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: FOREWORD

‘On May 20, 1958 in a popular London newspaper the Evening Standard the title
of the theatre review read “Sorry, Mr. Pinter You're Just Not Funny Enough®,
(Schulman 1958: 6). What Milton Schulman, the theatre critic of the paper,
condemned so authoritatively turned out to be the production of Harold Pinter’s
second! play The Birthday Party. Other reviewers rejected the play in an equally

“irrevocable way and this practically unanimous? critical scorn drove The Birthday

Party from the stage within a week. The only significant voice of defence and
unreserved praise came from Harold Hobson of The Times. This critic not only
pronounced Pinter a first rate playwright, placed him in “the very best company”
(Hobson 1958: 11) of Shaw, Ibsen, Beckett and Osborne who had all received poor
or sometimes- even scandalous notices, but prophetically predicted ,Mr Pinter
and The Birthday Party, despite their experience last week, will be heard of again.
Make a note of their names” (Hobson 1958: 11).

Today, more than twenty years after this first commercial production Harold
Pinter has an established, although still controversial?, position in English language
drama which is also reflected in the long and still growing bibliography of critical
works written about him*,

For several years now, Pinter’s reputation has been well recognized on both
sides of the Atlantic. In America he was quite early pronounced “the most important

£l

! His fiest play The Room was not commereially produced until Junuary 21, 1960 at the Hampastead
Theatre Club,

! Bad notlees came from such crities as Barber — Daily Express (1958: 12), Baothroyd —
Puneh (1958: 721), Brien — Spectator (1958: 687), Darlinglon — Datly Telegraph (19587 100,
Muyson — Daily Worker (1958 2), Tynan, Kenncth — Observer (1958 15), Wilson — Dafly Mail
(1958: 3), Aporl from Hobson, Frank Jackson of the Sunday Ciffzen (1958: 70 wus also in fayour
of the play and a few months later Trving Wardle praised it in Encore (1958: 39, 40 und 19580 28—33).

' Miiton Schulman, for example, has nol departed from his early views and in 1975 he congluded
hik review of Mo Man's Land stiking o similar note: appreciation for the playwright's language and
accusation of obscurity and elusiveness (Sehulman 1975 19),

' There are even . few bibliographics of Pinter criticiom, See: Gale (1972 4636, Gordon
(1968: 3—20), Imbof (1975} Palmer and Dyson (1968 314—317), Schroll {1971), Biographical
material on Hirold Pinter can be found in: “Caretuker’s Caretaker" Anon, (1961; 76), Montz,
el (1963 326—329), Marowitz (1967 36), “Pecple Are Talking About.." Anon, (1962: IR—39).
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contemporary playwright for the English speaking stage” (Gottfried 1967; 288);
in England he is seen as an established figure “of almost unguestioned pre-eminence”
(Taylor 1971a: 11).

Harold Pinter is a prolific writer whose work, apart from stage plays, includes
television and radio plays®, poems®, essays’, short stories?, revue sketches® and
screenplays'™. His work was classified, categorized, furnished with the labels
of Theatre of the Absurd, Comedy of Menace, Theatre of Cruelty, Theatre of

* Pinter's stage, television and radio plavs are very often (Teated together in critical litermture.
Trussler observest "It is, T think, signigicant that Pinter's plays for radio and television are formally
wery much closer to his original work for the theatre {than his screcnplays. E. B Indeed, almost
every broadcast play has eventually been adapted for stage performance — and it’s notable that,
Tea Porty and The Basement txcepted, Pinter has chosen o publish the texis of these adapations
rather than the radio or television scripts” (Trussler 1974; 187). In 1958 Pinter wrote Something
in Commen, a radio pliy that was never performed,

* Pinter's earliest efforls as a writer were his ssays and poems published in Hackney Downs
School Magazine between Christmas 1946 and spring 1948 and an unpublished manuscript A Note
on Shakespeare”, a fragment of which is quoted by Esslin (1973 54—88), Hackney Downs Schoo!
Magazine containg the following essays, speechies and poems by Pinter: “James Joyoe® Essay,
Christmas 1946 (No 160): 3233, Speech, School Literary and Debating Society, Opposed the notion
“That & United States of Europe would be the only means of preventing war™, Spring 1947 (No 161y 14,
“Dawn®™ Poem, Spring 1947 (No 161} 27, Specch, Supported the notion “That war is inevitable",
Summer 1947 (Mo 162): 9, "0 beloved maiden”, Poom, Summer 1947 (No 162): 14, Speech, “Realism
and Post-Realism in the French Cinema”, Autumn 1947 (No [63): 13, "Blood Sports”. Essay,
Autumn 1947 (No 163} 23—24, Speceh, Supported the notion: “In view of its progress in the last
decade, the Film is more Promising in ity future as an art form than the Theatre” Spring 1948
(No 164): 12, In August 1950 two of his poems were published in Poetry Loandon with & printer's
error and in November 1950 there appeared two other poems signed “Harold Pinta®, He also
wrote o novel based on his young yoars in Hackney but he has nover agreed to have is published,
Pinter's poems: selected by Alan Clodd were published in 1968, For a more detailed discusslon
of Pinter’s enrly writings seet Dyczkowska “Recirrent Motifs in’ Harold Binter's Early Poetry
Prose and Drama® (1981),

" He wos highly praised by Kenneth Tynan (1968: 30 for his casity Mae (1968) in which he
recollects (he tme he spent acting in English elassical reperioire in veteran actor-manager Anew
MeMaster's touring company, According to Tynan: "On this evidence we'de, lost a fine eritic
of acting when Pinter turned playwright”, He alse wrote an ey on Beckell for Seekert ar 60,
A Festsehrift (1967) and on his favourite sport, ericket "Memories of Cricket” (1965,

' Pinter wrate two shorl stories, both closely connected with his plays: The Exansination vy
completed according to Esslin (1973 163) by January 1958 and according to Hinchliffe (1967 71)
in 1953, first published in the summer 1959 issue of Prospecr and first broadenst on September 7,
1962 (read by Pinter) on the BRC Third Programme. Tea Parey was published in Playboy in Januaky 1965,

! Bow the review after the programme of & revue at the Lyrle Hammersmith with Jahn Mortimer,
N. F. Simpson and Harold Pinter: "Mr, Harold Pinter — Avant-Garde Playwright.." (1959 4),
See also a humorous aceount of Pinters revue sketahes by Peter Crook who wrote for the same
programme as Pinter: "Pleces of Eight" (Tynan, Kathleen 1968: 7, part 1),

1 8ee the review of Pinters Five Sersenplays: “From Page o Sceeen CAnon, 1971 A98),
Appart from the live scripts therein, Pinter also adapted some other works for the sereen: in 1971 —
Aldan Higgins's novel Langrishe, Go-Down (and he is interested in directing it, see: Pinter-Gussow
19712 132), in 1972 Murcel Proust's 4 Lo Rechorche dv Temps Perdi, in 1973 directed the film
ol Burley — and adaptution from Simon Gray's Burley, in 1974 completed F. Seott Fitzgarald's
The Last Tveoon which was filmed in 1975 by Elia Kazan,

E

Situation etec. Is was discussed in terms of realism, supra-realism, naturalism,
pxistentialism, impressionism, symbolism and compressionism. Equally often
he was pronounced to be sui generis; very few writers can boast of having so many
nouns and adjectives derived from their names as Pinter has; Pinterism, Pintercsque,
Pintercourse or Pinterotic (e.g. States 1972: 150). There are fourteen monographic
studies published in book form (listed in Bibliography), a collection of critical
essays in Twentieth Century Views, a cascbook on The Homecoming, a booklet in
the series of Columbia Essays on Modern Writers in the United States and in the
Writers and Their Work series in Britain, a study of the playwright’s reputation,
separate chapters in more general accounts of modern drama as well as hundreds

of articles in periodicals and reviews of performances in daily papers and magazines,

Yet, in spite of this abundance of critical literature, or possibly just because
of it, there exists the need for reconsidering some concepts of Pinter scholarship,
including the basic ones. On the occasion of the second revival of The Birthday
Party, seventeen years after ils first disastrous run in London, J. W. Lambert
(1975: 45), a well known theatre critic observed: “In 1958 the year after The
Entertainer, Harold Pinter's The Birthday Party came before an unready world™
{emphasis added, E. B.), Even nowadays, the critics seem in many ways unready
for Pinter's plays, still baffled by the apparent lack of information, motivation
and ‘clues to understanding’ (e.g. Barker 1975: 8, Thirkell 1975: 16). It seems
that the problem is not in the professed absence of the expository information
ot of motivation in characters’ behaviour in Pinter's plays but rather in the notorious
lack of suitable tools of analysis in critical studies,

The present work is an attempt to employ some of the, so far, unexploited
methods of literary analysis to examine the basic structural element of drama —
the category of time-space in Harold Pinter's works, The fundamental importance
of the notions of time and space in dramatic literature has been generally recognized.
It is, therefore, hoped that the ensuing study will reveal and provide a commentary
on the most significant features of Harold Pinter’s poetics. The discussion covers
all of his plays which appeared by 1975, yet, unfortunately it has to be limited to
their written form only, The analysis of the actual performances, although extremely
valuable, could not be attempted by this author. Only oceasionally are references

 macde to Pinter’s plays on the stage and in some cases the viewpoint of the audience

is introduced.

Because of the specific situation resulting from writing about a British author
in Poland an attempt is also made at employing the research methods developed
in this country. The interesting achievements of Polish scholarship practically
unknown in English speaking countries may aid the reconsideration of some
of the oft-repeated cliché statements on Harold Pinter's work.

Lol propes ol the erities’ altempts 1o fnd one and only one interpretation, Alan Schnciders

who ditectad: The Birthetay Parcy wittily observed “1 think there are at least 249 meanings, You get
the menning you deserve, just as you get the wife you deserve™ (Barthel 1967; 1)
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INTRODUCTION

“In order to observe what happens to people he [Pinter] usually chooses as
his central image a room — any ordinary room where people live — to serve as
a microcosm of the world, In the room people feel safe. Outside are only alien
torees; inside there is warmth and light. It is a womb in which peopie can feel secure.
The conflict in Pinter's plays occurs when one of the outside forces penetrates into
the room and disrupts the security of its occupants™ (Wellwarth 1965: 198,

This 1s what George Wellwarth wrote about Pinter in 1964 in his The Theatre
of Protest and Paradox . In the chapter “Harold Pinter, The Comedy of Allusiveness”
(1965 197—211) from which the above fragment is cited the critic summarized
the current views upon the spatial aspects of Pinter's drama. It was by this time
customary to discuss the playwright's presentation of space in terms of the continuing
opposition between the safe inside — the room — and the threatening and dark
outside. The safety of the enclosed space was proven illusory in the course of the
plays as the external malice penetrated the room. “A four-walled setting serves
a strongly protective purpose although the shelter of a room proves inadequate

‘as a refuge from the world outside” (Trussler 1974: 25). Several authors observed

that the destruction of the characters' belief in the safety of their private tervitory
sprung from the characters themselves and was rooted in their fear of the oulside.

This treatment of space also implied the approach to Pinter's characters; the
usual view was to divide his peaple into the inhabitants of the room — the defenders
of their private decus and the intruders — the visitors from the dangerous external
world.

In scholarly writing about Pinter and in the reviews of his plays the question
of space attracted the critics from the very beginning. Already in the early sixties
the first studies deévoted to the newly emerged dramatist concentrated on Pinter's
spatial vision which even at this early stage was interpreted in terms of a “room-
=womb“%, The image of the intrusion of the protected space was tirst pointed out

Y The book was first published in 1968 in New York. The edition used by the present author
ig the 1965 London edition.

G for example:
Hinchliffe (1967: 43) “protective envelope or womb that the room appear to form around
the characters™ Haymuan (1975 7) (first edition was of 1968) “He's obsessed with the subject of
the wafety of the womb or room and the dangers of dispossession™; Fielde (1971 913 “Stanley's




It

by Irving Wardle who in a July-August 1958 Encore article on The Birthday Parpy?
deseribed the play in these terms (Wardle 1958) and in the September-Cetober
iectie wrote about "the womb® — the dominating image of the play (Wardle 1958a).
Also A. Alvarez writing for New Statesman observed that the play showed a “classic
paranoise set-up”® (Alvarez 1959: 836), the view that was later echoed in Lumley’s
statement about the “claustrophobic power of the closed setting” (Lumley 1972: 270).
In the second (1962) edition of Mid-Century Drama, Lawrence Kitchin devoted
more space to Pinter (Kitchin 1969: 119-=122)7 and labelled his plays compressionist
o the basis of the dramatists treatment of space, “We think of his people as enclosed.
This ties up with the notion of Kedrov about Chekhov's characters and their
essence squeezed oul under pressure” (Kitchin 1969: 121). This view s further
developed in Drama of the Sixties where The Caretaker is even used as a representative
example of the form “Drama in the nineteensixties ranges between two dominant
forms, epic and compressionism, War and Peace and The Caretaker” (Kitchin
1966: 21). Kitchin conceives enclosure as both spatial and mental: “Aston and
the tramp in The Caretaker are psychologically trapped by their personalities
‘and visually by the set, but the third man remaing a visitor from outside™ (Kitchin
1966: 52) and thus the play fits the critic's definition of a compressionist work
which he views as “one in which the characters are insulated from society in such
a way 08 to encourage the maximum conflict of attitudes” (Kitchin 1966; 46).
Kitchin's term, although occasionally referred to (e.g. Trussler 1974: 191), did not
prove particularly useful as a tool of literary analysis and remained just one of
the innumerable labels which the critics tried to attach to the drama of this period .
Ruby Cohn discussing the world of Harold Pinter (Cohn 1972: 78—93)" again
stressed the sense of enclosure in Pinter's loci and equated his room with cells and
coffins attributing to them symbolic significance; “Pinter’s rooms, parts of
a mysterious and infinite series, are like cells without a vista. At the opening curtain,
these rooms look naturalistic, meaning no more than the eye can contain. But by
the end of each play, they become sealed containers, virtual coffins™ (Cohn 1972: 79),

snug, protected, womb-like hideawny presided over by his surrogate parents, Meg and Petey”;
Pesta (1972 124) *The womblike security of the room™; Trussler (1974 70). 4 Night Ou “is
Pinter's first attempt to set his own lving-womb world within a relatively ‘normal’ outside context™;
Tinker (1975 24) — aboul Mo Man's Land: “As & playwright, Pinter his réturned (o the iron-locked,
womb-like ambiguities of his earliest work in this, his latest*; Taylor, on the other band, observes
(1974; 326): "It is tempting but not really necessary, to see it in terms of Freudian symbolism ns
wombegubstitute”, !

\ Wardle was one of the few critics who pradsed the play which was [imt performed at Oxford
and Cambridge (The Arts Theatre). It was fairly well received by iry-oul audiences (cf. Marowitz
1967: 36) and was then moved to Lyric Theatre, Hammersmith on May 19, 1958,

4 Fle was refereing to the Baling production of The Biethday Pary of December 1959,

' The author of the present work is vsing the reprint of the 1962 edition published in 1969,

* Similarly Wardle, the author of the well known term “comedy of mennce” (1958a) which
was colned 1o describe Pinter’s first plays realized o few yeurs liger that it wis just a “eamiortin
label” (Wardle 1971 37-—38): "I, for one. came up with the phiise ‘comedy of mennes’ whi
explained nothing but al least supplied a comforting label®,

* Ruby Cohn's article originally appeared in Tulane Drama Review, vol. 6, no, 3 (Muarch 1962},

~ on Modern Writers (1967) considers “Harold Pinter (...) the only man working
. in the theater today who writes existentialist plays existentially” (Kerr 1967: 3)

-!']_ﬁi;-:'Luhr made & very perceptive remark: that Pinter’s world (5.0) i
tically sealed off from nature. His plays are urban fubles in which no poplars
against the distant orchard, no wind underscores human loneliness” (Lahr

hﬂﬂmj'l'h‘-‘ A Stight Ache represents o departure from this pattern.

“In the second, revised edition of John Russel Taylor's Anger and After of 1969°
more attention is given to Harold Pinter (1974: 323—359), The title of the chapter
A Room and Some Views" suggests a more profound treatment of Pinter’s famous
“central image” vet the view (at least the view upon space) is only one and not
particularly original. Yet, writing already from a certain perspective Taylor makes
an attempt at periodization of Pinter's drama and sees the first four plays
as & group linked by the same spatial situation and the theme of intrusion into
the seemingly safe shelter of a room.

Esslin's statements relating to the problem of space in Pinter's works and
presented in his classical The Theatre of the Absurd 9 nowadays ring the hackneyed
‘note of Existentialism: “The room becomes an image of the small arca of light
“and warmth that our consciousness, the fact that we exist, opens up in the vast

. ocean of nothingness from which we gradually emerge after birth and into which

we sink again when we die” (Esslin 1974: 266)"".
~ Similarly, Walter Kerr writing about Pinter in a series of Columbia Essays

and accordingly finds the playwright's treatment of space realizing the premises

. of this philosophical trend: ,Existentialism imagines man living in a void. At the
~ same time it asks that we refrain from conceptualizing this void. How shall it be
~ defined when it has not been fully explored? In short we are asked to enter a void

- that is not an abstract void” (Kerr 1967: 10). Thus in Pinter's room everything is

“entirely tangible, concrete, present not as idea but as actuality™ (1967: 10). Objects
-ii'g,-_‘ij:i";_pﬂnnnl because they, exist and “Whatever exists in the room is macle 1o exist
At its maximum intensity (.0 At the same time that the langible is insisted upon,

- literally thrust into our faces, the surrounding void is implied (...) The real is real.

. I_".'.'thl"ﬂ “Pinter and Chekhov: The Bond of Naturalism” was fiest published in The Drama
Rw:; val. lat ni. 2 {Whlﬂ.' 19‘6&]-
¥ The 1974 reprint of this revised edition is being used here. The central section of this survey

'.-_gﬁf_.ll!inte_r‘a_'wark i nlso included, under the same tile in Phiter. A Collection af Critiead Essays (Gans
~ed. 19720 105—122).

