

‘Pause

'

" Do you like me to tell you about a.ll the things
I've been doing?

Pause

About all the things-I've been thinking?

. Pause
Mamnn?
Pause
I think you do. (p. 21)
Having tried in vain to ignore Beth's world and having been
unsuccessful at communication, the pressure of yiolence and anger

increases in the description of the pub argument-.- “the beer is plss ..."

- (p. 15)--reaching "its crescendo in a rage of violence and semdlity"zg

o

ngmcis Gillen, "'All These Bits and Pleces': . Fragmentation
and Choice in Pinter's Plays,” Modemn Drama, Vol, XVII,/ﬂo. »
(DOO. 197“’). P %2. .

”»







Duff detegts and is jealous of Mr. Sykes, alggow'h I do not
believe that Mr. Sykes and Beth were lovers. , .

If we believe Pinter's statement, then what we are witnessing is/the
nutation of perscnality by the flow of time ‘(an idea which Pinter -
further develops in _g_m_g__l_omg) Duff of the past is the antithesis
of what he has becomez they are two extrems of the human personality.
For Beth, he ia nerely a sha.dow of his past self. But 4t is also pos-
sible that the Duff of the past is only a fabricgtio of Beth's
'imagination, in which case, ambiguity is all that we are left with.
_&gng_g presents ‘another poetic lmage of human beings tmpped :Ln

the "soumlaca.pe"32

of memory, but whereas Llapdscape provided a definite
location -- "the kitchen in a count:q house" -- Silence relinquishes

any distinguishable stage properties: » “"Three area.s. A chair in each
_area” (p. 32). Again, Pinter impreaaes upon us the vigual image of the
inevitable separation of men a.nd ‘the pitiful loneliness of human ,
experiene& _ Once more Pinter creates characters rooted in "the ca.lamity
of yesterday."33 each echoing their deep inner lossas and desires.

. Reca.lling Beckett's later works, pa.rticu]arly Plav, the past in
Sllence is presented fron} three different perspectives, and, as in Play,
" the speech pattems are fragmented and repétitive as a result of the
mividual-'s inability to remember anything but parts of his experi-
encet "But I'm never sure that what I remember 1s of to-day or of

\

i

/
l

_ pinter, as quoted by Esslin, Pigter, p. 175.
. P4ennedy, p. 190.

33Beokett, pe. 3. o .
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: r yesterday or of a long time ago” (p. ~14»6). "ﬁad.stence, it seems, con- T,
: sists of 1ifile more than the accumilation of private sensations, |
sharply per::h at the time but dimly r'emenbemd.‘;"%

. The repetition of certain memories, such as Bumsey's "I walk with
ny girl® (pp. 33, 46, 54) and Bates' "Caught a bus to the town. Crowds..
) Lights ..." (pp. 3%,.46, 54), suggest that time, for Ellen, Rumsey and
Bates, has become cyclical and seenmingly immobile. Since the shadows
cast by their past are all ths,t remain, Ellen, Rumsey and Bates are
forever restricted to the shaphg and mshaping of their limited ~
memories. i‘hen the mermory tapes are exhausted they begln again.
As the trio recite fragments of past experiences, the shape of

the play unfolds in a chainlike fashion, enly to reveal that the three

characters are, more appropriately, disconnected.links of a chain,
Whexeas éates needs Ellen, Ellen desires R\imsey. while the iatter
remains content in his delusion of self-sufficiency. Ellen's vacilla-

>

tion between the two opposing personalities conveys her inability to
‘choose between thems
- , E -
There are two. I turn to them and speaks I look them in their
eyes, 1 kiss them there and say, I look away to smile, and
touch them as I turn. (p. 35)
It becomes evident that both men embo:ly qualities which have attracted
Ellen and hér inability to mske a cholce leaves her motionless 'be.tween

' them.35

[

As in landscape, tlie three characters of Silence suffer from

Mo

y‘Niéhtinsal-e. p- '57.

35Ganz. P. 168.

i s
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bitches, and thelr music and their love” (p. 36), Bates is walled in by S
‘} )

a series of frustrations and conflicts that comprise his life.
S _Acknowledging the need Yor solaqe as a solution to the struggle of his

3
-

w i
1

" existence, Bates longs to "}get out of the walls, into a wind" (p. 39)
which, for hia, .represents.freedon. He envies the unresdrained move-
" nents of the birds ;md their ability to rest after a long journey
(p. 36). As for himself, . >.
I+'s a question of sleep. I need sone:th:\.ng of it, or how can

I remain alive, .without any true rest, having no solace, no
e constant solace, not even any damm inconstant solace. Zp. 36)

v

The memory of "that calh moment” (p.Jlbl) is all he has.

