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1. Goals of the disquisition, delimiting the topic

One can notice a fundamental change in case ofaRdskséza and Marin Sorescu regarding
their relationship to the drama, and for both cénththe appearance of the historical drama
definitely modifies their earlier career.

Their careers are complete, presenting a chequecade form the point of view of the
content and form, a career that is continuouslgteel, permanently in dialog with the actual
events of the European drama literature.

Anyone who analysis Paskandi Géza's or Marin Sorfssdramas and theoretical
writings about the drama can notice that both astlawe Central-European followers of the
absurd drama creating two different and separamaranguages. They are such creators who
starting from the fountain of their own literatuaad following the newest changes that occur in
drama literature created a characteristic, easdggnizable drama parlance.

Henceforward | intend to analyze this characteripirlance, namely the changes that a
drama-writers given, already evolved parlance ssifighen it faces some of the historical
drama’s content references.

There are some theoretical statements that areriamgdrom the point of view of the

study, theoreticians who interpret the historicanda not as a reformulated detail of reality but



as metaphots so much so that within the concept of the hisridrama not only historical but
also mythological events have their place. It igiobs that the drama that revives history in the
Lukacs’s sense can broaden the idea of historyerian that can shift the text of the drama
towards the atemporality of mythology preciselydese of its hidden metaphorical character.

And atemporality is the main characteristic ofuabddsdramas — the absurd act rooted in
existentialism “exiles time as it aims the atemfitraf the moment But this is primarily valid
for Beckett's and lonesco’s dramas and one hasive guch more defined answers when
analyzing other, especially when analyzing sigaificCentral-European absurd drama writers.

History has completely different role in the woddsMrozek, Orkény, and also in case of
Paskandi’'s and Sorescu’s dramas, as in case dfaimeas of the two French lions of the absurd,
but still nourishes rapport with the representatioé the absurd drama. Not even in case of the
historical dramas in the highest sense of the woaither for other dramas — Paskandi and
Sorescu do not consider themselves absurd autharshis does not exclude the possibility that
we face two important authors of the Central-Euaopabsurd drama, as we have to agree with
the statement of Nicolae Baiothat “the thinkers, writers of the «absurd» usua#ifuse this
denomination®.

With the comparative analysis of Paskandi GézaksMarin Sorescu’s dramas | intend to
highlight such phenomena that appear within theennstructure of the dramas, that are
characteristic not only for the works of the twalzed writers, more than that are appropriate to
create new analysis background, new approachingadstfor some references of drama theory
— starting with the idea according to which: if gr@alysis methods can be used as suitable means
to draw conclusions in case of two different litgravorks than they can be used in case of any
literature, for any kind of drama.

Before discussing the drama theory viewpoints aotions we have to specify the system of
comparatistic notions, the methods of comparisadus the analysis of the two drama writers

(relevant in case of the changes of the histodcaina).

2. Delineating the used method

! See: Maek, Victor ErnestLiteraturd si existend dramatici. Editura Meridiane, Bucusé, 1983., p. 64.
2 Ungvéri TamasAbsurd drama — dramai abszurduhtelikon, 1965/1, p.83.
% Baloti, Nicolae:Az abszurd irodaloniTranslated by Zirkuli Péter. Gondolat, Budap#8f9., p.6.



The comparatistic base of the disquisition is alieced in the theory of Adrian Marino
about literary invariants.

In his bookComparatistics and the Theory of Literatlitedrian Marino offers not only a
new comparatistic method but also a new compai@atgiitude. According to him the mission of
the new comparatist ismfore and moremodest and ambitious: the new comparatist
unequivocally has to offer new alternatives, a waykothesis, namely a theory and a method,
that confers such perspective that belongs onliitaself; that cannot be confused or overlap
with any of the less or more fashionable (strudistasemiotic etc.) methods. His virtual role is
only putting face to face, complementing and muthatking:®

He draws his theory about literary invariants,oothat stands for the basic elements of
literary phenomenon simplified to the extremetie”invariant is always understood as the
residual element obtained after eliminating all frerticularities and that makes possible all the
literary consequences, synchronisms and paralled$ &im at the universality of literature and
literary thought. If on one hand the comparatistmsrapports or actions - as it asserts -
individualizes, narrows the visual field, on théet hand the comparatistics of invariants aimed
at differences and particularities seeks the uwtyidentities, the permanence hidden beyond
variants”®

Compared to the former drama-history period spgets in the foreground within the
drama. It works as such an invariant that detersnthe possible development direction of the
drama’s form, namely: a given space structure eseat given drama form. Space determines
action, dialogs and names. So we have here anse\mrilding that does not determine space by
the series of actions created by the dialog ambegames, on the contrary space determines the

faith of characters right at the beginning of thanda.

* The original book was published in French in 1888 the Romanian translation in 1998.