1% The same enlarged edition is being refecred to in this work in its 1974 reprint.  «
1O also Esstin's statement in “Ciodor and Mis Children, The Theatre of Samuel Beckett and

= .-::Hg:al_d-]’jriier"_{wb&: 142Y about the theme of The Caretaker of 'n man seeking o plice for
~ himeelf, fighting for that litthe patch of light and warmth in the vast menacing darkness”, Esslin

even cquates the room with Paradise and Davies's cxpulsion with man’s original sin and his

- expulsion from Paradise (1963: 142, 143), Cf again Esslin (1973: 35) for the Existentinlist upprouch
o the heme-of the foom versus the outside world and of the characters’ fenr, ©F also Hagberg
~ “In Pinler’s plays the room as a shelter againat the threalening unknown outside i an exscntial
~ theme® (1972: 18), “The room then becomes the ego, which is the only knowable reality” (1972: 16).
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The void envelops it™ (1976: 12), "Though the immuediate room, the direct experience
of life, is entirely dimensional, the universe in which it exists is unstructured”
(1967: 13). Thus, apart from the oft-repeated opposition of dark and light, cold
and warm, safe and frightening, known and unknown (c.[. for example Tavlor 1969),
Kerr introduces the dychotomy of the tangible and the dimensional versus the
unstructured and void ',

" Pinter’s loci arc very -often scen as areas to be defended and this is the view
represented by Katherine Burkman in her study of A Slight Ache (1968: 326, 335)
and in her book on The Dramatic World of Harold Pinter. Yet, viewing the transfer
of power as ritual she compares the way in which Pinter's characters battle for
possession of place to the priest of Nemi who “guards the tree and the Golden
Bough knowing that his life is at stake” (Burkman 1971; 66). According to her,
Pinter’s plays dramatize the “territorial imperative” and the setting, although
realistic, reveals poetic undertones and arises from the ritual base and thus the
reality presented acquires mythical and symbolic aspect, "Whether the living space
in a Pinter drama is a place to hide (The Room and The Birthday Party) or a place
to cling to with all the identification of self with room (A Slight Ache), it has all
the ritual importance in Pinter's world of Frazer's Oak bearing the Golden Bough.
The importance of Pinter’s settings to the characters who dwell in them, the way
‘in which these rooms become battle grounds for possession, and their key place
in the cyclic transfers of power that are often at the plays' centers is but further
indication of the archetypal and ritual patterning of Pinter’s dramatic world” !
(Burkman 1971; 67).

An exhaustive treatment of the problem of space can be found in Arlene Sykes's
monographic study of Pinter's plays, yet the approach is not particularly original,
The notable contribution, stressed more clearly than in the previous studies, is the
relationship of contrast which Sykes detects as existing between the space and
events in this space, “The banality of the surroundings makes a sharp contrast
with the melodramatic bizarre happenings within the room, A great deal is made
of the ordinariness, the homely familiarity of the room" (Sykes 1972: 14), In the
conclusion of her discussion of space Sykes writes “For all the subtlety with which
he may exploit them, Pinter’s rooms are still basically a background to what happens
to the people in them: that is, destruction at the hands of menace” (Sykes 1972: 7).
It is clear that the author views the spatial dimensions as auxiliary to dramatic
events and dramatic characters, She does not consider space, a structural element,
i its own standing which, to u high degree, determines all other dimensions of
a dramatic work,

" Apparently Pinter's own belleft are different as he snid when discussing the film version
of The Caretaker (Cavander 1963: 23) “these charactors move in the context of a real world — as |
believe they do. In the play, when people were confronted with just a set, a room and a door, they
often assumed it was all taking place in limbo, in a vacuum, and the world outside hardly existed,
o had existed at some polnt bul wis only il remembered. Now one thing which T think Is
trivmphantly expressed in the fiim is Clive's {Clive Donnor, the director. E. B.) concentration on
the characters when they are outside the room, outside the house”.

' The term is taken from Robert Ardrey's book under the same title. See Burkman (1971: 67).
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The everyday quality of the objects which exist in the scenic universe of Pinter's
plays, has been stressed by several authors. The viuwlnl' Simon 'l‘_russh':r on The Room
is representative in this respect, “The room itscll is replete w:t:n the common-of-
_kitchen props on which Pinter so often depends — a gas-fire, sink, stove, rocking
chair. At once snug, stuffy and a bit down-at-heel. A double-bed protruding from
an alcove, completes the sell-containment of the place™ {Truss!trl 1974: 31). Suill,
the play in which objects have received the most detailed treatment is The Cammf::ﬂ'.
Aston's collection of junk was “made to accord with Aston’s psychological
conditions: a room filled with a haphazard jumble of tools, applilan‘l;:cﬁ. goods
in storage, connoting disconnected rudiments for living, r::rmirirngT building, As lhf
furnishings imply, this is a play about sorting oneselfl out...” (Fjelde 1971; 94::-' ;

Several critics approached the problem of space in terms of change and evolution

~ of Pinter's concept'®, This change is sometimes seen in its social aspect, e.g. by

Kathleen Tynan (1968a: 8) who writes that “In the later plays, the seedy rooms
of his first works became offices and upper-middle class appanmcr!ls..." Snlme
other authors are of the opinion that the space which Pinter presents is becoming

- pradually more open: “A Slight Ache and A Night Out venture for the first time

‘over the domestic theresholds...” (Trussler 1974: 56) and in A S!fg.’l!' Ache Pinter
“moved even “out of town” (Trussler 1974: 58), Fjelds sees the change in The Home-

 eoming since “a traditional confined environment has been transformed, §c=mewhat
~ violently, into an 'open living area’, suggesting the old claustrophobic pattern

of life partially broken out of, first here and then by Teddy still more cxtensiwllly
i America” (Fjelde 1971: 100). Arlene Sykes associates the change of Jocus with
" the medium for which the play was originally written and thus “In his radio plﬂI}'S.
Pinter abandoned the single room setting, He has returned to the room setting
~in all later stage plays but invariably in his radio and television dramas, the characters
‘have been allowed to wander... A Night Out allows characters complete freedom

of movement...” (Sykes 1972: 39). An interesting pattern is observed by Trussler
who remarks that the plays as if move downwards, “each successive play descends

one storey lower in what could well be — atmospherically though not

~ architecturally — a single house” (Trussler 1974; 27). “And so Pinter's storey-by-

“storey exploration finally descends from that upperfloor Reem by way of the
ground-floor lounge of The Birthday Party, into the windowless and no doubt
damp basement so feared by Rose Hudd” (Trussler 1974: 51). Obviously, almost
every critic writing in the seventies commented upon the open space in Landscape
and Silence and the lack of objects in the latter play. No Man's Land is seen as
a return to the room (e.g. Tinker 1975: 24), :
Pinter's vision of space, the “shabby and sick” (Leech 1962: 16) interiors that

M is the opinion of the present author that the exaggerated nrdinnn'h'uclss of the focuy and
the continuous insistence of the characiers wpon the security of the room in [telf constitutes
i nicleus of danger, .

: 1 The spatial theme is traced back to Pinter's firsl attempts as a writer — 1o his carly Eoem —_
by Byczkowskn in “Recurrent Motifs in Harold Pinter's Early Poetry, Prose and Drama™ (1981),
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he most often presents, the oppressive atmosphere that be evokes in his rooms '
are supposed to have grown out of his own personal experience. This is what he,
at one me, knew best: "Anyone who knows the life of a rep actor in the English
provinces moving from one set of sordid digs to another, tangling with neurotic
landladies and that gray drifting population that makes up the bed-sitter world
of England instinctively understands Pinter's preoccupation with grubby rooms
and gritty people” (Marowitz 1967 89), It is also significant that there was a period
in the playwright's life when he was living in “near-destitution as the caretaker
of a Notting Hill basement” (“Playwright on His Own™ Anon. 1963: 13). To these
may be added a possible feeling of confinement that any Jew ! may have experientced
during the War and in the ume that shortly preceded it. One should also recall
a sober stalement of Adamov made during a conference at Edinburgh in 1963:
“The reason why Absurdist plays take place in No Man's Land with only two
characters is primarily financial.” (quoted after Tynan, Kenneth 1967; 76).

Pinter apparently attributes a great importance lo the question of space and
has been often quoted saying that there is a spacial image at the basis of his work.
“The germ of my plays? I'll be as accurate as I can about that. I went into one room
and saw one person standing up and one person sitting down, and a few weeks later [
wrote The Room, 1 went into another room, and saw two people sitting down, and
a few years later | wrote The Birthday Party. | looked through a door into a third
room, and saw two people standing up and I wrote The Caretaker” (Pinter-
-Findlater 1961; 174)*%,

It seems legitimate to point out Pinter's immediate fascination with the art
of Francis Bacon. In 1968 he has remarked to Kathleen Tynan “I got this book
on Francis Bacon — a big bloody book with a lot of paintings — and since I don’t
know where to look for the originals, and couldn’t afford them Ive cut out and
framed about 16 reproductions. I'm going to stick them all over the house™ (Tynan,
Kathleen 1968a: 8). Significantly Kitchin opens his chapter on the form of Compres-
sionism (1966; 45, 46) with references to Bacon’s portraits of Pope Innocent X
who is presented us "caged in a rectangle within the outer rectangle formed by the
picture frame™ (Kitchin 1966 45). According to Kitchin, Bacon renders the sense

' Trussler observes that the places do not have to be dirty in order to be oppressive, In 4 Night
Qui “her home is not stuttish like Meg's'— vet the more suffocating in that it is clean and tidy, its
menls regular, its chairs comfortable” (Trussler 1974 68),

' Pinter comes from a Jeswish family, His father was un East End tailor,

" Hinchiffe warns that: “This article was not wrilten by Pinter but compiled by Findlater
from the tape of an interview. Pinter regards it s unsatisfactory™ (Hinchliffe 1967: 171: footnote 32),
Yet, other critics and other interviews confirm these spatinl images:

Bosworth (1968; 33 "The image of that one room has been with him since 1956, when he witnessed
an inexplicable scene that scems to have triggered his imagination. At a panty he came upon two
people in a small room. One was @ barefooted Sittle man talking snimately 10 a huge truckdriver
who wore @ cap on his head. The truckdriver never spoke, he rempined silent. This didn’t seem (o
bother the burefooted litle man, who just kept on talking and feeding the truckdriver as if he were

a baby". Bakewell (Pintec-Bakewell 1969: 630) reports a similar story about The Room and The
Birchday Party.
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" of confinement and terror better than any other painter, Actually it is nol only
;i . L o] | hire 3y e 5
" hie molif of enclosure bul also the basic approach to life"” which Pinter seems to
. ddre with Bacon and which might have caused his excitéement about the
= ||"'|:' hﬂl‘ L+

b '.-"Fm';:i;n‘fiﬂ::imn brings in mind an imaginative b[zlli:ml.:nll r.nude‘ by Iruin?, Wardle:
‘A large area of modern drama is reducible to the Act 'V sfum_tmn ;:.If Elizabethan
@ wgic kings immured i their cells,-and terrified equally 1?1‘ br:‘mg left fllnmu Lo rot
i of the arrival of their only possible visitor, the assassin. The dominant :In_:me
ich plays is man’s fight against time — a theme llm_l mnfn?nt:t:-lht Ipia}-wngl?t
the forbidding task of creating drami from a .n::_:mﬂmt thatinitself is un_l:umw
ad undramatic” (Wardle 1962: 23), Wardle beautifully rciutels rhlr: theme of space
5 that of time, vet, unfortunately this is not a common case in Pinter sc_hn!nlrshup,
_sp‘éﬁ'ﬂl theme and the temporal issues of Pinter’s drama have been habitually
i!d._sépiratcty in critical literature on the subject and such plays as La.-uirccﬂ:;.
, and Old Times have even gained themselves the label of *‘fﬂcmﬂr}r plays =
playwright himself is, to & high degree, responsible for this state of affairs
orded his fatigue with the room theme [Fmter-—[):‘enn 19649 312_‘_3 he
sdded “The whole question of time and its reverberations and possible
1gs really does seem to absorb me more and more” (Pinter-Gussow 1971; 133).
experiments with the time structure can yet be dated back to earlier
 Accident, Joseph Losey's film made in 1966 for which Pinter wrote the
rio (Pinter 1977) is “bascd on strange time-shifts {.:.} the whole action is seen
: through my (Steven’s, i.¢. Bogarde's. E.B.) mm_d {a:2) anc_l $0 ONE MEmory
another, and scenes that take place in widely different times a.nd‘ places
ar on the screen simultancously™ (Taylor 1966: 176). T_ius interest
e of time is reflected in Pinter's other works for the films: The Go Eﬂ:w.:jen
| in 1971 and the scenerio for Proust's A la recherche du temps perdu whf_ch
pleted in 1972, This last work is particularly significant since the Proustian
s often seen by the critics as the one that predominates his later plays
or example Barker and Tabachnick 1973: 141—143).

. = ¥ " + . - Ihﬂ
¥ Francis Bacon was fairfy explicit about his views and attitudes in an inleeview given.in U
i S‘r"ms for the BBC Tfncﬁm. He talked about his concept of viclence “um?::lmmﬁhi?
about his bellel in the simplicity of his work, These are the views that Finter %.0 o “:u il
. li".'ﬁnbossible to refer 1o this interview since, to the Iknawledgc r::r1 :::: I:t:;t:' W

“enough 10 have seen this television programme, the transcript was neve ke,

% Sce for oxample Esslin 1973: 183 according to whom Old Times dmaﬁmﬂwm:lrﬁ E::._
reminticence. which distinguished Landscape and Stlence from Pinters Bﬂl‘l!'-‘-!!' WO '].i;r-i).lirinﬂ." 1=au
(1973—4; -ﬂﬁlf[' sees Pinter's concern with spatinl issues s pm:xmips 10 his :uuﬁd".:ﬂuﬁ'ir
he later ones “he very consciously abandoned the room as his dramatic domain B A
dimensions of time” (emphasis added. E. B.). It wml be Du-]e a:'ﬂ'.::s m?:: ;_ present
rk to show that the temporal dimension is put 1o dramatic use also I . o
Cf. the discussion :I::thn Proustian theme in Frank (1963: 20, 21), particularly the W‘v::
ation: “the physical sensation of the past came flooding back 10 l':_ne with the pu;:imm_
181 believed that in these moments he grasped a reality 'real without being of the preseat m A
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A radically different viewpoint in this respect is represented by William Spanos
who in his exhaustive essay “Modern Drama and the Anstotélian Tradition™
subtitled “The Formal Imperatives of the Absurd Time” (1971; 345—372) draws
a border line between the absurdists and the literary followers of Bergson. The author
‘includes Pinter among the dramatists of the absurd together with lonesco, Genet
and Beckett (1971: 371) and expresses the opinion that “the ultimate purpose of the
drama of the absurd is unlike that of both the drama of the Aristotelian tradition
and of the anti-Aristotelian literature of 'Bergsonism' modernism™ (1971: 370)
(i.e. also Proust). Spanos views the absurdists as post-modern anti-Aristotelians
who do not follow Bergson’s concept of creative memory (or what Mayerhoff aptly
called ‘creative recall’ (Spanos 1971: 355) and unlike the Bergsonian Proust do not
flee into a solipsistic form which spatialies time into the eternal subjective
moment*:. Under the influence of Existentialism the dramatists of the Absurd
break down the “detective” frame of reference (Spanos 1971: 371), frustrate
positivistic expectation of logical conclusion and generate anxiety in order to force
the individual to face the temporal motion of the absurd time and to orient him
“toward the absurd world" (Spanos 1971: 371). In his highly interesting and
enlightening discussion Spanos, however, ignores completely the motif of creative
recall which, by that time (1971)%, became quite prominent in Pinter's works.
Hence, this reason for his classification of the playwright as anti-Bergsonism raises
many doubts .

 When turning to the temporal aspect of Pinter’s drama a large portion of
criticism follows the lines that the playwright himself has indicated. In 1969 he
confessed to Joan Bakewell (1969: 630) “I'm quite interested in the fact that a good
deal of the past is really a mist — my past anyway. Quite often I can’t remember
what happened... I think you forget more than you remember” and in 1971 he
stated the same attitude once more in his interview with Mel Gussow (Gussow-
-Pinter 1971: 43). Pinter’s statement is reflected both in more general surveys such
as for example Lumley's New Trends in 20th Century Drama who writes: “The only

1 “The anti-Aristotelianism of the drama of the absurd s pol ideally (though it sometimes
becomes in practice...) the formal agency of a solipsism thal captures or .. arrests dutation in the
external subjective moment that transcendes time, The variously "de-composed’ plot or “time shape’,
the discontinuities of character ... and the dislocated and ofien irrational language (imagery,
syntax and rhythm) of the drama of the absurd constitute, not a spatinhized subjective world, but
rather an inclusive figure of the external world, of the not-nt home, the existence which is prior to
essence, where all things are superfluous and thus dreadful, yet replete with possibility” (Spanos
1971: 366). Although this lengthy quotation exceeds the immediate needs of the present discussion
yet it is useful as the analysis in the following part of this work is meant to present Pinter as ¢reating
“the spatialized subjective world™ and thus once more not fitling into Spanos’s frame of the Absurd.

A [ s true that the motif of "Creative recall” appears in ils most obvious form in Ofd Times
first performed in 1971 (so Spancs could not have taken it inlo account in his essay) yel it can be
traced back to as early a play as The Birthday Party.

B This i5 not to say thut the present author sees Pinter as a faithful follower of Proust. The two
authors seem to differ considerably In their approach to memory, particularly because of their
individual rendering of ‘the interrelation between the past and the present. (This question will be
given some attention in the following chapter),

—
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‘facts we have are within, the me and the address: outside everything is vague,
uncertain, it belongs 1o the past which has slipped our memory and to which we
‘can never return” (Lumley 1972: 270) and in the studies dealing specifically with
‘Pinter, e.g. in Esslin’s Harold FPinter: "The landscape of memory, the landscape
of the soul, is dark, inaccessible and shrouded in the mists of eternal uncertainties”
(Esslin 1973 175) (also to Ganz 1972: 168, 169 "past is & misty wasteland”). As

~ suggested in the above statement of Martin' Esslin, Pinter sees the past not only

as misty but also totally unrelizble and impossible to verify: “Apart from any other

~ consideration, we are faced with the immense difficulty, if not the impossibility

“of verifying the past” (Pinter 1964: 81). Accordingly Ciale (1977: 20) sees Pinter
‘as an author who considers “memory and verification as functions of each other™
‘and Lahr describes Pinter’s characters as “continually reconstructing the past from
“memory, unable to verify it or to be certain of any origins except the present
?lfi.,ahr 1971: 189). The emerging conclusion is that the past is often unreal and “can

_ t‘p ereated to suit the individual™ (Gale 1977: 202). At the same time it 15 viewed

‘as exerting tremendous influence upon the present. Characters escape into the
past, into their recollections (Barker and Tabachnick 1973: 136, Ganz 1972: 164, 168)
yet, at the same time, memories are impossible (Lahr 1971: 186). Ganz in his

discussion of Silence concentrates upon this problem which he associates with
the Ibsenite theme: Ellen’s life is dominated by the memory of a past which, however

['ﬁbp’lmwe and uncertain, has had a sinister power in shaping the present. The speeches
- which seem to be the key pronouncements upon the question of time and memory
fjﬁlﬂndsmpe (“I remember always, in drawing..." ete, [27, 28])*, Silence ("And then

it is only half things I remember..." etc. [46]) and O/d Times ("There are some

Ehingﬂ one remembers...” etc. [31, 32]) are often quoted by the critics but were

tually discussed only in a few studies (Trussler 1974: 163, Byczkowska 1977: 77).

i'-"-?l‘:fussle'r writés perceptively that “in Landscape it is surely the past, intercepting
 the present, that casts its shadow over the action. The 'shape of the shadow” may
- perhaps be determined by the actual remembered forms of the past: or it may be

that "the cause of the shadow cannot be found' except in deep-felt longings and
- unrealised desires” (Trussler 1974; 163). Trussler is, on the other hand, highly
“critical of the key speech in Old Times: “Unfortunately this remark (...) seems

‘philosophically pivotal to what the play ‘means™ (Trussler 1974: 177) and he
views the merging of time-scales as “merely a means of avoiding anything so old-
~fashioned as fashbacks” (Trussler 1974: 174) while motifs of memory, according
to him, recur “cither tricksily or for blatantly comic effect, or both™ (Trussler
'_'."1_5"!#: 177). This seems to be a very narrow view of Old Times greatly reducing the
‘implications of Pinter's treatment of time in this work which Hobson pronounced
“*one of the finest plays, one of the most mind-starting, one of the most immaculately
“written”, of its generation and he also warned that “it is not as simple as Beatrix
Potter” (Hobson 1971: 29).