Bates feels that Ellen could provide the freedom and solace he
. desires, but Ellen will not oblige him: "I didn't. I didn't hear you,

she said. I didn't hear what you said" (p. ).,
T Ellen's alienation stems from her inability to establish her o
" posttion 4n and relationship to the world around her. .She shrinks from

co'z,x.'f.’ronting the light that would give her meaning and’ determine her

Adentity: "The horizom moves from the sun. I am crushed by the light" -

(p. 40). Instead, she prefers to be sécurely encapsulated by the dark-
- ness that negates the selft "Around me sits the night. Sucha

d -

siience" (p. 43). Accustomed as she i; to listening to others, Ellen
. . /
has nothing to assert. -There ds no centre to her ‘personality. She is
13 ,
lost, useless. Because she lacks any sense of self-definition, her

1

very existence must be confirmed by others:

I can hear mydelf. Cup my ear. My heart beats in my ear.
Such .a.silence. Is it me? Am I silent or speaking? How
can I kmow? Can I know such thinga? No-one ever told xe.
™~ I need to be told things. I.seem to be old. Am I old now?
" No-one will tell me. I must find a person to tell me these

- X things. (p. 43) ,

N -’
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Iike Ellen, he has lost the potential for contact and is thus unable to
- respond to her in the way she requires. He will cantinue deluding hinm- x

self that he needs no one, becafise “the essence of his reality is the
appearance he attaches to ,‘Lt."la
) Although Hollis suggests that there are "a few abortive move-

ments out of ieolation,“m

these encounters are, by and large, merely
recmationsl of pést experiences necessary for the reshaping of the
characters' memories. They concern the present only in so far as they
provide visual images of the shadows' cast by Ellen's, ﬁumqey's and
Bates' paat‘. ‘The only way in which the trio might escape from no man's
land, is if each concedes to the fallings of his existence: “You cross
the field out of darkness. You arrive" (p. 35). By effacing their
present’ weaknesses, they are all bound to "turn ... turn ... wheel Jand/
glide" in their insulated areas until the blur of shadows fuies into
‘darkness™> and the dimming ‘of memory dissolves into silence.

As I sta.ted in the Introduction, Pinter is not concerned with

’ veru‘ying or explaining the human condition. He merely presents 11'..

. me and Silence present the lmage of the eternal gulf 'betueen
conflicting passions in people, in which no balance can ever be
achieved. Human beings ave consequently trapped in the virtual
inaction and isolation of no man's land, s;newheiwa between past and
present, memory and actuaii_fz,t 1ife and death.

~

“lahot, p. bsb. | o

Myo111s, p. 125, .

. "Suigntingale, p. 57.- | e
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Déeley's and Anna's futile attempts to recreate the past are demon-
strated by a series of partially remembered "old times” which, rather
than resuscitating the past, emphasize instead, the "mitability of
1Pve;' time and memory .:..l& Beckett's statement that “we are other, no

'.‘5

longer what we were before the calamity of yeste expresses the

_ transience of human desires when man is changed by the action of time.

!

Like Krapp, of Mm, who listens t9 his tapes in oxder
that he may "be again.'6 Deeleyland Anna attempt to recapture them-
selves as they were in the glorified past. But they are to9 different
at this moment in time; thelr former identities are lost with the
past -- "We were young then of course" (p: 17) -~ and now exist in
their minde only, Gone forever is the blisaful world of childhood
that happens only once, as suggested by Deeley's memoxry of his f:irst’
and only tricycle. (p. 29). Gone, as well, is the London of the .
thirties and forties that harbours their lost youtht "We rarely get
to London” (p. 18), and gone are the songs and films, landmarks of the
paa‘t which can nelther be recreated exactly nor equalled in the
present: “They don't make them like that anymore" (p. 29).

The dim lighting in the kground suggests the dimning or
memory and in Old Times, fact and fantasy remain indistinguishable.
The present is merely the outcome of the past as we remember it’ and

1

-

4

uBaker and Ta'bachﬁick. . 140,

5Beekett,'p. 3, VY '

6Sa.umel Beckett, W (New Yorks Grove Press Inc.,

' 1957 pt. 1960), ps 26.

7Hnghes, . 470, : .
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Deeley demonstrates masculine power and directnessx "I had a thigh-
kissing view, no‘boc\y but you had the thighs which kigsed" (p. 51); \

" Kate 1s a classiq female figure" (p. ﬁ36). enigmatic and passive,
!
while bthers pursue her. Deeley dlgp‘&x.;a coarse hum§ur and blunt

*

vulgarity: “Hea.rfng your underwvear-ehe* \T too, at the time. Amiably
j

allowed me a gander. Trueblue generosﬁ:yu Ad.mirable in.a woman"

(p. 69); Kate, instead pr;n‘/ ers flen who mpoetic, “gentle" and

“sensitive" with "a lovely sense of humouz" (p. ﬁ. Deeley's -

memories of the past, whether true or fa.lse, are precise and detailegm;

Kate is vague about the past, present and future, preferring instead

"to live in a dreamy world of: blurred indeterminate perceptions™: n

That's one reason I like living in the ountry. Everything's
softor. The water, the light, the sh;{ the sounds. There
aren't such edges here. And living ¢ to the séa too.

" You can't say where it begins or ends hat appeals to me.
I don't care for harsh lines ...\p" 5/)

Just as Beth's withdrawn atate is a respinse to Duff's coarse
and bruta.l present, Kate's isolation may be a e retreat from
. Deeley's present. 0ld Times, like Landscape and [Silence, present °
characters who suffer fron being different and b 1t was with Dutt,
Beth, Ellen, Bates and Runaey, the varying needs|of Deeley.and Kate

of

cannot be satisfied within their relationship.
The second conflict, which comprises the| main action of 014
Timeg and gives the play its dramatic strengt{x charts the power-
- struggle between Deeley and Anna for the dominante of Kate. Anna, _

/

mAn&erson, p. 112,




~ Kate's best friend from the past, returns to reclaim Kate and subtly /
menaces the marriage by trying to renew or recreate their intimate
friendship, "a friendship into which Deeley intruded by narrying ;
Kate."® Unlike the earlier plays in which the characters try to aveid
confront;.@on with their personal nemesis (Rose attempts to avoid Riley
in The Roop and Stanley. tries to ward off Goldberg and MoCann in The .
Birthday Party), Deeley attempts to repel the.threatening intruder in
‘order to protect and solidify the bond between himself and Kate. Old {-
Times, like The Cayetaker, 1'I‘he:»0}3119(:1’4.% and The Homecoming demon-
stratés thea":{e\sfé‘rate lengths to which people will go to acquire or. . A

N

Y

Preserve their relationships.