® Misiunea lui este Tn acefatimp mai modest si mai ambiioasi: noul comparatist trebuiei sofere clar o
alternatia, o ipotez de lucru, adig o teoriesi 0 metod situate intr-o perspectivce nu-i decéat a lui; care nu se
confundi, nici nu se suprapune cici unadintre metodele mai mult sau maitjpuin vodi (structuraliste, semiotice,
etc.) Rolul du virtual este nhumai de confruntagede complementaritate, precughde verificare reciprac” —
Marino, Adrian: Comparatisii teoria literaturii. Translated by: Mihai UngurearPolirom, 1998., p.17.

® “prin invariant se ffelege intotdeauna elementul reziduafirit dugi eliminarea tuturor particulaiiilor si care
face posibile toate coincidgte, toate sincronismelg paralele literare ce visedaniversalitatea literaturisi a
gandirii literare. Dag&, dup cum se afirm, comparatismul raporturilor sau a faptelor induatizeaz, ingusteaz
campul vizual, orientat spre difet@nsi particular, comparatismul invariglor cauf, dimpotriva, unitatea
identititilor, permanetele ascunse dincolo de vaiid — Marino Adrian: quoted work: p. 76.



According to my hypothesis the space-projection ifeated in all three fundamental
elements of the drama, in the analyzed dramaseofwb authors creates specific drama forms
facing historical time (or facing the lack of higtal time). Being “historical dramas”,
“mythological parables” or drama texts showing sapecific references of contemporary life,
these drama forms have a strong connection withidea of history, manifested either in
mythological plays situated on the merge of mytbmal time, or in dramas that revive some
periods of history and its characters. And all thé@pens amidst a continuous communication
with the absurd drama literature.

During the disquisition | analyze the changesha tapport among space-projections,
absurd and historical time within the circles oimes, dialogs and instructions, also paying
attention to the way the sector or milieu charaotdhe space-projections determines the content
and formal elements of the given dramas. | usedafdvlarino’s invariable-theory in such a way
to seek within the drama-pairs such new conterfbinal elements that could be relevant not
only for the national literature serving as backgr for the two authors but also in case of the
universal literature. | also took into consideratihe possibility to examine the justification of
new drama theory notions that could appear durigganalysis of Paskandi’'s and Sorescu’s

work.

3. Enumerating the results

The analysis of Paskandi Géza’s and Marin Soresinaisas offered many practical and
theoretical results. A practical result of the egsh could be that it put into different light the
Paskandi- and Sorescu texts many times changingititerpretation possibilities, and paying
attention mostly to the texts instead of their emwinent — namely the analysis of the
characteristic drama structure lead me to the csrah that | presumed at the beginning of the
research: the analyzed authors wrote such chasdictedramas that confers them a special,
significant place within the Central-European, nower within the European drama literature.

Regarding the theoretical results it is now obvithat the virtual space of the drama as a
drama theory category is a good analysis pointi@ivun case of the interpretation of different
dramas, hereby exceeding the limits of narrowlyesstbod comparatistics, entering a broader,

more reflexive space in which the “facing” of diéat drama theory and literature notions results



in such a net of notions that can be used furthenat only in case of comparatistic researches
but also for drama interpretation, for drama thexindies, more than that for studies that belong
to the intermedial space searching connection arddfegent art branches.

The new theory that was born during the researchothing else than the row of
theoretical statements appeared around the exéstdrtbe drama’s virtual space, that all together
sustain the fact that in every case of drama tetiethas to be a special virtual space-structure in
order for the drama to exist as a literary texa®a text meant to become a performance.

The notion of the drama’s virtual space helps tisastembly of the text into invariants
and in the same time supports its reconstructitaciiy the different notions and the texts/text
fragments of these into the virtual space of thendr aims at the Name manifested within the
Dialog, and the Name will turn to be such a Sigat ik multiplied in the space of the drama and
becomes the resultant of the crowd of charactedaecisely this is the aim of comparatistics in
the Marino sense.

The basic position of the lookout for the unit @émtities and the consistency beyond the
variants lead me to the conclusions of drama thandydrama analyses, which are due to the
unique and pale space of Central (Eastern) Euipespatial obscureness of this notion led me
to the drama’s virtual space, because as Centralpéyuthe drama continuously stretches, step
through its own limits, boarders —this is why Erfkacher-Lichte refers to drama as the space of
border crossing points.

Passing the boarder means setting relationshipsféerd the space for comparison as it
was almost given the 2 author’'s comparative stuslyarding not their biographical similarities

but the ones that appear in their literary works.

This is how | noticed during my research that nexhe fact that in some views there is a
huge distance between the two authors, there mitasfundamental motives (just to mention
only the most important ones: their strong relatmthe absurd drama, the view of the absurdity
of being, continuous facing history and historitwale, persistent, sometimes rebellious dialogue
with the literary genre of drama) that these 2 axgtshare. The most important one is that the
role of the dramatic character in space and tlegadlon of this position determines the formation
of the virtual space of drama, and this is truedtheer way around, too: the ,how”, the form of

the drama’s virtual space fundamentally determihesdrama’s characters.