¥ Pages in square brackets are keyed to the Methuen editions of Pinter’s plays as listed in the

Bibliography.
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Still all these critics speak about the specific interdependence of the past and
the present and/or about the actual fusion of both. Again this view can be referred
to Pinter's statement in which he claims to feel "more and more that the past is
not past, that it never was past. It's present” (Pinter-Gussow 1971: 43). The bearing

of the memory (or fantasy) of the past upon the present is so strong that the past S

veally turns into the present. Probably the most interesting discussion of this
problem is contained in John Laht's excellent essay “Pinter the Spaceman”
(1971: 175—195). In his analysis of Max's speech about his fatherin The Homecoming
the critic writes: “The graphic language fMushes the past into the present — or tries
to. Pinter is able to créate this rare sleight of hand which conjures a sense of the
past without having to bow to history’s chronology. Bombarded by stimuli, faced
with stalemate between man and the world, the present moment is the only dramatic
situation which is justified by the philosophic implications of Pinter’s vision™,
Similarly, Robbe-Grillet, in discussing his film Last Year at Marienbad, maintained
significantly that: “The Universe in which the entire film occurs is, characteristically,
in a perpetual present which makes all recourse to memory impossible, This is
a world without a past, a world which is self-sufficient at every moment and which
obliterates itsell as it proceeds. The same seems true of Pinter, except that on the
stage even this intended immediacy comes closer to an audience’s response..
Pinter's drama attests to Natalie Sarraute’s esthetic, which seeks 'some precise
dramatic action shown in slow motion’, where 'time was no longer the time of real
life but of a hugely amplified present’™ (Lahr 1971: 186)*%, The view that in Pinter
everything is actually centered upon the present is shared by Dukore (1976: 110)
while Eigo (1973: 181) argues that the past not only constantly “blends with the
present, but that there is more than one past, whose incidents merge”. Aylwin,
on the other hand, declares that "the moments of the past are of a time that is dead”
(Aylwin 1973: 99), the statement which stands in opposition to Martineau's view
of the past as cssentially dramatic and stimulating a competitive spirit (Martineau
1973: 4), Alexander in his essay on “Past, Present and Pinter” considers also the
technical implications of this coexistence of different time planes and states that
“A Pinter plot is created not by intricate intrigue but by the manipulation of past
and present” (Alexander 1974: 1),

While the problems arising from intermeshing past and present have been dealt
with in several articles the question of the future received only very scarce and
madest treatment. It can be justified to some degree by the fact that this issue
seems to be of lesser importance and is certainly less striking for the reader or
member of the audience, Again, Pinter himsell disclosed his personal opinion on
the subject: “What's future, — Well, it ought to be faneiful really. 1 know the future
is simply going to be the same thing. It'll never end” (Pinter-Gussow 1971: 132).
Lumley (1972: 270) views the future of Pinter’s characters as an “unrelated manana®™
and repeats once more that only the present matters, Alexander (1974: 1) goes
even further denying the characters any future at all, “There is no future for the

* Curiously enough Pinter scems truly interested in Mariémbad and had even his own iden of
another way of doing it See o short intervlew in Taylor (1966 176—185),
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'%ﬁgmciﬂﬁ created by Harold Pinter... The future characters imagine is clearly

~ beyong their grasp™s
 &everal studies relate the question of time to that of identity (MacAuley
1975: 51—65, Byczkowska 1977: 71—80, Amend 1967: 172, Hagherg 1972: 12—16).
1 Gﬂ]’ MacAuley (1975: 56) in her analysis of O/d Times states that “Pinter is showing
~ that the guestion of establishing one’s identity 15 enormously complicated by the
t of the passage of time (...) We are left asking whether the passage of time can
. parts of our self, whether we can supress parts of our self, whether the idea
people have of us can affect the raaht:,'. and what this reality is, if it 1§
astantly changing in time”. Hagberg who is also concerned with this problem
he limits his analysis only to The Dwarfsy and The Collection) assumes the
wpoint represented by Esslin in The Theatre of the Absurd. “The flow of time
fronts us with the basic problem of being, the problem of the nature of the self,
h, being subject Lo constant change in time, is in constant flux and therefore

! > limit their discussion to Silence, Landscape and OId Times. Very few critics

2 the importance of the theme of the past in earlier works, Ganz, Alexander
d Boulton are notable exceptions and although Ganz argues that in the early
ys “the past per se is not emphasised thematically” (Ganz 1972; 169) vet he still
§ that the “great Ibsenite theme — of the weightof the past — begins to appear
nificantly in Pinter's work with The Homecoming” (Ganz 1972: 169). Alexander
15 back to The Birthday Party where “At the party all speak in glowing terms
he past — especially Goldberg™ (1974: 7). Boulton's treatment 18 the most
ustive and interesting. e argues that The Room and The Birthday Party “exploit
nostalgia for the security of childhood (...) "The terror of the loneliness of the
nan situation’ is insisted upon time and again by Pinter, One means of
”"’”' mi:}nﬂtrutlng this fact is to show how he makes his dramatic material out of the
nmlma for the supposed security to be found in the past, especially a childhood
~ past, which appears to be endemic in our society™ (Boulton 1972: 95).
~ Still the above studies are exceptional in their references to the temporal theme
~in Pinter's first plays. This is the problem which is generally neglected and this
_.:Ir;wbuck 18 analogous to the weakness in the research on space which, in turn,
© concentrates on the early works.

The objective of the present work is not only to fill out this gap in the study

of Pinter's plays but, above all, to relate the question of time to that of space.
~ The attempts in this field were so sporadic and unsystematic that there is practically
. no treatment of this subject which would approach the notion of time-space as
4 whole?®,

" These two categories were shown gs parallel in Gane (1972: 169);, human notion of tme i

- presented as equinlly illusory as that of space in Byczkowska (1977: 79) but, by far the most interesting

- lreatment iz that of Lahr 1971) who sees the world of nature as related 1o the past while the present
represents an urban landseape, See also the already quoted rellection of Wardle (1962: 23),

e
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The problems to be discussed here in connection with the questions of time
and space belong to the realm of semiology. The object of the following study is
the ontology of Pinter’s literary space, the coexistence of different types of space
and the interrelations between them. It seems impossible to discuss space irrespective
of the category of time and in this work space will be viewed from the vantage
point of its temporal dimensions.

The research on artistic space which became so widespread in recent years?® has
provided excellent tools for describing the model of the world in any work of
literature in terms that are both clear and precise (Lotman 1976; 213—226). The
most fundamental in this new approach are the works of Lotman to whom "artistic
space is not an indifferent setting for characters and the episodes of the plot. Its
connections with the eharacters and the general model of the world as formulated
by the artistic text indicate that the lan guage of the artistic space is not insignificant
but it constitutes one of the components of the general language used by a work
of arl” (Lotman 1977: 22)% It is space that shapes mulliple relationships within
the world represented: temporal, social, ethical ete, Stawinski considers space the
centre of the semantics of the work and the basis for other orders which are presented
in it (Stawinski 1978: 10).

Also theatre space is seen as occupying a unique position among theatrical
sign systems?®, “Space in theatre undergoes valuation, acquires special status thus
becoming the basic constituting element of theatrical work” (Skuczynski 1978: 175),
The guidelines for the study of dramatic space have been formulated by Jan Blonski
(1978: 197—211). According to him “dramatic space can be viewed as a unity
composed of the space that is given to be seen, destined to be presented ad ocufos,
and the other one, larger and less directly defined” (Blonski 1978). The space in
drama is enlarged, among others, by characters' utterances (and so is time) (Sta-
wifiska 1960; 156—190). Of major significance hecomes the relationship between
the space represented and co-presented. This is the terminology introduced by
Blonski while Stawinska speaks about scenic space and off-stage space (Stawifiska
1967: 298 and 1971: 210—228)?, the distinction which is derived from Souriau’s
scenic microcosm and - theatrical macrocosm (ef. also Skwarczyriska 1958 and
Scholes 1974). Souriau's scenic microcosm can be related to Bachelard's category
of “le dedans™ while “le dehors” is the reality evoked in performance yet absent
on the stage (Bachelard 1974; 284—30%),

Following this basie division into the space presented on the stage and the space
created by means of other sign systems, the present work is, nonetheless, primarily

" Actually Genette (1976: 231) speaks about the preference for the category of space over that
of time in the modern world,

o Quotations from Polish, unless atherwise indicated, have been translated by the present author.

" See nlso Mukarovsky (1970; 359, J600 who views the dramatie space as larger than scenic
fpace becnuse it invalves the stage of imagination, stage and audience,

"' See alio the more derailed review and discussion ol the problem in Stawitska (1979), The works
of Stawidska, Miodotska-Braokes unid the recent volume Przesirzed w Ntevaturze Torm the mnin bady
of research on dramatic space which inspired the present wark,

e
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coricerned with a different problem. “In the artistic time-space of literature the
spatial and temporal indications become united into one c?)hlers:nt and concrete
whole. Time is condensed and thickened and it becomes arnsncelully visible; space
is intensified and Yrawn into the movement of time, action and hmt::ryl, The stamp
of time makes itself present in space and space gains its sense and is meatziure[:i
in time”? (Bachtin 1974; 274). Bachtin also emphasises the fact Ehat| all attributes
that pertain to time-space (to follow Bachtin's term “chronotopos”) arc always
tinted with emotion and contain an element of valuation, .

Thus the present study introduces the temporal classification of space in drarnla.
The space presented on the stage is treated here as the space. of the present v{hﬂe
three different types of space can be distinguished in the theatrical macrocosm; The

- outside (in relation Lo the scenic space) space of the present, contemporary to that

presented to be seen, the space of the past appearing in characters’ recollections,

“and finally théfuture space referred to in their plans, hopes and dreams. The relations
‘between all these types of space will be studied and the signs by which external
'._1'§h_ﬁue_.is evoked will be considered. 1t is important which c11a1'=‘aciurslrc!‘cr to the
: past and how they are related to the space which they recreate in their words (cf.
~ Stawinska 1960 131—134). The aim is to disclose the most significant features

of the model of the world presented in Pinter's works in order to reveal some
‘regularity, patterns and specific elements of his spatio-temporal conceptions.

It is impossible not to relate the above discussed categories Lo that chharacteys.
Niekludow in his remarkable work “Sujet” and the Spatio-Temporal Relationships
.‘ri Russian Eplc Folle Song (1977: 358—361) notices “strict subordination of
specific situations and events to specific places. In relation to the hero tllcﬁc.‘plzlgs‘
form the functional zones: his presence in such g zone equals entering the situation
of conflict characteristic for this locus” (Niekludew 1877: 358), Lotman develops
‘this idea and states that “since the artistic space becomes a formal system qu‘
'Edn'structing various models — among them cthical — there arises a possibility
to characterize the heroes morally through their respective types of artistic space”l
(Lotman 1977 218). It, therefore, seems fully justified to treat the categories of
lime,~ space and characters together since the interferences (cf. Martuszewska
1979; 49—66) among these elements of presented reality, make it virtually
impossible to discuss one disregarding the other. Although Lotman is mnct{'ncd
only with the interrelation between space and character (with space being ascribed
the more important status and the function of maodelling characters) Pinlcr:s drama
Opens also a possibility of discussing the interdependences between time and
characters or, more precisely, between the characters and time-space understood
as a whole, -

Still, the main concern of the first chapter is the mode of existence of time-space
and particularly the relationship between the space of the present and the space
of the past,



TIME—SPACE

The past fx a foreigh couriry.
They do things differently there.
L. P. Hartley!

SPACE: ON-STAGE AND OFF

spahal image prasemed on the stage, in the themes that appear and reappear
raclers’ utterances and in the conspicuous lack of signals from the outside
: Pinter’s stage tends to be centrally furnished with the figures often centrally
‘grouped too It becomes particularly striking in the closing scenes which most
; '@'ftun-am arranged in a picture-like fashion. The final tableau in The Homeconting

15 most interesting in this respect, With almost all characters centrally and frontally

e

! This memorable line from L. P Hartley's novel The Go Besween (Hartley 1965: 7) alao opens
I’lht!'l‘s adaptation for the screen :mp]}mg the theme of mesging of past and present: Colston’s
voice. (apeaking at present when he is already an elderly man) is heard owver the view of 1900
&'mm' 1977: 286).
- EThisstudy concentrates wpon Pinter's plays written specifically for the stage, but his selevision
o dlio plays are alio referred to when the discussion touches the problems which are common
o ﬂ” lh&% media,

~ UIn “Hirold Pinter Replies” (Pinter-Thompson 1961: 10) the playwright suid: "1 have worked
i ‘-"m‘m-lﬁ types of theatre — in theatresin-thesround, with arena staging, bul mainly of course
with 'the proscenium’ theatre, 1 am not terribly bothered about new forms 1 always think of the
,medi:nmm stage when I'm writing® For similur statement see ulw Pioter-Findlater (1961 873,

: Fc.r example the scene of the party in The Siethday Parfy 15 abviously arranged “spatially™:

Whluy otcupies the central position yet he is sifent and does not communicate with anybody (his
- position of alienation is thus revealed), Lulu and Goldberg form one group, {o the left of the table,
.M“E and MeCann, the other, to the vight, downstage. There arises a symmetrical pattern of the
_‘w‘-‘f couples and Stanaly — outside, Normington commented ap the eentral areangement in The
- Hantecoming (Normington-Labe 1971: 144); “in the center of the stage are the established (igures
___.flihﬂ lenared guest 1s in the best chale®,
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placed and with Ruth occupying the most important position in the middle, t
ironic reference Lo a happy and conventional (sic/) family photograph is only tog
obvious. And use is also made of the frame of this Ttalian stage which serveg
as a frame of Pinter's final pictures and photographs.

The shape of the stage so strongly implying the theme of enclosure emphasize
the importance of the notion of the border in Pinter's theatre (Lotman 1976: 2258
Border can be most basically defined as a demarcation line which cannot be crosseg
if one is not entitled to (Glowinski 1978: 93). In the universe of the present the!
border separates the scenic microcosm (the space presented on the stage) from
its contemporary off-stage macrocosm (the off-stage space of the present time). )
These two territories are divided by means of walls which, whether concrete or
only mentally conceived, are always acutely experienced by the characters.

While not elaborating upon the well-known features of the inside and its)
relationship to the outside in the majority of Pinter's plays it seems worthwhile
to stress that the existence of the border separating these two worlds immediately
implies the idea of crossing this border, The line cutting through the presented
and co-presented space returns like an obtrusive refrain inl the characters’ statements,
It may be the result of the characters’ monosubjective spatial orientation (The Raom,
The Birthday Party) or it can be forced upon them in the process of interaction
(Aston ih The Caretaker who in the past was willing to cross the spatial spheres).
According to Plachecki (1978: 73) tension is a function of crossing the border and
in Pinter's plays the very thought that anyone might transgress it is enough to caus
the characters’ uneasiness. The presence of the channels connecting the two types
of space constitutes a dramatic promise. If there is a door somebody should enter
through it. The door is the most active sign of this space as the equilibrium of the
room may be destroyed as the result of an intrusion through the door. It may be
opened letting somebody in and bringing this person into the immediate universe:
of the play. It may be opened to let somebody out or, more likely, to force somebody
out. Even if it is closed it implies a possibility (inevitability) of intrusion,

On the other hand, the window does not perform its traditional function of §°
enlarging the space, The characters hardly ever look out through it to report what §
is going on outside. If they do look out it is just to convey the idea that the external §
space is furnished with negative values in their eyes. When the outside is described =
by a character looking through the window the view is that of neglect and lifelessness
(a pond without fish and an overgrown garden in The Caretaker). They also
approach the window in order to close the curtains (No Man's Land, The Lover)}
and thus the idea of separation between these two types of space is pointed out once’
more®, In a Pinter play there are no busy streets, no people walking by, no voices
and no noise of a big town heard from behind the window. The present off-stage T
space does not make its appearance through the acoustic signs, nor is it visually

apested in @ perspective view through the window. The only notable exception
'“ng the stage plays (the situation is different in the case of radio and television
i) is The Dumb Waiter where in spite of the lack of a window the messages t'rgm
outside world are received through the two existing channels: the speaking
and the dumb waiter itself, Here the nature of these signs constituting the
rical macrocosm throws certain light upon the off-stage territory itself. The
s come from ahove and are experienced by the characters as coming from
kind of authority, therefore fulfilled with due fear and eagerness. Thus l.h':
| geometry of this space follows the archetypal pattern of power and authority
sding in the upper spheres and man on the lower levtls is unable to penetrate the
Sve and understand its motives. The incomprehensible messages frequently
2g to concepts that are distant and exotic signify the impossibility of
chending the high authority while the written note complaining of m:gh:_ct
illing the previous demands reflects the more general ire of the pqwcrtul
we” at the doubts and reluctance arising in Gus's mind. The omniscence
o outside forces is also implied through the act of sending matches which
aracters need. This again is an expected quality of the mysterious authority
ch nothing can hide. Finally, this is where the death sentence comes
(at least it seems most probable to be the death sentence). In this way the
n makes it possible (although not necessary) to see the p!ay a8
entary on the fate of man who, unable to grasp the logic of the unpredictable
aracters never know what their job is going to be), mysterious and hostile
ity that governs their universe have yet to fulfil its orders, await for anything
ring, and in the end receive death from its hands.
‘was already observed The Dumb Waiter is exceptional in its abundance
veying the outside space. In other stage plays it is evoked in vc}-bal
ns and through the appearance of the characters functioning as the signs
[ the off-stage. These characters arc habitually permeated with the same qualitics
: ‘outside from which they come: unknown, unpredictable, incomprehensible
‘strange (the Matchseller, Mr. Kidd). Most often they represent some kind
uthority (Mr. Kidd — the landlord, Goldberg and McCann — the emissaries
Monty®), which is connected with the characters' feeling that the outside space
any moment, make its demands. The characters joining the two antithetical
88 of space and capable of moving freely from one to the other are, signiﬁcant!y.
ouiated with the idea of motion by their possession of cars, vans and lorries
‘Mick, Sam), By contrast, the characters of the enclosed space very often
leaving their loci, do not go out at all, and in the later plays are as if frozen
eir chairs,
he border cutting through the universe of Pinter's plays can be also seen as
ting one’s own space from somebody else's territory. “One’s own space is

- ; " ; 1 . Ao iation, the name “Monty” brings to mind Royal
! Lambert wrote in his review of No Man's Land: “Beyond the curtains lie space and air, ﬁ"‘,"““l“ this may bo a much _tw fiuc. amoc : ; 14 Be: with  somme
darkness and light, within are all the signs of a cultivated houschold, arranged in elegance and  Mounted Police known as "Mounties”, Thus, again the associatiop wou

order” (Lambert 1975u: 37), ! ofs l!.ljturltr.g‘,llthpug]-s this time famous for their courtesy).