& Deeley's speech concerning his first meeting with Kate at'the
£11m "0dd Man Out” (p. 29) introduces Deeley's and Anna's main object-
ive throughout the play 1 simply, to establish the other as."odd man
out.” At the same time, both try desperately 11.0 avold 'being ca,ughf; in
no man's land which would expose their vulnerability resulting in the
loss of ‘a.ll rights to Kate. Thus, the play proceeds in.a pattern Of,
attack and defence.’ Deeley and Aua arm themsslves with a variety
of wea.pon#. such as languag:e, singing, re-enactments of the past and
the most perilous of all weapons -- the power of ne_noi:yx

Yesterday 1s not a milestone that has been passed, but a day-

stone on the beaten track of the yearsi and irremediably part
of us, within us, heavy and dangerous. & v

3

. 1%Baker and Tebachnick, p. 137, - o . S
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ANKA ‘ {
No one who lived here would want to go far. I would not want
to go far, I would be afraid of going far, lest when I ‘
+ returned the house would be gone.

Lest?

ANNA ' :
et SR | : )
The word lest. Haven't heaxrd it for a long time. - e B
Pause (p. 19) - .

And again:
ANNA

3

trol, while the absence of a pause” "in the second example is Anna's

e Sometimes I'd look at her face, but she was unaware of my
gaze., \ )

DEELEY - ' . :

Gage? ‘, ; o
. ' A )
What? A{m i .
. DEELEY . ' :
’I'he word gage. Don't hear it very often. (p. 26) o

ley is trying to trip Anna up with her own words. The “pause" follow-
the ﬁrst ‘example above, mdicates that he is assuredly gaining con-

attempt to evade the( issue. As éimon 'l‘russlei' explains, Deeley is

implying that Anna is "affec’ced and snobbish" in her speech, while his -

16

own lang'uage is controlled and decisivet P -

My work took me to Sicily. My work concerns itself with life
all over, you see, in every part of the globe. Vith people
all over the globe. I use the.word globe because the-word
world possessea emotional political sociologicgl and

1]

U uasler, pe 171
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= with Kate, revealed in the lines, “The way &ou comb your hair ...,"

"Ohﬁn‘st you're lovely, with your émj:le 80 Warm ..." and "Yf;u are the

. he warns Anna that Kate s his property: "I've got a woman| cragy for
k3 . 1 N
ne. She's funny that way." e will not allow Anna tp take \his wife

,from himi “Oh no they can't take jhat away from me .|." Amna's

Deeley: ,
‘ " (Singing.) They asked me how I knew
- My true love was true,
. I of course replied,
-~ Someghing here inside -
. Cannot be denied. (p. 28)

But Deeley aseures Auna that the "lovely flame” (p. 28) has died; that

t

_ her past with Kate exists no longer. Anna will not admit'\defeat and
accepts, instead, a slight victory with her foreboding mp}y, “Smoke

\
|

gets in your eyes."™ She insinuates that Deeley refuses to|see what is

Loy
———  actually there; that the power of the past is greater than that of the
, p “
presefit. ~ ’

There are thres principle reminiscences in Old Times, éach one
declaring sole ownership of tlie past and of Kate. The canflict, then,

- Anna and Deeley must choose €lther to accept the other's .version at
‘face value or challenge 1t. The first o assert contyol is Deeley by

. means of his memory of the film "0dd Man Out," when his meeting with
- ’__ o
Kate seems to be overshadowesd with details of his ¥irst tricycle, the

Stephen Martineau claims, "the relish for.detall is not for its o
. ' )

insistence that she and Kate a mutual intimacy is threatening to,
. .

assumes a new dimension, simply because past events cannot verified.

two usherettes and his personal idolatxry of Ro Newton. Perhaps, as

QN




3 sake but functions as a protective mask to cover the more personal

urplica.tions of the meeti.ng." 18 For, Deeley s admission, "I was off
centre and have remained so" (p. 30), suggests that he has always been
‘ the "odd man out” and the image of thé two ushereites presents the

4 ) | Anna/Kate. relationship that he fears will ein];ude him once and for all.

- Nevertheless, the purpose of ‘this particular reminiscence is twofolds

. ‘ Firstly, 1t warr@.nts that he, too, was a part of the past tha.t la.id
claim to Kate and %econdly, 1t is an attempt to conv:\.nee Anna that she

1 \ _cannot separate Kate from hin, since "it was Rot:ert Newton who brought

us together and it is only Rpi,ert Newton who can tear us ;part" (p. 50).

-

Although Deeley makes a point of insisting that "there was'only

, one other perabn in the cinema, one other person in the whole of the
: : whole cinema, and there she is ..."'(p. 29) Anna chooses to challenge

- & Deeley's clain as she offers an alternate vérsion of the storys .

