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is rejection of the Theatre 

of doing a Committed 

Theatre because of the element of pre-

determination that contained, his annoyance at 

any pre-existing thesis – moral, social, political 

– seen as a constriction to be refused because it 

would heavily reduce the creative liberty”.  

This clear cut portrait by Guido Davico 

Bonino in is introduction to the theatre of Harold Pinter (1930 – 2008, Nobel prize for 

Literature in 2005), published by Einaudi, already described in his essay on the british 

author, is a hook for understanding in full the great ups and downs of his work, both for its 

“H 
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high closeness and diversity with the theatre of Beckett, and  for the daily language 

introduced in absurd, threatening and indeterminate conversations and dialogues. 

The connection, since the beginning of his career, with the dramatists of the 

Absurd, gives justice in full to his work, but does not complete the circle of his focus. 

The problem of existence is linked to the meaninglessness of life in a world 

without God and above all is a story that unfolds in a circle without any conclusion.  

In this scene, contradiction, the non-said, the thought and the hinted at, challenges 

art itself and the relationship with the audience. 

The quick dialogues, the precise rhythm of space and silence, has in Pinter a 

careful concision, a short fluidity, a decided movement.  

Also his humour implies an visual experimentation of the acts, transmitting the 

incipient anguish of the actions, claustrophobically contained in a single space.  

It’s a theatre without frills, a global vision that often plays its game in an enclosed 

scene, in a specific social reality. 

The existential uncertainty marries silence and pauses, sneakes into the identity of 

the characters, as witnessed by the first group of his plays, between 1957 and 1960: The 

Room, The Dumb Waiter, The Birthday Party, The Caretaker. 

A room as setting, a circumscribed reality but at the same time reassuring with 

regard to the external reality, are the representation of a drama that realizes a difficult 

relationship among the characters, a variation of force and exercise of power (from the 

gangsters that take a tenant of a boarding pension, the day of his birthday, to the two killers 

that wait for an improbable order that arrives thanks to a dumb waiter). 

In the ambiguity of the language is the origin of the misunderstanding, and in the 

dry sharpness of the situations we watch the dominion of self-preservation and aggressive 

mechanisms being played against one another.  

For instance, Davies, a marginalized tramp, is received after a brawl by two 

brothers:  Aston, who has just been discharged by a clinic, and Mick, an aggressive and 

overbearing man.  
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Davies tries to establish himself permanently in this new situation, but  because of 

the psychological traps set up by Mick, he will find himself hopelessly marginalized. 

The dialogue, full of a banal and inoffensive lexicon, carries in itself implications 

of mystery and threat, however all events demonstrate their openness to various 

interpretations, from the untiring fight between fathers and children to the marginalization 

that often becomes suppression or oppression.  

A drama that implodes within the conscience, then, in a social conflict, in a fierce 

and extremely difficult crisis (of the twentieth century man), as anguish and solitude of 

intentions and tensions.  

There are no heroes (or rather anti-heroes) that impress their existential movement 

in society.  

Pinter’s characters are engraved with the dark and mysterious unknown of the real 

that stays however inaccessible, and represent their multidimensional  and complex 

personality, in events that are seen again, change, are overthrown in search of an order, of a 

psychological clarity. In a fight with a violence that creeps, sneaks in the folds, but that 

never becomes expressed. 

Furthermore, Davico Bonino writes: “All five are metaphors of one and the same 

mechanism, of Violence that sets traps, threats, insults, tramples upon the individual (…) If 

the cruelty and ferocity of this Violence is less brutal than in  texts by other contemporary 

English writers (…) is because Pinter wants to suggest its oppressive fury under the guise 

of a sneaky meekness, of a listless reluctance. 

Social and political violence, as in Celebration, where three rich couples converse 

pleasantly in an exclusive restaurant in London.  

Here the coarse vulgarity, the heaviness of the discourses, the weirdness and the 

vile speech are evident traces of an incipient threat that intrudes from the outside (the 

waiter) and where the development of communication does not bring about any action, any 

movement. 

Repetitions and pauses, the bewilderment that they cause, result in a divestment of 

the scenario, where content and form intertwine and unite, feeding into each other.  
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The obscurity, the nebulosity of the situations are contradictions of vicissitudes that 

fall back on the present, where the allusion, the erotic inferences,  the ambivalence of the 

verbal texture reign (The Homecoming, 1964). 

Also in his successive “memory plays”, from Old times, to Betrayal, and to No 

Man’s Land, the grotesque, the victimization of others, the psychology of power, are at the 

service of diverse plots that isolate, that confound. 

Therefore memory, the conflicting relationship between past and present, are being 

played on ambiguity, on failure and on success, on deception and make-believe.  

The successive one-act plays, The Hothouse (1958/1980), A Kind of Alaska (1982), 

Mountain Language (1988), making explicit the political contents alternated with fairy tale 

tones, bring out the brutality, the physical and psychological torture, the repression of a 

political state of siege, and result in an accusation against injustice and the suffering of 

minorities in many parts of the world.  

The undefinability of the place, the contradictory situation in existence of ciphers 

and institutions, the confinement with a number, represent micro-meanings, where the 

allusion to suffering is situated at the pathological end,  filled with a rarefied atmosphere 

that gives room to a threat always incumbent, veiled or explicit. 

What is not being told, what is being hinted at or stretched toward an allusion, is  

characteristic of every scenic or theatrical action.  

The member of the audience is struck by a patch of vision, by a daily living struck 

in the rites and in the habits, made of references and recollections, and where even the 

language is at the service of colouring reality. 

Harold Pinter has described the crisis of contemporary man, analyzing him in his 

microcosm, knowing the rooms of his unconscious and its processes, in a limbo of instants 

and images. Like a room in a hothouse. 
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