]
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Yet, cven without going so far it can certainly be seen as a means of creating the
gpace as an extension of character. Similarly in No Man's Land, Hirst and his locus
make one entity: the space hermetically insulated from the outside, ignoring even
the natural cycle of day and night (curtains, light) and Hirst refusing access to
anv outside influence. One’s own space is also strongly indicated in Silence and
Landscape. In all these plays somebody else's space is invariably experienced as
alien and hostile,

Mot in all plays does the opposition of one’s own and somebody else’s space
follow this basic pattern. In The Basement and Tea Party® one's private space
changes with the entrance of characters from the outside. In The Basement the change
is indicated by the objects (the refurnishing of the place each time exhibits its
connection with the character who at that time can call the space his own) and the
possession of a female.

Yet, while in The Basement the spatial changes assume the form of cyclic
repetitiveness without a beginning and without an end, in Tea Pariy the change
15 a subjective one, The main character, Disson experiences his space as different,
unreliable, unstable with the shapes changing, and distances and dimensions
fluctuating. With Diana and Willy becoming well-established in his territory,
Disson feels that he loses control over his space until he cannot .
correctly. But there are no indications that his own locus
against him. Thus this time the change in the s
 disturbances that the character undergoes. In the
the rhythm of one's own space is marked by everyday act
and coffec drinking, breakfasts, lunches etc. -This mo
frightening in its regularity and thus inviting its o

~In Pinter's later plays, however, the spatial image
function. In Silence and Landscape the border cuts acro
from the verbally conveyed border separating’ the char:
outside) and becomes the sign of the disintegration of the ni
isolated micro-worlds of identical construction. Thus the border does
anything; the spaces presented are merely psychological spaces. Stll :
‘border is almost uncrossable in Silence and completely 5o in Landscape oy . Sty

The existence of the spatial opposition: one’s own, somebody else’s introduces
the problem of homespace, Pinter presens his characters most often pn'thﬂir.'gwn.
territory; therefore, it seems possible to analyse their /ocf in relation to the traditional

understood as the type of space which together with the character constitutes
a certain closed and homogencous universe. The relationship between the character
and the delimited space is based upon the principle of homologous alikeness o

dialectical opposition. The relevance of the type of interior for the type of people
that inhabit it is delineated, among others, by the nature and features of the objects
which furnish a given interior™ (Popiel 1979: 99). Also Michel Butor's statement
about the novel can be very well applied to dramatic space: “To describe furniture;
objects, i5 a necessary way of describing a character: there are things that cannot
be experienced and understood unless the reader is shown the scenery and the
accessories of actions” (Butor 1971; 43). Hence the signs constituting the space
can also function as signs in relation to characters. In Pinter's plays one's own
space is most often a homologous extension of the character’. The signs of the
space serve not only as the first indications of characters’ social position and
financial standing (from the poor and ugly interiors of the first plays to the middle
class and some fairly refined ones in his later plays) but also act as the signals of
their mental state (Aston’s collection of junk), their needs (the removed wall in
The Homecoming as the need of a mote open space or, possibly, Max’s attempt
not to let anything pags unnoticed in this house®), the roles they perform
(e.g. housewife’s role associated with the kitchen and kitchen accessories — Max,
role of a child and identity of an artist combined in Stanley's toy drum) and their
taste. The character’s taste is particularly well rendered in The Collection (although
a television play yet highly successful on the stage) where several sign systems are
employed to outline the difference between the two loci presented, and consequently
the difference between their inhabitants. The modern furniture of the Hornes® flat
is contrasted with the period furnishing of Harry's house. Equally telling is the
geographic location: the well-established respectability of Belgravia and the
territory of successful Bohemia-Chelsea. The implication is that Harry Kane needs
the external sign of tradition and establishment to counterbalance the risky situation
of his homosexual relationship (on the other hand this deviation often blamed
upon the English public school system may be seen as properly belonging to his
universe). Another thing which constitutes the two locf is sound. Bill listens to
Vivaldi while in the Chelsea flat Stella puts on a Charlie Parker record (classical
jazz). Apart form the mere suitability of the respective musical pieces for both
interiors, the music of Vivaldi “who composed largely for young women™
(Sykes 1972: 105) may perhaps be treated as yet another sign of Bill's homosexuality.

* Both plays are television plays, yet, they are included in this tiscussion just because the
Cmidium offerred a possibility of having the change in one’s space visually presented, .

% [n both plays the sets of the original stage productions were dc_sip_ed 10 siress the cxistenoe
of the borders: In Silemce, ~The sct, a stunning picce of gleaming tinfoil created by John Bury,
highlights the desclation and fsolution of the characters” (Marowitz 1973 164). In Landscape,
“On one side is a kitchen interior which suggests the servant’s pantry of a large country house.
A man puffs a pipe. (...) Opposite him, on a cutaway section of stage a woman...” (Marowitz 1973: 165).
Sea also Hobson (1969: 52).

T Homespace In A Night Owr becomes, in Walter's eyes, n homologous extension of his
demanding mother, In the majority of Pinter's plays it usually exhibits alikeness to the main character.

* John Bury, the designer was concerncd with the technical aspeet of this problem and argued |
that Pinter avoided a composite set which does not work well on the stage “by wriling intd the text
that line about knocking the wall down to muke an open living area” (Bury-Lahe 1971 28), The
present author is of the opinion that apart form Max's desire to know everything that is going on,
it is also easential to see the hall, the front door, and the staircase because the very act of cntering
this specific homespnce is so essential.
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fopos of homespace. A room as “the most elementary of man's existential spaces”
(Ratajezak 1978: 90) and especially a room as a home is charged with strong
emotional values on the basis of the function which it is supposed to perform, It
would be a place of personal freedom, a quiet retreat, a place of return, farmly
feelings, personal happiness and safety!'!, Yet, Pinter’s plays, one after another,
dispel all these idealized notions about homespace. Enclosure turns out not {o
be homogeneous with safety 2. The interior reveals the same features as the outside
{above all violence and danger). The pseudo-protection of the walls becomes

prison-like (especially in' The Birthday Party and in No Man's Land), The idea of

family reunion and of return to the old home is ironically reversed (The Homecoming),
family feelings and values have no access to these Joct.

Yet, while the wvisual SIENS representing the scenic space and the characters®
interactions taking place in these rooms are the negation of the traditional topos,

the statements of Pinter's people claim positive values for these loci attributing

to them all the conventis] features habitually associated with the idea of home!?
This bitter discrepancy allows the conclusion that the sueni::’épac: of Pinter’s plays
implies the debasement or even the utter distortion of the traditional fopos:
‘of homespace,

Pinter's homes do not exist in a geographic vacuum. He uses factual and
empirical data in evoking the theatrical space, The geographic references; names
of towns and cities, the street names and the bus routes can be confronted with the

places that exist in reality (e.g. a variety of places in The Rirthday Pariy, Birmingham .

ete. in The Dumb Waiter, Leeds in The Collection, London Alrport in The Home-
coming, London districts, streets and bus routes in The Caretaker, Hamipstead

Heath and Bolsover street area in No Man's Land, the latter actually providing
inaccurate information), Yet, in spite of the existing analogy between real geographic

space and the space conveyed in the plays the aim of Pinter's space 18 far from
representing the actual loef in London or elsewhere. The information implied by
topographical references is only seemingly relevant since it does not really matter
at all whether the characters speak, for example, of Amsterdam ar of any other
tity. The characters’ goals in introducing the narmies of geopraphically realistic
places are diverse™ and often mischievous, yvet never conmected with providing
referential information about the mentioned loct, never meant for confrontation
with reality but rather for revealing the characters that evoke them,

CUR s A matter of ‘doubt whether the generic idsa of shelter was al first associnted with

Protection from elements o concealment from one’s encimies™ (Pei 1964: 188 In Pinter's plays

th=se two original functions are of Breat importanee,

2 Diikore (1976: 9} abserves in vonnection with The Room that in' Pinter the home is “not ;'

inviolable®,

Y Only in The Dwarfs homespace is experienced as unreliable and unstable. fn The Homecoming
the idea of home is oecasionally ridieuled by the characters ¥et in other fragments af the play it is
highly praised, |

" The characters' poals in introdicing topographical references range from sheer pleasure |
derived from pronouncing the name of 1 distant and exotic place and (he wish to impress the
interlocutor, to the desice of confusing and frightening him
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The theatrical space of the present is, therefore. mfnposed of two sphere:si
There is the more distant space, presented as Jocus spatiosus made up 0; S.{:wrji
foci particulari (cf. Michatowska 1978: | 109, h_}pagrraphlwally pseudo—m_aha:w }I; ,;
in fact, not meant to reflect the definite spatial situation. And L]‘JL‘JE:: is also =
immediate surrounding of the room: the hmfs.c, the g:ircllen, .the staircase —~
these places which should be friendly and familiar ﬁnd which, in Ptnte{;, appler:aﬂnas
locus horridus impossible to explore, incompmhcn?able, m}..rsterfous an terrifying.
This more immediate sphere, conveyed 'predommantlj_e in verbal sign. sysEFEs
cannot be confronted with any point of reference hence it cannot be ucnrhfid. . IE
type of presentation allows the mythologﬁ;’:&tu}m of! t::l:; ;ﬂ:;:‘nedlate outside whic

it appear as a power béaring upon the charac e, ;
Stai:i tginie[:‘s plays j:1113 antithetic uppﬂsitiﬂn between the interior Iﬂr{ux- a.n.ri Fhe
outside world is reflected in the opposition hetween the 'char;cicrs of the u}s_ici::
versus those coming from the outside, The encounter of these twa'wo:r_llds-1n_\r'a_r1-..ab i
leads to the situation of conflict between the proprietor of the qn-:@sq:l locus and

the newcomer. Yet, the presence of characters in‘-.ja_fi_:fprjt@::il:i-gpéq?:is Lo
with a specific conflict (Niekludow 19’.?"”.-':--3.*’;_3_1 bu!. th@;_‘;f;’::gﬂi_c%_ _
itsell. Space is a value over which the characters are ready ta :
ship between spatial and nonspatiﬂ} values, may -:b_g_._glymd_g:tﬁui_I.__§?-
viewpoint as it was already observed by anautstandm‘gEuhﬂz;{ e
sociologist Florian Znaniecki. Aleksander 'Wa]hfa'._;p_ his dlscusm i}
work concerning the sociological bases olfhu_rnan_fx;g]_q%y':j:Zn_ﬁr%}:;g‘.&kl_%‘3_’%
the opinion that the discovery of close 1Pterd¢pmd_ﬂn¢§_ b&:twcen :lf:gﬁe; s abﬂv
of values and the postulate of translating one type 1[:13:0_:thq. other “1s probably
the most interesting idea of the whole study™ (Wallis 19'?;: II_SGJ. iz, :
[n order to be able to enter a certain space and stay in it a h_m_nan-bumi {[T}jlfs
have a tight to do so which is connected -fa.-lit_h t:;;. su;:;;.! ;?I:paal?g;-li;li?t;:lﬂnging
erson since this individual's presence within ¢ ared of spati . L
It}n: r;ugiven group is experienced as a sort of part:tﬁ:pai:on in lhl;i vallut Elz.::],:.rii:cé:
1938: 93, 94), Znaniecki suggests the term ecological position for the mf ]
present in @ certain space. This right is granted to a human being dn
a social role that this being represents (Znaniecki 1938: 94). — e
The space belonging to a group can be opm?ned to thle repr Ehexﬂta;;;ﬁmes i
groups under the condition that they appear in the snmali:.-" acm:p:arill il
once the outsiders accept their roles they can be grantenri i spf:mﬁlc ecologic: 111;5 .ﬂmu
on the group’s (erritory. In the ease of homespace Znaniecki dlstilzgué; B
types of roles which “make it pﬁﬁihlr: Forthpm's:_[r:gs Df;lizt]::id?:;:;;. ;ﬁrs Sg‘v:r‘mms
y ic ition in the family. These are the roles of : : :
:i?im:;?siﬂeﬂ?lgg;: a7). The clllfusid::r can ceasc to be a stranger permanently o1
;gmﬁﬂf: iﬁzu essential to realize what is meant bly the term “:;lLr::mgr:‘J {EE;:EEE
defines it in his work on the reasons of antago:gsm tow.lurdﬁ -btm.ng'i:f; S
1931) in a way that seems particularly rclle?ifnt for th{.: s1tuat;}n 1;%;:{ S
T'o the existing at the time sociological definitions of strangers Znanie
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“humanistic factor” and concludes that “strangers in relation to a given individual
or a group are those and only those whom this individual or group experiences
as strangers” (Znaniecki 1931: 118). This definition is fully confirmed in Pinter's
drama where the feeling of the owner of the room about the newcomer is clearly
the primary reason for viewing this person as an intruder. i

The case of Ruth in The Hemecoming is an exemplilication of a possibility of
admitting an outsider to the group in the role of an adopted member. The function
that the newcomer is then to perform is that of an “aneestor™ (a woman is to become
a mother). In the play the role is literally treated and Ruth is not to become a mother
to the next géneration but to the already cxisting one. Znaniecki observes that
the act of marriage to one of the members of the group is not in itself sufficient
for admitting the individual to the family, Of common occurence is an act of
adoption, the wife is pronounced a stepdaughter of the husband’s parents (Zna-
niecki 1938: 98). In The Homecoming Ruth is adopted as a mother and she is accepted
not when Max finds out about the marriage that took place years before but only
after a ridiculous scene of blessing and pronouncing her “kith and kin®.

In the other plays the situation is different since the outsiders are not, in any
way, connected with the inhabitants of the room. When the status of an adopted
member is being pranted, the ecological position that the newcomer oceupied
in his original group is taken into account. Yet, once the individual enters the rew
group his group role becomes the only essential one, In The Homecoming the family
examins and discusses Ruth’s previous roles and having found out that she represents
what they desire, they admit and adopt her.

A guest is a member of a different group in which he plays his main social role,
Entering the territory of the new group he has to prove his role in his original
environment, since this is what determines his higher or lower status as a guest.

In The Carefaker, A Slight Ache and No Man's Land the characters arriving |

from the outside do not represent any social group (at least they are all unable to

prove their relationships with any outside group), therefore, according to Zna-
niccki (1938: 108) they can be classified as vagabonds. Without support from their
original territory they can be forced to perform the functions that the new group
requires. '

In Ne Man's Land Spooner enters Hirst’s territory and claims his involvement
in an outside group (artist) so that he can assume the role of a guest, Characteristically,
Foster and Briggs, concerned about their own positions try to disclose Spooner’s
unsuitability for the role of a guest by undermining his links with any respectable
outside pgroup. Finally, Spooner agrees on performing the roles that might be
of use for Hirst, thus he resigns himself to the vagabond status but is nevertheless
rejected because he transgresses Foster’s territory,

The contrary situation occurs in 4 Slight Ache. The Matchseller does not seem
to belong to any group and has all the attributes of a vagabond but Edward tries
to impose the role of a guest upon him, by implying his high status elsewhere: “You
must be a stranger here, Unless you lived here once, went on a long voyage and have
lately returned™ and *I get the impression that you've been around a bit™ [23],

3

The ecological position of a guest in which Edward would like to see the Matchseller
is less dangerous for him than the one which is assoeiated with the role of an adopted
member (the role of child and husband), which Flora intends for the stranger
Finally the Matchseller takes over the ecological position of an adopted ml.:mbm:
and Edward, deprived of it, is turned out.

; In Th_e Caretaicer Davies is treated by Aston as a guest without having to prove
his role in an outside group. Mick, however, pretends to believe in Davies’s social
status outside their group {e.g. he asks Davies: “Whao do you bank with?™) and
accordingly offers him certain roles within their group that Davies — a vagabond —
is uuablf: to perform: experienced professional (interior decorator), tenant, cultured
companion shflring interest in classical music. Davies, on the other hand, cannot
leu:lr::'lstanf[ that he can be treated as a guest and he expects to be assigned the worst
jobs in return for the ecological position that he is granted which is what the
vagabonds are usually forced 1o do: “You want me to do all the dirty work all
up r{nd dcfw them stairs so [ can sleep in this lousy filthy hole every night?” [ﬁ.{].
Davies tries an outrageous maneuver of usurping ‘a role which would deptive

- 4 member of the group — Aston of his role, “If the vagabonds start to perform

Uther_lrulf_:s than the ones they were assigned the local group tires to force them
back into their roles or exile them® (Znaniecki 1938: 110). Znaniecki also notices
Fhat when the vagabonds enter the space belonging to the group this space becomes
!nfccted with their presence. Both in The Careraker and in A Slight Ache this
infection of the territory is commented upon. Edward says “I smelt him when he
tame under my window. Can't you smell the house now” [21] and in The Caretaiker
both Aston [69] and Mick [25] accuse Davies: “You've been stinking the place out”.