- «e» 1 remembexr one Sunday she said to me, looking up from the
paper, come quick, quick, come with me quickly, and we selged

~ our handbags and went, on & bus, to some totally obscure, some
totally ufifamiliar district and almost alone, saw a wonderful
filn called Odd Man Out. |

D

Silence (p. 38) ‘
- Thus, the event l;ecomes ka.lagidosco:pié as it shifts ;t‘rém Deeley:
to Anna and it remains impossiblle to distinguish if either account 1s ,
correct. The only existing certainty is the threat that Anna's version

» poses, indicated by the "silence." In oxder to é.void no man's land,
Deeley strategically withd.ra.ws by changing the su‘bject: "Xes, Ido
- quite a bit of tmvelling in my job* (p. 38).

w -

1835 shen Martinean, "Pinter's 024 Timeai The Menory Ga.ne. '
_m Vol. XVI (1973). p. 289. .




Throughout the battle, vthus far, Kate has rema,inod enigmatically
silenf and withdrawn, occaslonally surfacing "to make a feeble pro-
tpst":l9 "You talk of me as if I were dead” (p. 34). Yet, when she
finally becomes aomewhatﬂcqmmmicative, she devotes her attention to )
Anna, cutting Deeley out of the conversation coyplefgly:

KATE i
(To ANNA.) Do you have marble floors? .
ANNA i
. Yes.-
KA‘E

Doyouwalkinbarefeetonthem?

ARNA
Yes. But I wear sandals on the terrace, bocanse’it can be
rather severe on the soles.

7, ) ‘ KATE' ’
The sun, you mean?. The heat.

ANNA

Yes. !

f
I had a great crew in Sicily. A marvellous cameraman.
Irving Shultz., Bést in the business. We took a pretty
austere look at the women in black, The little old women -
in black. Iwrotethefﬂmanddimtedit. My name is
Orson VWelles. . ‘

’ - KATE
(To ANNA.,) Do you drink orange juice on your terrace in
_ the morning, and bullshots at sunset. and look down at
the sea?

. ‘ 4 ANNA -
* Sometimes, yes.

k4 DEELEY |
As a matter of fact I am at-the top of my profession, as a
natter of fact, and I have indeed been associated with sub-
stantial numbers of articulate and sensitive people, mainly
prostitutes of all kinds.

' 19'1‘11185103:. p. 176.
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KATE
~ (To ANNA.) And do you 1like the Sicilian people?

: DEELEY
I've been there. There's nothing more to see, there's
nothing more to investigate, nothing. There's nothi.ng
more in Sicily to investigate. .

.

] KATE
(To ANNA.) Do you like the Sicilian people?

ANNA stares at her.

"Silence (pp. 41-43) \

Ve b

Ignored by his conspirators, Desley uses the shock effect to turn the
conversation back to him. By refemng to himself ag “Orson Welles" and
by declaring his association with "articulate and sensitive people,
mainly prostitutes,” he urgently tries £o tall attention to himself.
?hat his strategy falls is indicated by the repetition in .his speech,
-"There's nothing more to see ,..," which clearly revealls the anger and
frustration seething beneath his words. Although he desperately tries
to be included, the fina.li"silence" p'ositively identifies him as odd man
out and serves as a prelude to the re-enactment scene that follows which
will reinforce his state of isolation.

Anna has one superlative manoesuver. She.possesses the power:to

»20 thus

“abatract Kate from the present and make her live in the past,
excluding Deeley entirely. Act I ends with the establishment of Deeley
as the true odd man out after he tries in valn to intercept the shadow
‘from the past in order to shift it back to the present.

In Act 11, the scene moves to the bedroom, "a visual.symbol of

Zoﬂughes, p. 472,

g







attraction to lure either Kate or Deeley in the present:

.( N
You must be about forty, I should think, by now.
’ e ' ' i

Pause ) ~

If ;I walked into the Wayfavers Tavern now, and saw

}b{ sitting in the corner, I wouldn't recognize you. (p. 57)
Although Deeley does not sesm to know Anna in the first act, he claims*
an intimate knowledge of her in the second act. Thus, Deeley's story
of the "Wayfarers Tavern" is either "an attempt to devalue Anna's
memories of the pa.st"zh. ‘or 1t could have actually occurred. This is one
of the ambiguities that Pinter chooses to leave open, suggesting the

!

possibility that both these explanations can be true.

Their conflict is further illustrated in the argument over who
should dry Kate after her bath (p. 54); in their singing, which is
accelerated, emphasizing the underlying tensicn between them (?. 58);
and in Kate's and Anna's re-enactments which once again deny Deeley's
participatiorn (pp. 59, 62).. Deeley begins “to £ind all this dis-
tasteful™ (p. 66) when he realizes that Auna has usurped the upperhand

K A
in the competition and his anger is revealed in the coarseness of .his
la'nst;ases
voo Waiting for ali that, a'kind of elegance we Jnow nothing
about, a slim-bellied Cote d'Azur thing we know absolutely
nothing about, a lobstef and lobster sauce ideology we know
fuck all about ... I have my eye on a number of pulses, -
pulses all round the globe, deprivatione and 1x§su1ts. why
should I waste valuable space listening to two -- (p. 67)
Anna, acknowledging Deeley's present vulnerpbility, now claims Kate as