It seems that this attempt to apply Znaniecki's categories (ezological position
fmd ::c:lrrcs:p::undmmes between spatial and non-spatial values) revealed Pinter's
interesting, and certainly unconventional, treatment of the situations known to
soctology, especially in relation to the problem of assuming certaim roles in order
to enter the space belonging to a group. :

SPACE: PAST, PRESENT AND FUTURE

Extremely significant and yet almost totally neglected in critical literature is
the rcllationship between the space of the present — scenic space presented ad oculos
{and in some cases the ofl-stage present space) and the space of the past, i.e. that
part of theatrical space which is conveyed in the characters’ recollections and
stutcm:fnts pertaining to the past. Usually direct sighals from the past space cannot
be r:{cc:vcd and in the theatre it is habitally evoked by means of verbal sign systems.
In Pinter's presentation of the space of the past versus that of the present one can
frace several patterns,

In The Room a cettain fragment of theatrical present space — the basement
of the house (conveyed solely in linguistic signs) gradually emerges as Rose’s space
pt‘_thc past. It is from the basement that Mr. and Mrs. Sands have just returned;
1t is from the basement that a blind Negro, Riley arrives at the end of the play.



a2

From the very beginning Rose displays anxiety and curiosity about this territory.
In her urterances relating to the basement repulsion is mixed with a strange attraction
and her attitude to this place, although basically negalive, is surprisingly emotional.
She derives a sense of superiority from not living there, superiority in which the
evaluation “the room is better than the basement” finds its reflection in the spatial
arrangement — the room is upstairs, above the basement and the movement upwards
is traditionally charged with positive values. Thus Rose is also literally superior
{above} relative to-the basement and the vertical geometry of her space follows
the convention of associating the movement upwards with aspirations and ambitions
(cf. Michatowska 1978: 107).

The first indication that the basement can be linked with Rose’s past appears
in her conversation with the Sandses. Asked by Mr. Sands if she had ever been
in the basement of the house Rose replies: '

Oh yes, once, a long time apgo.
and the conversation proceeds as follows:

Mr. Sands: Well, you know what it's like then, don't you?
Rose: 1t was a long time ago [21],

In this way the basement is for the first time implied to be the Jocus belonging to
Rose’s past. In Mrs. Sands’s deseription [23] the basement takes on the characteristics

of locus horridus and lfocus angustus (of. Michalowska 1978: 110) with a variety
of numerous details hostile to a human being, It is a confined area, smelling of
dampness, subdivided into small sections (cells? cages?) and getting darker behind
every partition. It is essential that in the horizontal architecture of the basement
its mysterious parts appear as unknown or even impossible to penetrate. At the
same time in the vertical order of the world, darkness is a common atiribute of the
lower spheres and movement downwards is symbolic of degradation — the
association which is present in Rose’s mind. The image presented recalls the descent
into lower and lower regions of hell where every area, darker than the one before
brings one nearer to the heart of darkness where nobody gan be seen but an ominous
voice is heard warning that soon the heroine’s living space will be vacant. The man
whose voice comes from this blackness truly belongs in the space of the basement;
he is as black as every thing around him. There may be also an implied moral
villuation in introducing a black character (racial issues are nor present therefore
it seems legitimate to interpret this character as metaphorically black) coming
from a black, hell-like netherworld. The suggestion that Rose hersell comes [rom
the moral underworld finds confirmation in an indication that she may have been
a prostitute "Oh, these custoniers. They come in and stink the place out™ [29],
Again the moral aspect can be viewed as implied also in spatial terms: lower moral
values of the underworld and the higher morality of those who have managed to
clinfh up.

Yet the space of the past is bound to return and make its claims upon those
who have abandoned it. In her wish to bury it for ever Rose denies possessing any
knowledge of the basement or anybody who might be connected with it. She tells
Mr. Kidd “But 1 don't know anybody, We're quiet here. We've just moved into
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this district™ [27] which is in contradiction to her carlier statement that she had
been in the basement a long time before, Similarly, she claims never having met
Riley before: "They say I know you. That's an insult, for a start. Because I can
tell you, I wouldn't know you to spit on, not from a mile ol [29] although a few
minutes earlier she was positive that Riley was not the man’s real npame [28].

~ The attempts to forget the basement and all that it stands for prove fitile,
The messenger from thal space will arrive to reclaim Rose to her past life and focus,
Conlronted with Riley, Rose significantly stresses “You've gol 4 Zrowneup wormnan
in this room, do you hear?” [28] and later says “What do you know about this
room? You know nothing about it* [29]. In this way she points out the effects

of the passing of time, she is now a different woman than the one to whaom the
message was addressed, she is grown-up and Riley does not know anything about '

het as she is now and about her present space. In spite of these remarks Riley makes
his demand: “Your father wants you to come home™ [30], Although it is not clear
whether the basement actually is Rose’s past home yet some kind ol connection
between the place of her childhood or youth and the dark basement certainly exists,
Apart from the already discussed correspondences in spatial terms and moral
valuation it is also implied in Riley's changing his demand “Your father wants
you.." inte */ want you to come home™ [30] (emphasis added E. B.). Rose’s
refusal can be seen as a refusal to descend with all its moral overtones (movement
downwards). Yet, as it becomes apparent at the end of the play the space of the past
cannot be ignored. Rose has to pay her price for having rejected its claim

In The Room the past space is conveyed not only by verbal signs, The character
of black Riley is also a sign of the past locus with which he is associated through
his blackness and an element of mystery that surrounds him, In Rose’s mind the

“space of the past and that of the present are polar opposites. Shia_:ebq_r_;s'i:sji:}e'n_uj.t: an‘d

stubbornly refuses to acknowledge the reality about ;]l_e.space--tﬂ:m-_gl|rrdﬁﬁ'd§;.;hp;
and reinforces herself in her belief (hat her room s 'vittuall},r heaven on ﬂ:h;tll
The idealized space of the present impressed in the character’s imagination with
strong positive valuation is contrasted with the negative focits of the past. In this

‘situation there is nothing surprising in her attempt to forget that she ever knew

it and in her wish to break any connection with the feared space of the past,

Yet, infinitely more common in Pinter’s works is a pattern in which the past
Space is charged with positive values to the point of becoming glorified while the
present Jocws evokes negative feelings.

The motif of the idealized, arcadian space of the past appears in the Birthday
Hariy as a clear opposition to the dirty shabbiness of the boarding house living
room presented on the stage. Meg, the landlady refers to her past space, that of
her childhood “There was a night-light in my room, when 1 was a little girl (...)
My little room was pink. T had a pink carpet and pink curtains, and T had musical
boxes all over the room. And they played me 1o sleep (...} I was eared for, and T had

" Gale (1977: 7) represents a different point of view arguing that “Rose goes blind because
of her exposure to the world outside her room™,
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little sisters and brother in other rooms, all different colours™ [60], The bright,
happy colours of the past focus amoenns, cosiness of the little room, intimacy of
the night-light, pleasant sounds of music lulling little Meg to sleep are very far from
the grayish destitution of her present space (which she nevertheless desperately
tries to ignore)'®,

The furnishings of the past space are thus fundamentally different from those
existing in the present space, The present locus is filled with objects associated with
elementary needs, symptomatically food appears very often. By contrast, the objects
of the past space are not basic necessities, Meg's attempt to revive some aspect
of this fantasmagoric past in her present space is her gift of a drum bestowed upon
Stanley. It is the only object of the present space that is nat of everyday use and
it recalls Meg's musical boxes, Her childhood home appears also as inhabited by
her brothers and sisters — dear companions and a nanny who took care of her.
Her present life lacks all those emotional attributes. '

Equally idealized past space is evoked by both Goldberg and McCann. A cliché
image of happiness equivalent to Meg's pink room is that of a sunset which appears
in both men's speeches'”. McCann recollects the sun falling behind the town hall
in Carrikmacross [43). 1t is essential that this posteard view is that of Ireland, his
motherland, He also returns in his words to the times and places where he was joyful
and relaxed — the pubs in which he would sing and drink all night with the boys [60].
The past space thus presented appears as serene, friendly and beautiful and having
revived it in memories McCann asks the crucial question “New where am 1" [60].
Now he brings danger, unrest and hostility into the focus that he enters. He finds no
peace of mind, no joy. The case of Goldberg is almost identical. The space which
he recollects is not only meant to be conventionally beautiful (again the references
1o sunset) but is also associated with permanent values; respectability, family love,
stability, safely and the idea of giving help to others — thus generally with poodness.
These features are clearly contrary Lo those which characterize his foci of today '™,

Also Stanley's past is connected with a different type of universe than the one |

he inhabits at present, He recollects Fuller’s tea shop, Boots' Library [39] and in
these spatial references the trajectory of his life crosses that of Goldberg who also
mentions these places [56]. Since the point of convergence is in the past it allows
the assumption that the roots of present events are also there, Still, the most
important territory of Stanley’s past was a concert hall at Lower Edmonton. It was
the place of his triumph where he was the central figure which was reflected in the
spacial arrangement; " They came up to me” [22]. In the present space Meg recognizes
his position as central —a sad compensation fort the one that he had lost. Yet,

I The archetype of the home of childhood s arcadian space Is here deprived of a garden which
traditionally surrounds the childhood house — “Paradise lost of howse and gurden™ (ef. Crermin-
skn 1978 2310,

1 John Lahre finds this speech o mockery of the traditional view of nature and abseryes thin
nature I only i memary i e elaustrophobic urban world (Lahr 19712 177, 178),

b Lon opinion. is very similar: "Their childhood is impeitan Beciis ik epreenis. o kiml.
of couy emotionilism within which they try vainly to shelten in escape lram a present waorld of
bBrutality” (Boulton, 1972 97),

Ceiling, and
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Stanley’s case in respect o space is different from those of Meg, Goldberg and
MeCann. Stanley describes his loss of the desired space, his expulsion *.. when
I got there the hall was closed, the place was shuttered up, not even a caretaker,
They'd locked it up" [23]. He was locked out, never to regain his space of the past,
the only space charged with positive values for him, The loss of space implies the
loss of opportunities and talent (he says thal he had a unique touch — in the past
tense). Mow even this once happy space, that can be also seen as his focus of potential
achicvement that was ever since denied to him, brings bitter memories, It did not

prove lasting and finally turned against him, Therefore nowadays Stanley cannot

‘associate himself with any focus, His present territory is viewed as temporary and
he despises it while the past proved to be hostile. Only the future is left and Stanley
makes reference to various cities which he claims he is going to visit during his

- around the world artistic tour: he will perform in night clubs in Berlin, Athens,

Constantinople, Zagreb and Vladivostock. The places although topographically

- realistic are obviously chosen at random more for the sound of the word, association

with high life and exotic connotations that at least some of them, bring to an
Englishman, Clearly the future tour hasnothing to do with reality, it may be

- Stanley’s dream, but the kind of dream he does not even believe can ever come

true. Thus, the future foc/ mentioned may (o some extent represent Stanley’s dream
space, he must have once hoped to be a world famous pianist travelling all over
the world. But the space of the future is also used here to dazzle Meg who probably
does not even know where half of these cities are located. It is revealing that Stanley
presents his future in terms of travel which adds to our sense of its improbable
quality since Stanley is an opposite of a voluntarily travelling character, he does
not even leave the house, Thus Stanley’s situation in space was and still is tragie
and there does not seem to exist any hope for change, In fact, he has no place which
he could call his own and he has nowhere to go. Although he would like to leaye
the foeus horridus in which he dwells at present and although the world appears
to him in the tempting colours of locus spatiosus, yet he cannot make the decision
to leave; the present space is negative, yet he does not know any positive one either:
stanley (albrupay)l How would you like to go away with me?

Lulu: Where?

Stanloy: Nowhere, Sl we conld go,

Lulu: But where could we go?

Stanley: Mowhere, There's nowhere 1o go: So we could just go, I wouldn't matter,

Lulu: We might as well sty here.

Stanley! No, It's no good hers,

Laelas: Well, where else is there?

Stanlev: Nowhere [26] "

S =il

'_? Apparently (he memarablo words “There's nowhere to-go” were Pintee's important inspiration
Inwriting the play:
I Wis on tour with a faree.. | found digs in which a man had to share o room with & man in n kind
ol attic, slw?mg on it bed which had a woln above it, The sofi wis upside down, almokt against the
11 was under the sofn, and he wad in the other bed, Thers was a terrible landludy, and it
Wit all quite incredibly dirty, And at the end of the week T said to this fellow, who tirmed out to
Ve been n eoncert pianist on the pier: “Why do you stay here?” And he said: "There I8 nowhere
alse to go™, T laft with' thot _rinf;in in my enars, Then about o year later or o Latarted o write he
Birthetay Parry™ (Pinter-Dakewall 1965 630), .

"
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Eventually he will not leave his present space, he will be taken away and it is
| very donbtful if this “somewhere” where he is driven is the Jocus he, or anybody
might desire. Petey is terrified of the place to which the two men take Stanley zmd:
senses threat in Goldberg’s invitation to join them. -

Perey: Leave him alone! They stop, Goldberg studies bim.
Goldberg (fmsfdiousiyl Why don’ you come with us, Mr Boles?
MeCann: Yes, why don't you come with is?
Goldberg: Come with us to Monty. There's plenty of i
¥ > ienty ol room in the car, Pefey ; 4
pais her and reach the door, Y AMRS o v e

MeCuann opens the door and pleks up the sultcases.

Petey (broken): Stan, don'l let them tell you what to do, [E6]

P:‘:tp}r realizes that the loéus which is now their destination will not be the space
of freedom for Stanley. Thus Stanley is a character who does nol belong to any
{ocus, who, in fact, does not possess a place that he could fecl positive about, Yet at
the same time he is not a homeless character by his own choice, he is not a c!{aracmr
of the road.he avoids any movement in space and his final change of living space
at the El:'.ld ?f the play is forced upon him and has tragic overtones,

Dav.u:s in The Caretaker, a true character of the road lacking any permanent
docts with which he could identify himself, has [ost track :::1' the past and does not
even recall (or does not want o remember) where he was born, He elaims Ih:u he
can reestablish the missing links with the past by recovering his papers yet Ihexe-
.-ngmﬁ-:-z_mlly, cannot be reached, they seem to exist ina different space which assurm ;
4 Italcd:ku quality by piling up obstacles that one encounters an the wa:y to ::5
His space of the road is shaped according to the pattern of Jocus horridus {cf. Abra-l
mowska 1978: 138). Bad road, unsuitable shoes, rain are Davies's snuklas and
dragons tlmt_ wait for the knight errant who has set oul to free i princess from
her castle-prison behind seven mountains and seven rivers. Davies's pl'incu-s; takes
the fm‘n? of his papers while the castle possesses even a realistic ]:1.'-II!T'IE “S.idcup".
I‘r’&l .the Journey will not be undertaken and the reward will remain an unattainable
if]]lmmn‘.IWu are t.:nnfrm;cll:ud wil:k} a lragic situation of a character of the road Ul'i;Lh.J.i.:
Lt;;ic:ti [:;FI:“ ;:1 J:_l:‘::}-‘ » and Sideup, in spite of its geographic realism, will remain

I. he: f:lm' of the past which appear in Aston's reminiscerices in the same pla
arg :Ir'l‘;’lm'lﬁbl}" the places of contact with other people — the places '!.'rl:'n’r't'}l'k Iju"m};
entertainment, Both the calé which he frequented and the tactory in which he was
iﬂi}:lﬁ}:cd :‘ilrgg::stlud a Ipf:arssibi[j{y ui‘ml;cnlurugm rwjth the group, The mental hospital

presente by Aston as a turning point in his life. It was there that he was deprived
af his urge lo communicate with others?', The change in his life dating from this
l-l'c_tt‘li!ul_lji. experience involved also the change in his space, Now as he puts it: 1 st;:n:r

i 'l!'lhu apinions ol the erities on this mater nee diverse: 11 ] 7175 1
::;a: Q:lﬁ v :pfl :s [ H::Iﬂll'c :,-Imr:lu.'lcr unulu:--.u'n.-a against the uxf :::Iur ¢ -.1;-: I::tllnl f'nf :{ E}?ﬂ.g I[i?lﬁﬂl I{;Elnqu;c_ﬁ;
P th;; "r;a:utyy;:;n?:;?n::ﬂ::::}m:]::l|r|cu.1 lL.:' the pl.:l:ulill.u'l;.' Hlttll;iﬂ brothers; Boulton (1972 100, 101)
fcrun':;l:y A :“n: ;.,::1 L':.u‘:l.‘.':::.'::}' by selecting 4 tramp as the moin character, vet the

Inlthis work, however, the hospital iy viewed as Aston's invention but even then it cin be
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clear of places like that café” [57]. He chose the space of isolation — his lonely

 room and instead of working with other people, he performs his small jobs alone

and for himself,
Alse the visions of the future Joci unfold in the speeches of both Aston and

his brother Mick in The Caretaker, This time the references to the spatial
constructions of tomorrow sound more like the projects that theoretically could
be even carried into effect — the building of a shed or the conversion of the derelict
house into maodern flats are not dreams that cannot be accomplished. Yet the
furnishings, particularly of Mick’s Jocus of the future are strikingly incompatible
with those of the present space (although he does not live there permanently yet
it appatently belongs to him and he has a bed there). Also in view of the present
situation, of Aston’s inability to sort out his room and Mick's lack of initiative
in organizing the work about which he is talking, the only possible conclusion is
that the future spaces which the characters are conceiving will always remain an
unattainable dream,

A certain element of the same concept of past space associated with contact
and present space with loneliness was present in Meg's vision {other rooms of her
childhood house were the rooms of her brothers and sisters, and she had a nanny
taking care of her in her room, while nowadays her house is almost empty), in
Goldberg's description (his past space is filled up with his relatives with whom
he was apparently very close — now he has to share his space with his work
companion with whom his relationship is rather strained) and in Stanley’s account
(in his past space he had a large audience, now his audience consists of onc
person — Meg). This motif which was only additional in the before discussed plays
becomes the primary one in The Collection, Silence and Old Times.

In The Collection, the past space, a hotel room in Leeds although only temporary
in opposition to the permanent home spaces of the characters’ present was the
locus (or gave a possibility) of close relationship while in the present spaces the
relationships do not work. Although the love affair, if it oceured: at all, was as
temporary as the space in which it took place yet in the permanent space there
exists permanent emotional dsolation.

The dominant features of the space in which Kate and Deeley in Ofd Times
now live is the isolation and remote distance which separates it from other people’s
homes, They rarely go to London [18] unwilling to enter the space of busy life and
human encounters. Where they live there are “not many people” [20], while nature
makes its appearance through the mention of the sea and boundless horizon, Thus
their present home is a point in quiet locuy spatiosus while their past space displayed
contrary features, it was a lively city in which the mentioned foci partieulari are
cafés, pubs, art galleries, cinemas, that is, the places which indicale active involvement
in life, Again the majority of loei of the past which the characters recall are

Lredted i Aston's dream spne
Yo, even i tolally imaginary it s, necording to his vision, the space in which he was "eured" af his
“wisl Lo communicate,

o which e has conceived out of his present necassity for self-axeuge,
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traditionally places of encounters, the territories where people make friends, talk
o ot_hcrs and go in order not to be alone (especially the traditional function 01 the
pub in the English society). '

IY{:L both in The Caretaker and in 04 Times the easy valuation according to
which rh::l space of communication should be charged with pesitive qualities and
tharlof _mthdrawa] with the negative ones is not offered, The locus destined for
sharing it with_ athers did nat necessarily prove happy for the characters, In the
case o!‘ AHI.D.H i taught him (through his hospital tmaEmenL or the scl'f—av-;arcness
of hns mefficiency) to become weary of peopled spaces. At the same time he is not
.*:a.llsﬁﬁd with his present space of isalation aid tries Lo introduce a partner into it
I—I:s_ attempt proves to be a failure and he has to remain in his locus of saparati:m-
PJenher L.he past nor the present space provide Aston with what he desires A]sc:
in Al Times Kate renolnces the city of her past, i.e: the space of cnmmuni;:ation
and claims to prefer the COUntry:

The 'water's very soft here. Much sefler tham in Londan, T always find the water vty hard “in.°

Landon, Thats one reason 1 like living in the country, Everything's softer. The water, the light, the

shapes,l the :Ecﬂ.lnds, There aren't such edges here. And living close to the sea too, You can't
where il bcglrlls_ ar ends. Tha appeals o me... T don’t care for larsh fines, I‘ dcplém that k[nds?tl‘
L:Jr_gancy.,(.:.} I.llﬂ only nice lhmg abuu! a big city is that when it rains it blurs everything, and it
urs the Il|gl|l.t._.f‘rom the cars, doesn't i, and vour eves, and you have rain on your lashes: ‘That's
the only nice thing about » big city [59], : e
In this and several other utterances. Kate cuts herself off from her past and from
her past space — London. Anna, on the other hand, insists on returning to their
Ppast and defends the space with which it is associated: ' '
That's not the anly nice thi y i 1ce
801 0 i ot il Al aii oy b o e 84415 4198 yarm g
.'In dhn:r words the Past space appears accompanied by the altributes of friendship
?]:1& pzi:e.pi?} pa;::l ;;;nﬁ:jng’ssltartemams parraininlg_m the past spaces, events from
i ; peehis 0 1 : 1¢ past appear as more vivid, more real, more tangible than
. b ; . Ie escribes as contemparaneous, It s as if her true life belonged to the
Eis' I.WHN hecnPius.e?an more striking since her present life, her present space
E[:]L}'s Llhe qualities of a dream. seems to be only an illusion.
o u:rl;: |; stKL:tc]EOL' j?m'] urfgmundr:d to Iview Igﬁuma as a character from the past
e ]; i LHIIF}' from tizu ald l]]TIv.‘ES in London. Anna is present on the
D epu:.: ﬂ!pn_&na iﬂ her hgurlel— 1;hm and remote in the unlit area at the
rﬁind_—-jmt | fraoﬁwtfple\? the same position in 1_he: scenicspace as she does in Kate's
L :h;g il ;:; rnu-m{:—_ry, o ﬁ",m reu:oIJn:cnlon m'l being different once, a vague
e = ‘{,31 ) Em;;:n part of the self. Still, this old identity is always there
G b;mwi b 1.]» e dnna. ready to wakle up at a suitable moment. As the
S ke ate an Dcc]ey‘ turns to things from twenty years earlier Anna
e prc-:en? or mﬂ:t @ecnﬁcall].fr, Kate's old personality reappears from
b sl guise, Actively entering the scenic space Anna also enters the
: roughout the play the two women are constantly identified and

H Kalh-,n?nc I W i i i i
o erita s rih (1%73: 93) attributes a cinematlc quality to this “spectacularily sudden
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numerous indications suggest that Anna represents Kate from -the past®. This
interpretation is also implied by spatial references, Anna claims to have been
present in the cinema when Kate and Deeley first met. According to Deeley’s report
Kate and himsell were the only two people there, “there was only one person in the
cinema, one other person in the whole of the whole cinema, and there she is. And
there she was™ [29], Anna contradicts him and seems to suggest that she was always
present in Kate, '

I'remember one Sunday she said 10 me, looking up from the. paper, come quick, quick, come with
me quickly, and we seized our handbags and went, on a bus, to some telally unfamiliar district and
almost alone, saw a wonderful film called Cdd Man Out [38],

Also Deeley’s first talk with Kate in a café soon reemerges in his account of
having coffee with Anna, ~
On the.way to the party [ took her into a café, bought hera cup of colfee; beards with faces. She
thought she was you, said little, so little. Maybe she was you. Maybe it was you having coffec with
me, saving little, so litde™ [69],

Anna’s symbolic death, that is the death of Kate's old passionate; active self
occurred when a man entered her private space, when she brought him (most
probably Deeley) into her room, Thus the change of personality corresponded to
the change in space, significantly the man suggested not only a wedding but “a change
ofsenviromment” [73]. Thus in Qld Times personality is related to space Lo such
an extent that Kate’s past vivacious and open ego has ta die with the change of
focus. In guiet and isolated space of the present there emerges the new Kuate —
withdrawn and Tond of solitary walks. But unlike in the case of Aston when the
process was still rendered in terms of one characler going Lhrough major personalily
change and adequately entering a different type of focus, here the change is seen
as s profound that it is presented symbolically through two different characters
and the images of death and rebirth,

Kate's attempt 1o forget about her old identity appears, among others, in her
final denial of Auna’s existence in her past Jocus: “He asked me once, at about that
time, who had slept in that bed {Anna's bed, E. B.) before him. [ told him no one.
No one at all” [73]. Yet the past exists, it can never be rejected complétely and
it returns incarnale in the character of Anna, it is present even il the characiers
are not aware of it. As the character from the past enters the present also the past
space enters, or is superimposed upon the present space.

In view of the above it is legitimate to consider Anna’s present focus (her
permanent off-stage space, sipnificantly conveyed only in verbal sign systems,
thus impossible to verify) as the young Kate's dream of her territory of the future.
Since Anna represents the suppressed passionate aspect of Kate the focus in which
she lives should display the features that a young, emotional, poor girl (their lack
of money in London is commented upon) would dream about, And this actually

A Ep Anna’s insistence on using old fashioned words, Deeley's decision 1o find ot aboul
Anna through Kate by watching her and several others are discussed in Byczkowska (1977 71—80L
See also MacAuley for a similar interpretation (1973) and Ganz (19720 175) who views' Anna as
“at’ ance’ an independent character, an aspect of Kate's: inner sell and an e¢mbodiment of a whale
tendency. toward luxurious corruption and sophistication that Deeley fears™,
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is the case. The description of Anna’s world contains all these qualities: il is distant
and foreign (young girls’ dream of far-off foreign countries); slightly exotic,
luxurious and sensuous (bare feet on marble fleors, yachts, specdboats, beautiful
Mediterrancan people and a rich husband). Anna’s “rather fine villa... very-high
up on the cliffs” [40] seems to be a modern version of a teenage dream of a beautiful
castle on a high mountain while the voleanic island which is even furnished with
geographic reality (Sicily) provides the necessary element of danger and implies
the part of Kate capable of passionate outbursts. To sum up: the nature of the signs
which are used to convey Anna’s permanent focns make it possible to identify it
as Kate's old dream of her future space.

On the technical level Ofd Times relies once more upon the manipulation of past
and present. There exist three planes in the play: present, past (memories — past
tense used), and the re-enactment of the past in the present (present tense used).
There are no clear distinctions between these planes which is well seen at the
beginning of the play when in the scene set in the present the past reemerges without
any warning or edplanation in Anna’s memories of the girls' life in London. So far,
the past is merely recollected, memories are introduced into dialogue concerning
the present. Later in the play the past is brought onto the stage, the farmhouse
becomes the flat in London yet there is nothing in the dialogue to indicate the
passage of time. Also the stage sel (which remained the same even in the television
version of the play where instantaneous change was technically possible) does
not reflect the fact that the women are, at least mentally, in a different space,
The past space is created in words yet not by means of descriptions (as it happens
in recollections) but it naturally emerges from dialogue. The movements, backward
and foreward, in time without any preparation, the coexistence of the different
time planes, the lack of any clear distinctions and boundaries between these planes
(e.g. an action mentioned as if in the past is performed in the present) and the verbal
imposition of the past space upon the present space correspond to the fusion of
past and present on the thematic level,

Hence, the question of charging the space with certain values also appears in
a different light. It becomes obvious why Anna is strongly positive in her attitude
to the peopled past space while Kate seems satisfied in her present focus of loneliness,
At the same time Kate appears somehow attached to the places she used to know
in London and Anna recognizes the advantages of the remote farmhouse. Although
the two different aspects of her self: the passionate and the dreamy one are torn
between two different types of space and two different life concepts yet, being the
same person she is bound to feel some attraction for the Jocus associated with the
other part of her personality.

The idea of the same scenic space representing at once the focus of the past,
and that of the present is further developed in Sifence. Here the setting is so unspecific
that it can stand for any focus. The emptiness of the space becomes a sign which
can change its signifié. Therefore, when the characters move into the past, the same
empty space, due to its universality, becomes the territory of the past. The past
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is significantly associated with movement in space — movement lowards another
human being (it is the only time when movement occurs on the stage). A chance
to approach anolher persdn, a chance for cmotim:::li invoth‘fmcnt represented here
by a series of simple changes in spatial positions emsted_onl'; in the past. The present
space indicates isolation, the characters are enclosed n their areas and when the

‘present scenes are acted out they never leave their chairs, This time the past space
is strongly impressed with positive qualities; it appears as the space of happiness,

and love (or, at least, possibility of love). It is also associated with the country while
the present locus is that of the city. It is only when the time moves backwards that

~ the spatial boundaries can be crossed and the areas become open. The present

space encloses the unhappy immobile characters unwilling to leave their cells and
confront life and other peaple. _ _
The opposition of open space and enclosed interiors or C{-mmryau_ie nmi1 city
space i$ a recurrent motif in Piptcr‘s drama and although the pastis usual!y_assuf;lg_te_q
with open spaces and the present with the city yet, as it was already visible in Old
Times, this pattern can be reversed. The opposition as such is, nevertheless, always
retained. Nor does Pinter fall into the formula that the city space should be associated
with communication while that of the country indicates isolation or vice versa.
Any locus can appear as a peopled territory and rural space may offer more chances
of human contacts than the busy space of the city. : RE
In The Homecoming Max reminisces about the open spaces of his youth, his life
on the course at Epsom: "What a marvellous open-air life" [9]. And, mnthgugg
London appears in his memories, it has the positive attributes of facts spaffo : he
speaks of the West End of London [¥], the places he used to i_'regumt'}?'i;_ﬁ-;h‘_lﬂc__ fﬂﬂ
Mac and of the family butcher shop. Nowadays Max is ascribed tn:hn:-p_;yqlltg;gi
and he is most happy in the kitchen *I hate this roon. Pﬂma.._ltf;qlhn;htMF'

hral £

It's mice in there. It's cosy. Pause” [37, 38]. The change of hftSanE#wasgf' Cee
to Max, the result of his family duties and was also connected with the chan
hig interests from horses and fights to qlmild:ﬁ? and al.ga:m&e-&a from
opposition: open — enclosed, Max's change of /ocus may be seen as a trunsitior

friimlin male spapoc (butcher shop, paddock) to female 51::ac¢{kit§hm}._ Srmllnﬂy.ﬁ'n:n
the dominating position in the past space “We'd walk into a E"?‘_“.*.t-ﬂ“,‘%’h!“_l.,ﬂ'“{?,‘?ﬂ?'ﬂ
stand up, they'd make way to let us pass® [8] he descended into the situation in
which he is scorned and humiliated by his sons and in the final tableau Pf the 1‘{]11}’
he is on his knees on the floor begging Ruth for a kiss [81, 82] — the spatial position
of degradation.

It is revealing that Sam who never fitted in a mals space {he: was a failure at
their butcher shop) was also unsuccessful in his relationships with wqmcn._Mac.
on the other hand, who is presented as a lustful lover proved his efficiency in the
male space of the butcher shop, (00, ;

It tl:;wrcfnrc seems fully justified to look for significant connections ha?wenn
the character and his focus and to view the change of locus also as a change in the

_ character.
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The new type of opposition can be detected between Ruth's space of the past
versus that of the present. The locus of her youth, definitely positive, is her
homeland — England.

Once of Iwice we weni (o a place in the country, by train Oh, six or seven limes. We used to pass o...
& large while water tower, This place... this house... was very big... the trees... there was a lake, you
see.. we used 1o change nnd walk down towards the lake.. we went down a path,,, on stones.
there were... on this path. Oh, just... wait.., yes.. when we changed in the house we had a drink.
There was a cold buifet, Pause. Somelimes we staved in the house but . most often... we walked
down {0 the lake... and did our modelling there, Pause, Just before [ went 10 America 1 went down
there. | walked friom the station 1w the gate and then 1 walked up the drive, There were lights on.,
Iostood in the drive.. the house was very light [57, 58]

Thus her past space is associated with lakes and trees. drinks and food and a big
house which was all lit up. This was the place which allowed her to fulfill her desires
and follow her impulses, she could quench her thirst and satisfy her hunger. In this
space she was “a model for the body" [57] while in her permanent present space
(Ruth' present space —"an American university campus — is also created only
in words) she is forced to behave like a respectable housewife married to a proper
university professor. - A

Ruth’s past space can be associated with natural impulses, with following natural
drives and living according to her true self (focus naturalis). Her permanent present
space — locus artifictalis is that of pretence and disguise; she is unnatural there,
she has to wear a mask while her needs and appetites remain unsatiated. '

The American space is “all rock. And sand. It stretches so far... everywhere
you look. And there's lots of insects there” [53]. Thus the spatial and temporal
opposition appears in the case of Ruth in terms approaching life and death, The
natural and life giving space of her past is juxtaposed with the sterile, hostile and
barren space of the present™, Accordingly she appears as a different woman in
these two different types of space; one — giving hersell to many men as her nature
prompts her, the other — suppressing her wants and limiting herself to one man.
Thus her decision 4o leave the space which she experiences as so utterly negative
is only too obvious, She returns to the focus which is similar to that of her past,
she cven says, "I was born quite near her™ [53] indicating that her roots are in this
territory. Her new spuce, the focus given on the stage which, at the beginning of the

™ Here is a handful of crithcal views connccied with this problem:
Warner (1970: 340—353) and Ganz (1972: 162) imerpret Ruth's decision as a reflection of her
fferl to escape the aridity of hee Nife ih Ameriea and her departure from conventional morality ns
hcr‘ ultempt to - achieve authentic being. Burkman (1971: 110) considers spatial imagery and
writes; “Perhaps (he action of the play miay be described as Ruth's escape from the desert (America
and Teddy) o the jungle (London and Teddy's family)", Hewes (1967: 81) discussing the set alio
refers to the “jungle” image: “The curtain rises on John Bury's Inspired setting, an enarmous living
room in which a few picces of rundown fumniiure slightly larger than life-sine are tled at us 1o
intensify. the play's strange atmosphere, and free us from normal expectancies. It is a jungle cave

i which an allsmale family of four fght to preserve thelr vieility. The image ol the fungle, “..the

life in ithe human jungle” (Hull-Wardle 1971 9) reportedly oceured to Peter Hall, the director,
immediately after reading the play. Yet Wasdle, himsell 1971: 38, 39) is quite emphatic stating that
Pinter's stage “does not present the conventional image of o jungle™,
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play seems to constilute only a temporary present territory for Ruth, is inhabited
by people living according to their impulses and full of men, Ruth also refers to
her future space which is, above all, destined to meet her needs: “T would want at
least three rooms and a bathroom... I"d want a dressing-room, a rest-room, and
a bedroom, (...} You'd supply my wardrobe, of course?.. I'd need an awful lot.
Otherwise 1 wouldn't be content” [76, 77]. Far from following the conventional
rules of moral valuation Ruth judges the space according to the degree of satisfaction
she receives in it. She desires and regards as positive the locus in which she can be
herself and in which she can get “an awful lot”. Thus the play traces the process
in which Ruth's temporary present space becomes her permanent locus. It is also
possible to view Ruth as a character of the road, the only character of the road
in Pinter's plays whose life considered in terms of a journey follows a closed pattern
(Abramowska 1978: 130). Ruth finds a new version of a home which she had once
left (return to homespace in Eneas’ version — building of the new Troy).

The focus to which Teddy return and which is the present space presented aid
oculos in The Homecoming is, at the same tome his space of the past, the one which
he left years before, The Homecoming is, therefore, a play about one's visit to one’s
past space. The territory to which Teddy belongs now, this very same American
space which Ruth views with such aversion is for him furnished with positive fealures
(it is interesting that he associates the American space with water while Ruth
stressed dryness as one of its most essential qualities). To Teddy his permanent
present space appears clean and fresh while his past home and consequently his
temporary present Jocus is first of all dirty, "Clean” and “dirty™ may be scen as
metaphorical terms implying moral judgement. To Teddy who takes pride in being
able to view everything objectively and unemotionally the world of his family must
appear impure while his American life is sterile in a different sense than for Ruth.
What she secs is its emotional bareness while Teddy associates cleanliness with
moral purity, physical and mental health. Hence, he cannot fit in his original past
space and is bound to leave his temporary present /ocus,

Sterility is also one of the features of Disson’s present space in Tea Party. The
most striking thing about the interior of his office is "a selection of individually
designed wash basins, water closets and bidets, all Tit by hooded spotlights” and
set “along the walls in alcoves... at various intervals” [9]. The cool indifference
of this lecus can only intensify Disson's mental problems, This is not the type of
space in which a frustrated man can relax and recover.

Another very significant quality of the present space in this play is its ostentatious
luxury, the glitter and polish of money that shows up everywhere, The space
comprises multiple loci (Tea Party as a television play is not limited in presenting
niumerous places): Disson’s house (breakfast room, sitting room, bedroom, dining
room, workroom and games room!) Disson's office suite (his and Willy's oﬂicﬁ_;l‘.,
Disley's surgery, “cxclusive” [14] restaurant and a “sumptuous™ [16] hotel room
in [taly*,

B Pinter's use of the words "exclusive” and “sumptuous” in the stage directions (in which he
is nlwiys very brlefy indieates that he Wants 1o stress this guality of the presented spaee,
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On the one hand this space represents Disson’s success in life, He is comfortable
at home, has an elegant office, is able to afford expensive trips abroad. He is rich.
Yet, this is @ view from the side because Disson himself is not free from doubts
about his stccess.