-
her own:

. 2k
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can't remembexr whi;h ones they were” (p. 37) and most importantly; not
“sexually forthcoming” (p. 37). On the other hand, the Anna. side is
vigorous, crafty, had “hundreds of friends (p. 15) and m"contmt to
the quiet country house, she lives on a "volcanic island" (p. 22) sug-
gestive of her role as the active, sexual principle.
Kate's lack of "decis;;venes's“ is in keeping witfx her preference
to maintain a hawy, dream-like existence: ‘
.1 don't caxe for harsh lines ... The only nice thing about a
‘big city is that when it rains it blurs everything, and it
blurs the lights from the cars, doesn't it, and blurs your
eyes ... (p. 59)
This blurred effect extends into Deeley's courtship of his wife, as the
two sides of lSate become confused. Their identities are mingled tﬁxen
Anna and Kate went to the film "almost aleme” (p. 38), again, ét the
partys ' "Looking up your sk:l,rt in her underwear” (p. 65) and once more,
with Anna in the cafe: ’
' She thought she was you, sald little, so little. Maybe she
was you. Maybe it was you, having coffee with me, saying
little, so little. (p. 695_ ‘
"Compliant ... to the shifting winds," the two personalities
»often separate and interchange. When Anna will have “"nothing to do"
with Deeley, "she embodies Kate's refusal to cgrant him the passionate
arousal he desires from her."%’ Howeveér, that Anna wears Kate's under-
wear reveals that there is a strong sexual force in Kate and suggests
that Anna 1s its embodiment.”® Thus, Deeley chose Anna's bed over

Kate's since he “thought he was dii";t‘erent in it because he was a

s

z%anz, p. 173.

-







v the/ play is cleaxr. Refusing to become a slave to Anna's past and unwill-
to succumb to the passionate, sexual 1life that Anna embodiés. Kate
possesses 'the power to deny Anna's existence in the present.' Kate's
q\ remembrance of Anna "dead” (p. 71) implies that Anna, as Kate's best
friend, 1is now as meaningless as the past to which she bezlongs; while ;
Anna, as that part of Kate that Kate kills, lies dead, yet "eternally
latent within."32 In the same way, Kate's attempt to plaster Deeley's
face with dirt affirms that he, too, 1s dead for her.33 He cannot par-
ticipate A her present world, nor can-he penetrate the shell of her

existence, living as she does "in a psychic blur where nothing has
shape or form."y" .

The play concludes in silence. While Anna lies on the divan,
Kate and Deeley re-enact the weeping scene which underlines, once ;.gaﬁn.
Deeley's humiliation and isolation. As with Edward in A Slight Ache,
.Disson in Tea Party, Max in The Homecoming and Duff in Lapdscape,
Deeley ends in a state of numb despair, 35 helplessj "before a woman upon
‘whom he remains utterly cl.epemient."36 /

"Although the play ends in blazing light, it is not charting the

32Ganz, p. 176,

3Bead., p. 176. | B
- 4., p. 176, ; o

35\nderson, p. 107.

<

36Ba.kez: and Tabac}niick. e 138.
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path of characters who progress toward symbolic understanding or truth."?

On the contrary, it discloses a picture of the death-in-1ife in no ma.n"s
1and, “fixing it in our memories in the sa.ﬁe way the flashbuldb of a
camera makes p‘ossible the reality of the photogra.ph.”38 Kate, like
Ellen, remains detached and motimle:ss between her two alternatives.
Dee/]}.ey.‘ with his sterile present and Anna, with her energetic but
terminated past, are banished to no man's land, "u(\ere between desire

and death falls the shedow that could be called 1ife.">?
v : . .

I Ve '\
_ q \
- ) / J
i | /
j ’ \’ ' *
l 0
. skloot, p. 266, ' | _ ,
34\81b1d0| p. 2660 B ' . -
B Biack Kroll, “Past, PFresent and Pinter," Newsweek (June 14,
. -1971), p. 70, . N ,
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unalterable route lies a.head"‘_"; as an artlist, he fears the void-of no

man's la,pd and the freeging of creativity. / .

\ -

@‘ Land is an "echo chamber of the Pinter c\ o’ } & Tever- |
beration of situatlons, themes and techniques familiar t:n:\1er Pinter
playst The basic situation of No Man's Land echoes that of '_T_bg__(_lm-
taker in which Spoorier, like Davies, is met in a pub and imvited to the
house of a potential benefactor. In an attempt to establish a position
for himself in the household, Spooner, like Da.vies. becomes a menacing
intmder and his hopes for new-found security are defeated; the Toom as
shelter -- “Hhat a remai-kably pleasant room. I feel at peace here.

Safe from all danger" -- is at once "home and hell, womb and hattle-

"Yground,"” reminiscent of The Room, The Birthday Party and The Hogg— ‘

coming: Foster and Briégs, 8 palr of sinister and mysterious thugs, are
clearly derived from ?én and Gus of The Dumb Walter, Goldberg and

McCann ‘of The Birthdah Party snd Lemny and Josy of The Homecoming; the
unreliability of memory8 and the “duel of wits ... conducted in terms ~

-

oA —

-

h’l‘. E, Ka.lem. "Gamesmanship Galorex No Man's Land," Time (Nov.

22, 1976), p. .

1

o

' SBernani R. Dukore, ter Stops: Pinter's icon
(Columbia.: University of Missouri Press, 1976}, p.