His choice of his present nowvea riche living space with his office walls "papered
with Japanese silk™ [9], the mirrar in his sitting room which, he must add, is "a few
hundred years old” and “must have cost a few bob™ [44] represent his frantic attempt
to live up to the new standards which he himself and the companions he chose
have imposed upon him. Yet, the feeling builds up in him that he is unsuitable for
this space. The distorted vision of reality will be the price he will have to pay for
his fears that the space in which he lives is really foreign to him. He develops
a complex that he does not fit in his present space which he himself has ereated
and finds satisfaction in reminiscing about his past visits to the pubs where he
could drink “eleven or nine pints”™ every night “with the boys™ [40] and was ready
to fight with anybody, i.e. the space in which his position was domineering. In his
present space he feels overwhelmed by his aristocratic wife and her self confident
brother, who, in turn, present their past space — radically different than that
of Disson, Diana’s and her brother’s past locus is painted in delicate colours
indicating the high social standing of its inhabitants, They speak about the lawn
in [ront of the terrace, the great long windows through which one could hear Diana
piay Brahms [14] and about ather typical attributes of a high class country estate:
the lake with the wild swans, the *withdrawing room™ in the house [14]. In short
“Sunderley was beautiful™ [40] and its quiet subdued traditional wealth stands
in opposition to the showy glitter of Disson’s present space which they, too, now
inhabit.

The past space of the siblings is now “gone for ever” [40] and Disson “never
got there [40], it was closed for him,

The past space of Diana and Willy in Tea Party apain appears idealized, charged
with high and subtle values and although the present space is by no means presented
in o pejorative way yet it is cleary inferior to their past Jocus. TUis but an imitation
of the externals while tradition, quiet beauty and class are missing, It is important,
however, that Diana and Willy never reveal any dissatisfaction with their present
space. It is Disson who fears that they do since he sees them as the representatives
af their past space to which he had no entry. The fact that he had never crossed this
spatial boundary implies to him that he can never penetrate the social barrviers
that he sees between himself and his wife, His insecurity does nat allow him to take
his present space for what it is, for his success nad achievement, In his eves it appears
distorted, things and people change shapes and behaviour and turn against him,
Thus, although the way in which ditferent focd ave presented in Fea Party allows
consideration of them as, in a certain sense, oppositional yet it is only in Disson’s
mind that the present space becomes insufficient through the implicd superiority
of Diana’s past fecis and symbaolic of his inability to equal his spouse,

The arcadian view of the past appears once maore in Landseape. In this play

N
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the opposition between the past space and the present ,_fa_cus reaches its peak. Beth's
past space is impressed with nothing bul positive qualities .
On the beach, Well... it was very Iresh, But it was hot, i the diunes, ﬁut_t[ Ws 8D E'm_sh on the
shore. | loved it very much. Pawse Lots of peaple.. Pawse People move socasily, Men. Men move )
Wy man slept in the dune (..} Snoozing how lowely. [9].
Her positive emotional attitude makes her see only the peaceful beauty of the past,
These features become even more conspicuous when compam;_] o her pn:sm:r Iacu,:g.
She is in the kitchen of a country house where “the dust is bad® [23], “there’s
moths” [23], where the windows in the drawing room are never ppened any more:
Heth talks to herself and does not respond to her husband's rcm_arks,‘shu does
not even seem to hear him. The enclosed and isolated character of Beth's Prcs:_:nl
locus is in contrast with the open spaces that she recollects. Even when interior
Iocus appeats in her memories it is a hotel bar — the peopled space of human
contaets. In the past space there was movement: she walked on the beach, drove
in & car with her lover, “caught a bus to the crossroads and then walked down the
lane” [27], peoplé moved, men moved. By opposition the present sparfc_stm;ds
out by its complete immaobility. Beth not only does not 8o outside any more but
he even does not move from her chair throughout the. entire play. . _
Thus the past space in Landscape is associated w_n_h hﬁj~ among people, with
aetive attitudes and with concern about the things of life. 1t is, ab::-ulre1 all, the space
af love, of communication and fulfilment, of happiness and i poﬁ-?mlhl:f of creahp‘g
new life, of pleasures sensuous yel gentile. ILis the space in which B_ethlhulzrscit 1:;
young and beautiful. The present focus with itls radically dtﬂercpt [‘?“'f““‘? 15 l:gnm e
by the character. Beth actually seems to believe that she is still living in her pa :
and it allows her to divorce herself from her coarse and gloomy present. Her attemp
is to confine herself to her space of the past®. But, apart from the fact that the
present space is given on the stage, even its part merely outlined by I_thﬂ‘ ap.pcfirs
more realistic than the loci evoked by Beth. Her past space creales the 1rrEpr:.;smnj
of dream space, e.g. "So sweetly the sand over me. Tiny l.lll.? sand on my skin, Pause
So silent the sky in my eyes. Gently the sound of thr_.- tide! [31’.?‘1. e =
Landscape is one of these few Pinter plays which contains 1".":_!utcr!u_:?.1l:oﬂl“:
space of the future. When Duff talks of any future al’crc:m Lml invariably x-!u.s . ¢m
in it. And no matter whether he refers 1o the mitmdu territory or to :;1 wh'l n:::hf
{drawing room) in the house it is the idea :JE"L]u:mr together, of Heth an :rn.r !’
involved in common activities that permeates the future spact. He also la‘}n'-gﬁ {._
communication that he does not find in the space which .iw now, shares with his
wife, but his wishes, unlike hers, are clirc::llu:.ll towards the future, : P
The opposition of country spiace and city space .RH well as o L,:p.m‘,,.‘.-{ e
enclosed interiors retufns once more in No Man's Land's present and past 111.,.1112 ED ;4i
“A memory of the bucolie life” [28] of the past, tea on the Inwn,: cutt:};ly.a [ . 'n B
are the attributes of the world that both Hirst and Spooner evoke in their utlerance:

; ;  that
1 Similurly, Bigo (1973 182) concludes! “she will never be Ifl.bl{‘.' (o oscape: hex landscape, tha
of yesterday grafted on (o the present and projected into the Eutlurf. '
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relating to the past®’. These Joci appear as peopled by friends, companions,
mistresses and wives — the past emerges in their words as the time of friendship,
love afTairs and family feelings, and as such it 1s contrasted with the present space —
Hirst’s permanent Jocus — of isolation and withdrawal from life. In the past the
windows were open, the border with the outside world could be easily crossed,
the present focus is isolated from its surrounding by the blinds which cover the
windows even during the daytime. The old friends ate gone, the present space is
inhabited by two sinister guards (servanis?). This is the focus that Spooner enters
as the play opens and, although it turns out to become only a temporary space for
him yet, he immediately experiences its laws and regulations. Hirst’s permanent
in-_:pri:s'c:-nment is paralleled by Spooner’s being locked in the living room avernight,
He gets a taste of what Hirst suffers all the time in his no man’s land?,

In this space of the present nothing changes, nothing happens, it is the locus

‘of utter stapnation® while constant mutability®, above all the ever changing

_ re_i:;'ticinships among people, characterized the loci of the past. These changes
were not necessarily viewed as positive by the characters but at least they signified
that people were alive then. In the present space they are just preserved in alcohel
like the specimens of an extinet species — the abundance of bottles with various
spirits on an antique cabinet is “the central feature of the room” [9]. This cential
spacial position points to the importance of drinking for Hirst; this is the only w_ag,;-
in which he can endure the universe in which he lives now {Both men recollect
tea cups, not whiskey slasses in their past Jogi)). In Peter Hall's origi‘r':a! production
the room was semi-circular which gave the cubinet, actually a large table in this
performance, an altar-like position. First also believes thal one can preserve one's
_p’a_ﬁt by symbolically enclosing it in a photograph album. Like Beth. he tries to
retain the illusion that his space of the past has not vanished:

h{y true: friends. look out-at me from my album: I Bad my world. T have it. Don’t think now. thal
s pone. UH-choose to sneer at it toe cast dowbl on ity 1o wonder i it propecly: existed, Mo, We'tre
talking of my yowth, which can never leave me. No. It existed, It was solid, the people in it were
solid, while... transformed by light, while being sensitive... to all the changing ight [45).

i B_i!_iinglmn (1975 10) abserves thatl the contrast between the space presented and thar which
AR created in words was very obviows in the performance of the play yet he failed to notice that
an impartant part of the outside space belonped to the past! “Peter Hall's metronomically precise
pmdlu-;tmrr alst brings out the extraordinary conteast of images that i part of the key to the play —
wutside & world of country cottages, sunkit lawns, buealic gzicty, inside hothouse order, ostentatious
wealth, endiess booze”. : '

:'*-Ac:conhiing- to Robert Cushman (1975 32) ihe title “No Man's Land may denote the arca of
gro!.lm_i.-—_l-{{rst's house — in which the characters are strupgling o zain or retain a {eoting... But
when the 'phras_c attually occurs in the dialopue it is used of a state oF i sense of lime having:
cms:g a‘:lid_'alt memarivs having jelled into a single immovable instant™, ; ;
Urh""é:::l’rr:-r.lg;l::bﬂﬁsz fU} ?Ompnlrﬁ' the characters Lo the figeres in Kears's “Ode On a Greeian

L arber {19?5. ISL the situation "is so static as to verge on dramatie mertia”,

y _F:',g' travels ure mentioned as undertaken in the past: Spooner’s trip to Amsterdam, Foster's
ﬂnﬁt}'aﬁfd.i&%tii&jggm@'[d Stam and Dali,
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To him the present space is hazy, the shapes are blurred by alcohol while the
past and its inhabitants are still solid?!, Yet, at times he starts to doubt and question
the validity of his memories and the existence of the space that-he reminisces about
“It’'s gone. Did it exist? It's gone. It never existed. It remains, | am sitting here
forever™ [46]. Hirst is torn between his desire fo escape into the past world and
the awareness, which sometimes becomes clear to him, that the past is gone and
that it eould actually be different than what he now remembers.

For Spooner, the present space which he has entered as a guest constitutes
a value to be gained. The features that appeal to him are its comfort and luxury.
The reconstruction of Spooner’s past space is an impossible task; he himself creates
the already discussed images of pastoral country space and refers to his sophisticated
and immoral days at Oxford (these are the docf which he is supposed to: have
shared with Hirst) but Briges and Foster associate him with a public house where
they knew him as a beer mug collector. This difficulty in associating Spooner
permanently with any particular Jocur, and the fact that he, in some way, fits in all
these spaces and in some Way, does not belong to any of them allows the viewing
of him as a character of the road, especially that he mentions Jack Straw Castle
as one ol his feel — a public hotse frequented in the past by highway men [23].
Spooner’s attempt to win himself a living space fails. Hirst states his reluctance to
share his space and his life with anybody and he does it in terms that are clearly
spatial: “There are places in my heart... where no living soul... has... or can EVerL.,
trespass” [84] Yet, at the end it seems that Spooner becomes conscious of the
negative values of the locus for which he was fighting. He will resume his journey
through time and space. _

The most striking feature of Pinter's presentation of space in his dramas is.the
gver-repeating series of oppositions. They exist in the spaces which are contemporary
in relation to each other, they make their appearance in the space of the past versus
that of the present and in the space of the future considered in reference to the present
locuys.

Plachecki (1978: 55—79) is of the opinion that the result of locating certain
spatial spheres in the pre-action and thus attributing to them the plus-quam-perfect
time feature is that these spheres become included in the time sequence which is
different than the time of the events. Consequently, these past territories, even if
objectively homogeneous with the spatial spheres of the story itself, belong in fact
to a space different than the one which accompanies the proper action, :

In Pinter’s works the case is far more pronounced since the Joci of the present
are invariably oppositional to the territories of other time sequences. The opposition
may be expressed in various terms and the list is long beginning with open—closed,
up—down, dark—light and dry—damp. These classical pairs do not exhaust the
theme which 15 dlso restated in terms of shabby—elegant, dirty—clean, sumptuous—

% posimilar concept appears in 4 Sifght Acke where Bdward's past space walstta-'g{ :a.rtil qeﬁﬁqd
and well arranged [35] while today he can no [onger define the space and lheﬂ_ abjects in'ir. Alienated
from his focus he is also disposed of.
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—modest, beautiful—ugly, safe—dangerous, respectable—immoral, peopled—
—empty, busy—quiet, moving—immobile, urban—rustic, familiar—unknown,
male—female, blurred—solid, domestic—foreign, modern—traditional, old—new
(also stated as Enpgland—America), These habitual contrasts imply the emotional
attitudes involving such feelings as friendship and hostility, love and indifference,
involvement and loneliness which develop in the appropriate foci, The moral
valuation is also implied in displaying the space of stagnation versus that of change
- or the Jecus of natural behaviour versus that of artificiality,

The values associated with the present and past spaces are not constant, i.e.
the space of the past is not always charged with highly positive attributes although
this is most often the case. The emotional attitude can be invariably detected in

the approach of the character to the space that he evokes, even if his attitude to.

this focus is negative,

While the present locus is very frequently sullied with an excess of objects the

space of the past can be completely unfurnished. The objects which belong to the
present space serve as the signs of the monotonous and repetitive everyday life
‘while the past objects, interesting and unusual, signily the life that has not vet
fallen into drudgery and routine, Similarly human relationships are usually reported
1o have flourished in the ‘past foof which were very often destined for this specific
purpose. In the present space of confinement human beings are habitually isolated
from one another.
 All these features indicate the existence of an impassable boundary between
the spaces of the past and those of the present. Any links which could pessibly
indicate the transformation of one into the other, or the character's transition
from his past territory into the present one are non-existent. No tangible sign of
the past space can be found in the present (with the exception of visitors from the
past). The characters do not grow from their past loci, what they are at present
makes it obvious that they are not the creations of the space which they claim as
their past territory. The present space never appears as a contindation or a possible
development of the places which they evoke in their recollections. Therefore, it
becomes very significant that the space of the future, if referred to by the characters
(which does not occur frequently), is, as a rule, isomorphic to the space of the past
and does not show any corresporidence to the present. Hence, the conclusion may
be drawn that the past spaces are mythologized und not presented as realistic
pre-spaces of the present while the future is not viewed as any possible development
of what exists now, Both, the loci of the past and those of the future are related
to characters’ fantasmagoric aspirations and are the extension of their inner world.
Unable to transform the present space to match their dreams they create espace
aniric in retrospection or, infrequently, they orient it into the future '

M Although the comparlson of Pinters and Proust’s treatment of time does not belong, in
the present diseussion it s tempting to give it at least some attention at this point, In Proust, the
spisode liberited by a digression about the past, the awnkened memory in human consciousness is
nob connected with the present external episode which freed (hese memories (se¢ Auerbach
J968: 403 v, 113 Tn Piater, on the other hund, the past is subordinated to the prosant and when it is
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It might seem that the opposition of microcosm versus macrocosm both in
parallel and in different time sequences with its habitval antithesis of open and
enclosed follows the basic model of the archetypal space (Lotman 1976: 225), Yet,
in the space of the present the opposition is the result of a highly subjective viewpoint
and the positive features commonly associated with the enclosed locuy tend o be
only an illusion. Similarly, in the relationship of the space of the past versus that
of the present, the positive values attributed to the past territories <o not reflect
the objective superiority of the old foei but rather the characters’ determination
to view them as such. ;

As it follows, both wypes of space; the enclosed locus of the present and the,
most often, open territory of the past can constitute the centre of the characters’
world and thus may seem parallel to Eliade’s (1973: 50) sacrum. Yet, the value of
this sacrum for the characters is very doubtful and unsure although they refuse

“to face this fact. The characters’ decision to rely upon this mentally conceived

sacrum (in spite of the obvious lack of confirmation in objective reality) elucidates

“the fact that the life of Pinter's people rests upon illusory foundations. The home

space ol the present does not confirm the hopes and trust with which it is furnished
by its inhabitants and the space of the past cannot be relied upon by definition
since it does not exist any more,

The spatial structure of Pinter’s drama fulfils the general semiotic model of space

' (Lotman 1976: 224, 225) in a way which is far from automatic. The open space

may acquire positive qualities being associated with aspirations, possibilities and
fulfilment, Still, it is even possible to argue that the general spatial system is only
superfigially relevant since in several cases the enclosed space is only seemingly
enclosed and safe while it is, in faet, as vislent and unpredictable as the outside
(The Dumb Waiter, The Room and The Birthday Party), or its protectiveness reveals
the features of a prison (No Man's Land). A Pinter individual is surrounded by
the space which, more often than not, 15 hostile and alien to him, and although he
desperately’ tries to believe that his immediate universe can offer him stability and
shelter, yet even this fragment of his world fails him.

exploited it i most often shaped by the needs of a present moment. According to. Auerbach's
argument, Pinter’s handling of time is typical of monosubjective attitude, while in Proust memaries
viewed ina perspective way and confronted with one another acquire s more general meaning and therefore
cannot be treated as merely subjective and individual (Auerbach 1968 405, v, [ The philosoply
of tme which Pintee’s works séem (oo ceflect (ab least o some degeee) can be traced back 1o Kam
according 1o whom "Space and time ave subjective, they are part of our apparatus of perception”
(Russell 1969; 6800 Following Augustynck's analvsis of, past, present and futuve (1975 lM-—]_‘."ZJ
it secms legitimate to relate Pinter’s. appronch, te relatlonal and Huhitﬁli\'izﬂﬂ thearies, ol time
both psyehological (uncient) and linguistic (Russell). The events ocenr when they are mi]]‘«‘i:lud_-
perceived und recalled (in i psyehological version) or when the statement s uttered that the avent
ocoured in the past, present or futare (lnguistic), “Consequently, il these relations. do, not fisld,
L6, thereis no activity of perceivers or language users, then the corresponding events do not ocour
in past, present and futuee” (Augustynek 1979 196), The question of philosophy ol lime is not
the concern of the present author yet “it should be remembered that the writer’s philosophy of
time determines 10 some degraa thetime stracture of i work™ (Bartosayrfigki 1967 1),
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In respect to time-space Pinter's characters fall into certain categories: those
who have managed to delude themselves about their present focuy and those who
live in their past space. The first attunpl to forget and deny the existence of thair
past territories but find out that it is impossible since the past returns and claims
them back (Rose), deprives them of some part of their life (Teddy) or, finally, if
wcmunbiy buried together with some aspect of the character’s old identity, it can
still spring into the present introducing unrest into the supposed stability of the
present focus (Kate),

Yet, infinitely more common is the pattern aceording to which the characters,
‘unsatisfied with their present space, return into the past and try to live in their
past foci. Their lives become a dream-like existence based on utter deception since
the qualities of the recalled space cast doubts on whether it had ever existed at all.
The debasement of the conventional (opos of hom-..spam. and the necessity of
& journey paralleled by the tmpus-nb:hty of life as a journey ﬂn!y add to this tragic
:Sltuﬂlltl-l'l.

'Thus, in ecither case Pinter's characters cannot come to terms with their position
in time and space. The time-space continuum in which they live, whether past,
present, or future is their own invention, their subjective spatialized dream, the
reflection of their desperate wish to believe that they can totally ignore that or
another sphere of the time-space of which they are part.

CONCLUSION

A consistent underlying structure of tragic paradox can be detected in the
t\‘.ITI.pDI'EIFSp‘ItI{{I dimensions of a Pinter play.

The universe of the plays is intrinsically self-contradictory. Home and the
protection it offers are the highest values constantly insisted upon and longed
for and, at the same time, the spatial vision again and again ridicules and slanders

the possibility of the existence of homespace as a place of safety and peace. There

is tragic irony in the desperate desire for home and in the belief in the values of
homespace, on the one hand, and in the actual presentation of this homespace

as deprived of its traditional meaning, on the other. When the model of existence

pursued is that of life as a journey, the outside world, iie, the proper universe of
pilgrims/vagabonds turns out te be charged in their eyves with negative values,
avoided and often feared. The status of an inhabitant is unattainable for them

and they are imprisoned in the negative space of exile. The journey is shown as

their existential necessity, — a fate that they bring upon themselves, a hopeless
pilgrimage without a goal or with a goal which is but an illusion,

The space viewed in ils temporal dimension lacks continuity and harmony,
The space of the present and the space of the past (isomorphic to that of the future)
are distant islands, with different landscapes, ruled by contrasting laws and
inhabited by diametrically different people. The past is a true "foreign country™
where things are done “differently”, The focus of the past is an invented paradise
to which the characters flee in order to avoid the present, Yet, again there is tragic
irony of human fule in this concept of life as centred and relying upon something
that does not exist and, probably, had never ekisted while the present space, although
rejected, ipnored and forgotten, is all the time holding the characters in its tight
grips The attempd Lo reject the memory of one's past space and to live in the present
is equally futile; the past Joci of the emissaries of the past will make their claims.
Whichever model is chosen — what results is self-delusion, either about the beatty
of the past or the safety and value of the present space.

Thus, there emerges one more agpect of modus of existence of Pinter's people:
the molif of sell-decepison and of tragic entanglement in time and space, The
impossibility of facing the reality, whether past or present, results in double falseness:
rejection of one and self-delusions about the other, An attempt to deny the existence
of one's present or past fecws is only a tlemporary solution since, eventually, one
is bound to be forced to conlront one’s own connections with the rejected sphere,

s
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Yet, even the universe in which the characters live (again whether pasl or present)

is not faced as it really is but distorted by self-delusions. In this way the vision of

temporal-spatial reality of Pinter’s major characters appears as utterly divorced
from the existing situation,

Time-space constitutes a value which is desired by the characters but the way
in which it is presented in the universe of the plays proves it to be anly a deplorable
substitute of the longed for ideal. Also the very choice of the means by which the
pursued value is to be gained makes the attainment of this ideal a prior! impossible,
It 15 hoped that the analysis presented in this study and the methods applied have
proven the existence of the tragic triangual paradox: the incompatibility between
the desire, what is desired, and the means of fulfilling this des:re which is at the
heart of a Pinter play,

APPENDIX

CHRONOLOGY OF HAROLD PINTER'S CAREER

W3 — Born Mackney, East London, [0 Oclober,
1941947 — Autenced Hackney Downs Grammar School, Plaved I{mnm and Macbeth in -w;:lmul
periormanees,

1948 — Attended Royal Academy of Dramatic Art for o shorl time,

L4 .
1948-1949 — Liable for Mationnl Serviee, declared himsell o conscientions objeator, Twa tribunals
refused his application, )

1950 — First poems published, Firsl professional cngagement as an actor i radio features.

1951 — First professional engapement in Shakespeare (Recording of Hewey FAN,  Attended
Central School of Speech and Drama. Began work on the unpublished novel The Dwarf.

19511952 — Touved Ireland with Anew MebMasters.
1953 — Appenred in clossical repertofre at King's Theatre, Hummersmith,

19541957 — Agted in provingiakbrepertory theatres,
1956 — Marrigd the actress Vivian Merchant wha then played-all his leading female rofes,

1957 — Wrate The Reor, The Room performed by the Drama Depurtment of Bristol University
and by the Dranmn School attached toothe Brigtol Old Vie (for The Sunday Tivtes atudent drama
competition). Wrate Fie Bithday Paviv and The Dl Waisor,

1988 = The Biethday Parey performed al the Ars Theatre, Cambridge (director:  Peter Wood)
amd at the Lyrle Theatre, Hammersmith, London. Wrote o radlo play Semetfhing (i Conttion
(unperformed and snpublished), Wrote o play The Sethowse (discarded),

1089 — The Dumb Wadter performed i Germany (Frankfurt am Moin), Revue Sketches: Tronbie
i the Works and The Black and White performed at the Lyrle, Hammersmith in the revae Cne
to Anather. A Stighe Acke broadeast on the BRC Third Programme (director: Donald MeWhinnieh,
A Mghe Our written,

1960 — The Reom (divector: Harold Pinter) and The Dumb Waiter (direstor; Jnmes Roose-Eving)
performed at the Hompstend Theatre Club, A Might Oue brondeast (BBC Thivd Programine,
director: Donnld MeWhinnie) and alevised (ABC — TV, divectar: Philip Saville), The Caretaker
opened ol the Arts Theatre Club, London (direster: 13, MeWhinnie), Nght Schoal televised
(Associated  Rediffusion, director: Joan Kemp-Weleh), The Dwapfe broadenst (BBC. Third
Programme, dirsotor: Barbarn Bray).

1961 — A Slpht Ache wioged ot the Ares Theatre Club, London (director; 1D, MeWhinnie). The
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Collection \clevised (Associated Rediffusion, director: Joam Kemp-Welch), 4 Night Out staged
in Dublin (Gate Theatre, direetor; Leila Blake) and in Londen (Comedy Theatre) The Careraler
recuived the Page One Award of the Newspaper Guild of New York.

1962 — The Collecrion staged at the Aldwych (director: Peter Hall and Harold Pinter, beginning
of Pimes’s assocition with the Royal Shakespeare Company), The Examination read by Fintes
in the” BBC Third Programme. The Servanr divected by Joseph Losey released in London,

1963 — The Lover telovised (Associated Rediffusion, director: Joan Kemp-Welch). The Lover wins
the Prix Ialia for Television Drama at Naples and several awards from the Guild of British
Televislon Producers and Dircetors, The film version of The Caretaker (divector: Clive Donner)
awarded a Silver Bedr ut the Berlin Film Festival. The Lover (director: Harold Pinter) and
The Dwarf (director: Harold Pinter and Guy Vaesen) staged at the Arts Theatre Club, London.

1964 — Broadenst of nine revie skeiches: Last fo Go, Applicant, Request Stop, Ther's Your Trouble,

Uty AR Inserview, Trouble i ihe Works, The Black and White, Diatogue for Three (dicector: Michael

Bakewell). The Servant awarded by the British Screenwriters' Guild (for the sereenplay). Tea Party
(short story) read by Pinter on the BRC Third Programme, )

1965 — British Filoy Academy Awiard for the adaptadon of She Pumpkin Eater (ditector; Jack
Clayton). Tea Parry televised by BBC (The Largest Theatre in the World serics, director: Charles
Jarrott), The Homecoming opened at the Aldwyeh, London (director, Peter Hall),

1966 — Awarded Commander of the Order of the British Empire in the Birthday Honours List,
The Quiller Memorandum released (director: Michael: Anderson),

1967 — The Basement televised (BBC TV, dircctor; Charles Jarrott). (The Bosemeni was writlen
as o film script titled The Compariment). Accident released (director: Joseph Losey), The
Homéeoming won the Tony and the Whithread Anglo-American awird on Droadway and wis

~ voted best play by the New York Drama Critics’ Circle. Robert .'.'ihll.w"s The Man in the Glats

Booth directed by Pinter opened al St Martin's Theatre, London,

1968, — Landscape broadeast on the BBC Third Programme (director; Guy Veasen). The film version
of The Rirthday Party veleased (director; William Friedkin),

1969 = The adaptation of The Goletween completed. Night performed at the Comedy Theatre,

W

Lotidon. Landscape and Stlence opened at the Aldwyeh Theatre, London (director: Peter Hall),

1970 — Adwarded Hamburg University Shakespeare Prize and Hon. 1, Litt,, Reading University,
sme degrees subsequently from universities of Birmingham (1971}, Glasgow and Hast Anghia
(1974), Dlreclod James Joyee's Extfer at the Mermaid Theatre.

1971 — Ofd Times opened at the Aldwych, London (director; Peter Hall), The Go-Between awarded
at Cannes Film Festival, Directed Simon Gray's Burley at the Criterion Theatre,

1972 Completed the adaptation of Proust’s Kemembrance af Things Payt,
1973 — Monalogue Ildcwmd {BBC TV, director: Christopher Morahn). Directed the film of Butfey.

1974 — Completed the screenplay of I, Scott Fitegerald's The Last Tveoon, Wrote No Man's Land,
[irected Nexr df Kin by Jolin Hopking at the National Theatre, Londan,

1978/ — No Man's Land opened at the National Theatre, London (director: Peter Hall},

r
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HAROLD PINTER'S WORKS: FIRST PERFORMANCES AND FIRST PRINTINGS

PLAYS

First

performance

Tht Roger slige 20 December
(public perf. 21 January

The Birthday Pariy stage 28 Apnl

A Stght Ache radio 29 July

The D Waiter Bge 21 January

A Night Cur radio 1 Murch

The Caretaker stage 27 April

Nigkt School television 21 July

Tl Dwaess rhilio 2 Decembir

The Collection television I May

The Lover television 28 March

Tea Party Lelovision 25 March

TheHomecoming #hilge 3 June

The Bavement television 20 February

Landcape ridio 25 April

Night ! slige, 9 April

Sifenee stage 2 July

Ol Times stage I June

Monolague radio April

No .‘{an‘x Land Alige 23 April
REVUE SKETCHES

Tronhfe i the Warks Hiige 15 July

The Black and White stage 15 July

Gelting Acguainied stage 1 September

Request Siop wlige A September

Spoctal Offer atije 1 Septembir

Last 10 Go aage 1 September

That's Alf radio Feb/March

Thar's Your Trenbfe rilio FebMiirgh

Applicani raclio Fah/Murch

Interview radio Feb/March

Diglogue for Three “radic Feb/March

SHORT STORIES, ESSAYS, SPEECHES

Tha Examination railio T Beplember
Tiea Parey radio 2 June
Beckeft aif 60

Mac

Memories af Crfoker

Plnter Metween the Lines

(reprinted later ns: Whiring for the Theatre)
Specch; Haomburg 1970

1957
1960)
1958
1959
1560
1960
1960
1960
19460
1961
1963
1965
1965
1967
1668
1969
1969
1971
1973

1978,

1959
1959
1959
1959
1950
1950
1964
1964
1964

1964

1962

1964 -

First
published

1]

1959
1961
1960
1961
1960
1967
1961
1963
1963
1967
1965
1967
1968
1969
190
1971
1973
1975

1961
1961
manuscr., lost
1961
1967
1961
undnted
unidmted
1941
undated
1963

1958
1968
1967
1968
1969
1962

1971
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FILMS
The Servant " 14 November 1963 1971
The Pumpkin Eater . 15 July 1l 1971 L
The Chutller Memorandum 10 Navembser 1y 1971
Aceident 9 Febroary 1967 1971
The Gro-Berween 1971 1971 [
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STRUKTURA CZASO-PREZESTRZENI W DRAMATACH HAROLDA PINTERA 1957—[475

Streszcrcnic

Celem pracy jest zhadanic katcgorii czaso-precstrzeni, podstawowego  elementu struktury
dramatu w dugym stopniu determinujycepo inne elementy Jego struktury, w sztukach wybitnego wspol-
cresnego dramaturga angielskiego Harolda  Pintera,  Analiza CEASC-PrEestrzeni, ujawnicnic - jsinie-
jaeyeh wotej kitcporii prawidiowodel, regulamodei 1 cech charakierystycenych daje modiwoié

* okredlenia znaczacych cech poetyki dramaturga i stugy poznaniu specyliki dzicla autora, W pracy

postuzono sie pluralizmem tetodologicznym.  Zastosowano  metody  badaweee analizy literackicy
zaczerpnigle 2 semiclogii i socjologii, nie ugywane dotychezas w literaturze preedmiotu. Rozwazana
jest ontolopia crasospreesirzeni jako calodel | sposdb jej funkcjonowania-w teatrze orae wspdlza-
leinodel migdey craso-preestezeniy 3 postaciami dramatéw,

W pracy raproponowane sposob badania craso-pregsirzeni jake calodel poprzez zestawidnie
za soby pracstrzeni rédnych sekwencji ceasowych. Mawi sie 1u o pracstrzeniach sobie wspidczesnych,
precalrzeni lerainiciseodti  wobee prociodel, leradniejszobel wobee prayszlodel oraz  preesslosel
wobee priyseloded.

Przesirzefi sceniczna w dramatach Pintera zarysowana w didaskaliach oraz tekicie ghownym
Jest uksataliowana poprzez konwencip sceny pudetkowej. Ten ograniczajyey typ sceny, uwypuklajgey
motyw samknigein wykorzystany jest do maksimum i podkreéla wazng roly kategoril - granicy
i kanaldw tpezgeveh precstezed sceniczng z precstrzeniy  pozascenicensy, Preesireed podnsceniczna
nie jest awykle kreowana za pomocy znakdw akustyeznyeh, ale prey udyein znakdw werbalnyeh
i postacl, Kibre funkejonujy jake znaki te| priestrzeni. Postaci lgeeges te dwa antytelyeene (ypy
precstraeni wigrane sq ¢ idey rochu, Postach locusow zamknigtych 29 ograniczone w preemicsacea-
nith 8ig W przestezens ad sumiceagy w berruchu w padnigjseych selukuch, =

Graniea deieli ted dwin preedstawiony Pinters na pracstizedt wlusng i cudzg, Pracstrzed whasna
Jest majespiciey homologicanym precdiuzeniem postaci, ale moke staé sig preestezeniy cudeg wraz
& madejdeicm postaei x zewngre, Praestieen cudza postrzegana jest preez postaci jako obea i WTOgL,
Giranica mode 162 preccingd samg precsirzed seeniczng na odizolowane mikrodwialy o identycznef
konstrukcjl. Giranicn nie oddzicla jui nicrepo a preestrzenie przedstawione &) prrestrzeniami psy-
clieznymi, i !

Oporyejn preestrzennd  whisna-cudza sugeruje  problem preestrzeni domu. Tradycyjny' ropos
preestezeni domu jest w dramatuch Pintera konsekwentnie wyseydeany, Gy zad modelem cgeystencil
Jestdycie jako wedréwka, wedrowiss pozbawiony statusi mieszkafica uwicriony jest w negnlywinie
prics niego odezuwine] preestrzeni zewngtrzng), praestezeni wygnania, Podréd jest konfecenobely
epeystencialng, ale jest to bernadeiejnn podrds bez celu, .

Praestized pozmscenicana czasu teradniejszego skinda sie z dwoch sfer, Dalsza preestezed 1o topo-
graficznic pseudo-realistyczny locus spatious, rlotony @ wielu Joel particulari. Autor wprowadza
sporo danyeh empiryeenych | faktograficenych, ale nie chodsl w o odewierciedienie' konkrétne)
svluagii przestrzenne], Sposdb preywolywania pracstrzeni mowi o postaci, Kiora Jiy ewokuje, Mato-
minst sfera bezpodrednio spsinduficn 2 preestrzenin scenicany ukazuje sie Juko focus horrigy, Stworzony
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jedynie .z pomocy werbalnyeh systemdw enakowych nie mode byl ewerylikowany, co prowadzi
do mitalogizadii & warstwy precstrzenne).

Preesirzefi jest wartosciy, o ktdrg sig walczy, Wyradna jest wapolzaletnodé miedzy wartodciami
przestrzennymi i niepreestesennymi. Zastosowanie kategorii porycji ekologicene] pozwolilo wykryé,
de Pinter postuguje sig specyficanymi preypadkami preyjecia outsidera na teren naletgoy do grupy
jako prevbranceo czlonka, goscia | pravblody,

Jekeli idzie o wspohstonienic preestrzen rdEnych sckwencyi czasowych, locusy terafnicjszodci

; jawig sig jako niczmicnnic opozycying w stosunku do terytoridw innych plandw. Preestrzef teraZniej-
spofcl mode by whrew ! jej realiom, odezuwana jako zdecydowanic porytywna i skontrastowana
& negatywnie odbigranym focusem preeszlodei, o Kidrym pamigé postaci wsitujy popreebaé, Jednak
o wiele crgicic] preestrzen preesrtodel ukazuje sig jake wyidealizowana ackadia, preestronny docks
amoenus. zabudowany preedmiotami praeznaczonymi do zdspokajania potrzeb duchowyeh, podezas
pdy megatywna preesiezen erafniejsrofcl zabrudzona jest nadmiarem pr?:ﬁmmfuﬁw stuEgeych jedynie
poirzebom podstawowym,

Przgjdeic = jednego fypu przestrzeni w inny ewigzane jest z radykalnymi emianami, jakic za-
chodzg w postaci, Cechy te wskazujd na istnienie nieprzekraczalne] pramey migdey precstrzenia teras-
niejsza o precsehy, Brak jest fladéw transformacii jednej w druga, znaki preestrzeni preeszle) nie istnicia
W teradnigjszoden. Postaci nie sp tworami prrestrzeni. na ktorg sig powolujy, Prrestezed prayvieioer.
readko ewokowana, jest zawsze fromorficena do przestrzeni preesziodel | nie odpowiada preestrzeni
obecnej, Stad wniosek, #e przesirzenic preesze sy omitologizowans, a nic istmiciy jaka realistyczne
pra-precstrzenic teradniejszodel, podezas pdy prevestodd nie ukazuje sie jako jej lopicxny rozwdi.
Lokusy precsziodcl | prayazlofel s wynikiom fantasmagoryczoyveh aspirac)i postaci i przedludeniem
ich dwlntn wewnetranege, Mie bedge wostanie prectworzyepreestrzeni tecadnicisze) tak, by odpo-
wiadata ich marzeniom, tworzg retrospektywng preestrzed oniryezng albo, ¥ rzadka, orlentujy
Ji ku proyarlake, ; -

Analiza  czaso-preestrzeni w  dramaotach  Pintera wjuwnia  dstnienic tragicznego  paradoksu,
Paradoks ten ma formg trdjkgta, kidry konstytulujy trey elemenly: pragnienie, realnie istnicjgey
abickt pragnienin i sposdb realizacil tego pragnienia, Pragnieniem jest czaso-praestrzen — marzenic,
wiZja craso-preesireent. Cel, realnic istniejacy W rzeceywistodei preedstawicnveh drnm.l.tuw 1o zatosny
substylul wymarzone) wartodel a sposob realizacli tego celu a priort ulm:mué.ljwm Jego osigenigcic,
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