6Ha.rold Pintexr, No Man's Tand (I-ondqm Eyre Methuen, 19?5),
P. 17, All further references to this play will appear in this
edition. - . N

N

- TJohn Weightman, "Another Play For Pinterites," Encounter (M,
1975), p. 2. /

BDukom; p. 62. ‘
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/ wad in the past, he begins to fear the present which seems powerless to

?
. \ establish him and remains terrified of a future which will change him f*
? . again.n This is the situation that Pinter develbps in No Man's ILand,

in which the only escape is the emancipation from time., Since the only ﬂ
:emancipation from time is death, the charactérs must consequently 5
" locate their still point, or no man's land, somewhere between life and
death. .-
In _Mg_ Pinter explores he sub;]ects that have come to -
be agspcia ed with the works of Proust and Pirandello: simply, the
agonizing flux of l1life, where the human person&ity is not single and
fi)gd but fnulﬁform and changing; man's fear of impermanence an his
L need for oxde? and fixity; and. the idea of permanence in art, which for_
the artist, 1s a reconciliation of life and forn. Pinter weaves these
' ideas into an intricate design which is essentlally a dualism of move- |
‘ ment and stasis, time and timelessness. For within a structure that

conveys a general impression of stasis,'? Pinter dramatizes the ideas

“of flux, change and impermanerice, and although Pinter's characters are R T

- . "victims and prisoners"nlof time, they nevertheless achievs timeless- .

ness in the work of art
S t From The Room rd, Pintez: has demonstrated his awareness that
reality is not absolute, but forever “changing and elusive, never

certain from ohe moment t¢ the next. As Pinter says:

, ‘ l}Poulet, p- 155.

123&0 Jones’ article.

Vpeckett, Bruat, p. 2.
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The play is loaded with verbal imagery and direct statements

suggestive of the condition of stasiazzo .

Spooner's "It assures me ...
that I am fixed, concrete” (p..17) indicates man's need for permanence

and fixity in a changing world. Spooner's "... I first appreciated how

quiet life can be" (p. 24) suggests the desire for quietude over an
existence in a fluctuaﬂng, ephemeral reality. Hirst's stoxy of the ot
church garlands (p. 29) is = memorisl to death as well as an abstention

from, or the denial of a basic activity in 1ife,?l

The two recitations .
of the characteristics of no man's land (pp. 34, 95) direct then-
' atic statements describing the ultimate stasis obtained at the end, -
Both Spooner's painting (p. 39) and Hiﬁat's photograph altun (p. 45)
-vender the active static. Hirst's "It's g.one. Did it exist? It'sa
J gone. It never existed. It remains. I am sitting here forever"
( ;‘a_«(p. 46) fuses past, present and future into an etermal state of\
. immob}l:lty. *Bolsover Stréet" or "Lifé At A Dead End" (p. 62) serves
." as a metaphor for th‘_e Hirst ’household. The 1mpossi'bii1ty of ever
changing the subject (p. 91), results in a total, final iamobility or

22 gor "nothing else will happen forever” (p. 94).

stasis,

Repetition contributes to the general impression of stasis in

" that it retards progress or development while keeping the situation
"ag it is"1 Foster's repeated questions on his first meeting with

Spooner serve not to advance either the relationship, or the situation

- T O .

" I - , \

<r

zoJonéﬂp P. 2990 !

'\‘- 2lrpia,, p. 299. 0 &

 Zrwa,, p. 2. .







- 70 -

4

is both the form and theme of No Man's ﬂ."ze
Bolsover Street, as Briggs explains,
was in the middle of an intricate one-way’ sjrstem. It vas a
one-way system easy enough to get into. The trouble
was that, once in, you couldn't get out. (p. 62
The Hirst household is engulfed in the same no man's land from which it
cannot emerge. It is an inescapable "one-way system" for both its

inhabitants and guests: Hirst s remark, "It's a long' tine since we ha.d

‘a free man in this house" (p. 21). suggests that Hirst, himself, is -

less thah free. Spooner is imprisoned in the da.rkness of the drawing
room at the end of Act I. In addition, Foster and Briggs accompany
their employer to no man's land in the end, “Life At A Dead End" is .
indeed the condition of the Hirst household. As Hirst says: "And so
I say to you, tender the dead, as you would ycgurself be tendered, now,
in what you would describe es your life" (p. 794,

Hawever. as Jones points out, the stasis of the Hirst domain,
like that of Bolsover Street, is a voluntary condition:

There is no suggestion, either shape of No Man's Lg,nd \
or in the more explicit statements thit it mskes, that any- ‘

« thing external to a man -- whether socjetal, cosmic, or meta-

©  physical -r is responsible for thrusting him into g state of
suspended animation ... Quite to the contrary, most 6f the’
Play's evidence points -squarely to the person himself for
creating -- or, if not creating, at least allow s own
condition of stasis. Not only Hirst's "I'l1 t9 that"
acceptance, but the very fact of his liying in an al¢oholic
-stupor, or such a hinor detall as his refusal to tgke his

morning walk (p. 81), show Hirst as chiefly responsible for ‘ S/

.. sinking himself into the apparently irreversible stasis
that obtains at the play's end.
The reason for this volitional entrapment or stagnation
‘may be the same as the reason for characters desiping the.

/,

28301108. p.o-. ‘ ?01! . !
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security of a room in other of Pinter's plays: fear. Here it

¥ As a fear of flux, of change, of encountering and perhaps being
rebuffed by the unknown. By compaxrison, a life of quietude,
even to the point of total immobility, is relatively safe and
hence, comfortable -~ ,thougggone may occasionally be disturbed
by memories of what he was.

?eca.tme existence is chaotic, 1rrational‘and fluid, man is not
the stable organism he may believe himgelf to be. "An individual,"
writes Beckett in his es.say on Proust, “is a succession of 1nd1v1dUals,"3°
since the self undergoes a perpetual metamorphosis. As one of
Pirandello’s characters 7éxpla.inss '

But what am I really? I'm sure I don't know. I assure you I
don't know -- even myself: All this way and that, fickle, .

changing, my feet off the ground! First I'm here and then I'm’

there, . I laugh., I go off into a corner to have a good cxy

all by myself. Oh, how terrible it 1s! Sometimes I just have

to hide my face to keep from seeing myself. I am so ashamed

at realizing how different, how incoherent, how unreliable I

an from time to time,3l : ,

In a protean reality, man is constantly undergoing ¢ e, 80

 tHat ldentity 1s difficult to establish and harder to maintidn. 1?“
. No Man's Land, Spéoner is at one point adrl\.‘pssed as "Charles Weatherby"’ ’

(p. 78), Foster is called “Jack” (p. 61) and Briggs is refefred to as

#Denson" (p. 68). The fact that these charicters .go by more than one
name suggests that there is nothing constant‘ ‘or ceXain about ft.heir
identity. However, the question of identity is not new 1n Piixtex‘-._ It
began with Rose's “Who are you?" in _’I‘_m_,f_l_gg_m and was continued in _'L‘hg
. Birthday Party, when Stanley's identity is orushed and a new one is
g born. A SLight Ache presents the idea of the loss of identity, whereby

-

29Joneq, p. 302,

Ppeckett, Prougt, p. 8. .

[4

r : ./ ) S -
3uigt Pirandello, "Bach in His Own Vay,” Naked Magks, p.-28L.







-73_

through the door on his hands and knees. At the start of the
socond act, he is a comic old buffer of a club-man, who claims
: ‘ to recognize Spocner as a former acquaintance, Charles

- Weatherby, whom he once cuckolded ... Towards the end, he
becomes a pseudo-poetic figure in a chalr intoning a sort of
chorus about time having to have a stop ... And at no point
does he correspond to his frequently stated character, which
is that of an eminent and successﬁ;ﬁ writer. e Uha.t a pity
it is not set in a firmer context.

" Welghtman seems to have missed the point, for the fact that the play

.- 1s "not set in a. firmer context” 1s precisely Pinter's success in con-

¥ N

veying meaning through form. Pinter i1s dramatiging the ldea that

neither reality nor identity ave fixed and permanent. Instead, they
fluctuate gratultously, as demonstrated by Hirst!s changing character.
The reason why Hirst does not "correspond to his frequently sta.t;d
character™ is primarily because he no longer is tﬁat character. He has
been changed by the action of time, so that Hirst, in the present, is.
nelther suchsful nor is he a writer. .
In Proust's view, man is condemed to a 1ife that is a constant
substitution of self for self so that the human being is never sure
.whether he wiil come tg life aga.ix} or in whom he will come-to 11fe.35

Thus, man is‘haunted by the anguish of death, not only the death that

awalts him at the end of total existence, but the fragmentary and suc-
cessive deaths that close the existence of esach "self.“36 In thig

respect, man is trapped in a no man's land between “this side" of a

5

death to come and "that side" of a death "already come," a death

'/ ) '

Y

Hyeightnan, p. 25.
35?0111.91:, p- .ly‘o

36Ibid0| Po 154. ' N ”
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sexual experience. Creatively, they are both in a no man's land.
£

Hirst, once an acclaimed writer is now “an alcoholic -literate of fad-
ing reputation” ’ and fading minds \

I have an essay to write. A critical essay. We'll have to

check the files, find out what it is I'm supposed to be

appraising. At the moment it's slipped my mind. (p. 83) .
Spooner is no longer one of the “golden," but is instead a falled poet
working as a "pintpot" and "plsspot” attendant in a local pub (p. 48).

Thus/ the play explores the no man's land of the aging mind, where life

' seems t0 be terminated while living cox;t'inues;/when the intensifica~-

tion of loss signals the death-in-life of old age. Spooner #nd Hirst
are now "of an age” (p. 47) when they can "speak with the weight of

/
experience behind /thep/" (p. 20), since words are all that are left

‘when the experience is gone. Aé\- Spooner says, “All we have left is the -

English language” (p. 18). For the two nmen, the present 1s merely a.

 “strange interlude” bétween a death “already come," beyond which lies

the ambjguous past of blurred shapes and “blank” faces (p. 79) and a
death t¢ come: the inevitable future in no man's land.

ﬁmrm. Elipt writes that "hunankind cannot bear very

much ity," and for man, the confrontatlon with a cl‘.axxgi.néJ reallty

is too alarming to bear. Humanity demands order and a semse of fixity.
As George Poulef\writes: B

The angiish of solitude is not only that of being detached
from things and beingsi it 1s being detached from fixity,

, from the permanence orie would like 'to have beings and .
things possess and give them in returm ...

~
.

.~ PMichael Coveney, "No Man's Land: 014 Vic,” Flays and Plavers
(July, 1975), p. 22.

Mpoulet, p. 153. : - . ;
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Man is unable to accept an exlstence uhich-constantly changes, for any-
thing formless fills-him with dread and uncertainty:.ul Thus,’ Spocner
takes refuge in the belief: that. he is "fixed, concrete” (p. 17). He
assures himself that "I am I" (p. 89) and expects others to 'respond to
h.’uix in accordance with his own self-definition: -

Yo

But please don't be alarmed. I shan't stay long. I never.
stay long, with others. They do not wish it. And that,
.for me, is a happy state of affairs. My only security,
you see, my true comfort and solace, rests in the confirm-
ation that I elicit' from people of all kinds a common and
constant level of indifference. It -assures me that I am
as I think myself to be, that I am fixed, concrete. To
show Interest in me or, good gracious, anything tending
towards a positive liking.of me, would cause in me a con-
dition of the acutest alarm. Fortunately the danger is
remote. (p. 17) o . .

When: Spooner thinks that he is beginning to interest Hirsi, he becomes
a.la.rmed at: the pmspect that he is other tha.n what he believes himself
/to be: ‘

>~ SPOONER
I have gone too far,” ym think?

HIRST
I'm expecting yqu to go vexy much fa,rther.

SPOOHER
Really? That doesn't mean I interest you, I hope?

" HIRST
Not in the least.

gl  SPOONER
* Thanft’gtodness for that. For a'moment my heart sank. (p. 20)

oow '
subject of change ln time, Spooner poses the idea of

a stable eternity: "In fact, you're kindness itself, probably always

-

!

’

u'lﬁmstein. p. 107.
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. recalls Edmund{'.’s. mcitatic;n of Beaudelaire's prose poem:

“Ibia., p. 255, .

? 3

: o - 78

The light ase Out :there s iB SIOOW sesw w daymht
at all. It's falling, rapidly. Distasteful., Let us
ciose the curtains. Put the lamps on.

[

BRIGGS éioses the’ curtains. lights lamps. N
T I

kAl‘x. What re}iei{ (p.. 86) .
»

¥hile Spoone choos;s to believe that his existence 1s fixed and
pema.nent J{irst clpoaes to 11ve in a constant a.lcohol:l.c haze between
eawa.reness and obl 1on. remembering a.nd forgetting Tomented 4 a
past frozgm and a future which holds the uncha:rted void, Hirst
> can tolexgte o the anes:thetizéd present. 43 Like Edmund, in O'Neill’s;!
MM@_M}Z, Hirst drinks: to be outside of time, which}

. “Ber always drunken. Nothing else matters: "that is the
question™ If you would,not feel the,horrible burden of Time
weighing on your should: Lra and cmslﬁng you to earth, be
drinkeh contimually. -

: with what? With wine, with pOetx:y or with vir-
tpe,; as you will.. But be dmninken.
& And if sometimes, on the stairs of a palace, or on the
en side of a ditch, or in the dreary solitude of your own ‘
om, you should awaken and the drunkenness be half or v
,? holly flipped away from.you, ask of the wind, or of.the
wave, or of the star, or of the bird, or of the clock, of
whatever flies, or sighs, or rocks, .or sings, or speaks,

RS
+

o '/  ask what hour it is; and the wind, wave, star, bird, clock,

"will answer you: ‘It is the hour to be drunken! Be
drunken, i£ you would not be martyred slaves of Time; be :

d:r:unken contin% ¥ith wine, with poetry. or with vir- -
tue. as you will*,

PR

L4
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. Ycabberd, 3. 255, |
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I Mmgeﬁe 0'Neill, Lo 's Jog_zg_ey Into Night éLondon: Yale
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CONCLUSION .
| ———— " o .
Without believing that art progresses, ve can still uy that

it is continually in motion, among all civilizations, and o
that this motion reflects different phases of the human mind. . '

. © == Zola, !e,tura.lism in the Theatre-
The evidence of the above statement can: be found.in the varioys:

drnnttic movements that have emerged since the middle of the nineteenth
century. Following Zola, Naturalist dramatists, like Ibsen, Chekhov and
Strindberg, by and lu'ge emphasized: the portrayal of observabie fact., -~
Symbollism‘re:)ected the "objective world” portrq,xed by_ t}ze Naturalists.
and Realists believing that truth could not t;e' logice.llJy understood and
therefore, could:-'not, be expressed ~iiirectly. Instead, thea Symbolists

felt that truth couid only be commicated'thmugh symbols which evoke
Y hd t ¥

' feelings and states of mind. The Surrealists belqieved that the dream-

like ate.te is the only road to truth, since the principle source of

" truth lies in the subconscious mind, 'me"\Expreeeioniats sought fixed

]

truths within lnn s nature rather than in any mysterious external” C
force. - Brecht choee the name "Epic," to dl.stmguiah his thee.tre from
"dramatic® theatre, against which he was in revolt. .Epic playe are

comente upon life, directed towu':d social refom. The "Angry Young

Hen" capture the discontent pf their gexfmtion in the:lr protest aga.inet

false values e’nd their o.ttwk upon class diatinctionq. The ’meatre of
. .
the Absurd concerns itself with "the ultimate realities of the

¥
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. the unknown; where characters remain forever isolated and stagnant,

) . e
suspended between life and death. .
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