During my comparative research | had to recogrieevtew, that drama, if it is really a
drama, than all the time has to contain its owririregg —even the traditions of the ancient and
medieval times.

From this point of view we can state, that the 2htury’s drama despite of its
rebellious character, has a very strong conneetitintraditions. Not only in the point of the
genre (comedy and tragedy, the gash&arceand morality), but in the drama structure, toas It
noticeable that in both starting point of dramadrig Character and Chorus faces each other. In
case of tragedy the Character by facing the /ergen dialogue with the Chorus, realizes the
dramatic situation that he/she entered in — th&snmslar to sources of the medieval theater, too,
where the Character/Angel faces the 3-Women-Chvain én thequemqueritiphase of the play

Paskandi and Sorescu they both know these tradjttbry both are poeta doctus of the
drama genre, who starting from the above mentitr@gghning point of the drama and
continuously entering in a dialogue with the traxh$ of this genre, they both form their own
unique and proper parlances, which characterizgs\orks’ dramatic strata.

They both start building consciously from the vbeginning all what later we consider as
dramatic lifework. Sorescu statdénaswith a very proper dialogic variant of the dramatic
monolog, Paskandi measures the possibilities ddilaglie in the first phrases of the eb olykor
emeli labatso that after thes2 character plays they could step forward towaedntiore
colorfully dyed dramas.

In both cases we can speak about the teamworkdifion and innovation. This
teamwork includes elements such as philosophiadraund (absurd literature and the
existentialism), drama structure and its compondikestime, space and character. These
elements set up together the drama’s virtual spaa@gse to gain new contents by combining it
with the elements of the historical time and ultielaby the postmodern life philosophy, and the
possibility/non-possibility of rewriting it. Thesgements enlarge the authors’ possibilities to
create novel and unconventional dramatic worksiwitheir own literature as in the frame of
world literature.

The drama’s virtual space cannot come into exggtevithout time, because it is essential

that the reader could see the space-structureichwine plot takes place by the dialogue between



the names’. Reviewing Paskandi’s and Sorescu’s dramas framttion of dramatic space it is
obvious that everything that comes in the “emppéce of the drama influences, changes and
lends new possibilities of interpretation, enricties drama with new dimensions. The Character
too undergoes this transformation; his/her appearegndue to the coercive power of the space:
he/she appears as a “naked” Sign who will be vesgadne and space with different
characteristics through the plot.

By the space, which could be closed (saint) ane ¢gpefane), too.

Paskandi and Sorescu they both gradually get fhentlosed space determined drama to
the usually open space characterized historicahdsafrom the non-linear drama to the linear
one, and so on, toward a drama in which the maiadovill not be on the character, who will
manifest in the space of one drama, but who wiltteated within the meta-dramatic drama
structure of theuest-textstlashes and interlocks.

Their space handling creates the meeting poitlieprofane and utopist space’s
argument or linkage, and in both cases we canhsgent contrast with the ,non-structural
system” of the ,profane” space the utopist spagegthe possibility of an excessive structural
division. ®,

In their dramas not only the space-handling, batdiality that is present in the
Charatcter’s personality and in his/her speeclesed me to examine the author’'s dramas as
»,mirror-game” successions.

Studying the achiral games new guideline gain fiyiowhich regards drama as an achiral
surface, that reflects only one Character and @iggbrsonality — this surface could be the
drama’s virtual space, or time within this sphénese 2 variants are the most important elements
when doing a comparative study of drama. | havatpdiout that the tradition of reflection, and
its role in the given culture, (drama) literatutfegatre has been present in the European culture
even in the ancient and medieval times.

Paskandi and Sorescu remount to tradition suchyalved it constantly gets renewed. In

their 2 role-plays, such ihdnasandVendégséghe | and the Other Me are in dialogue, whereas

" Patrice Pavis a dramai teret igy hatarozza megir@na terét a nézilletve az olvasé alakitja ki, hogy régzitse a
cselekmény érehaladasanak és a szetéfiejlodésének a kereteit. A dramai tér a drdmaszéveeg réghatova
kizarélag a néz képzeletében valik. — Pavis, Patritér — a drama tereln: Pavis, Patrice: Szinhazi szétar
L’'Harmattan, Budapest, 2006., p. 447.

8 “Fata de lipsa de ,structét a spaiului profan, spgul utopic ofesi un exces de structiir—Stoichia, Victor le
ronim: Efectul Don QuijoteRepere pentru o hermenedtaimaginarului European. P. 18



in the historical dramas, suchkhdeglelés or Tornyot valaszttwo different worlds, two
diverse space structures contribute to the drapw@igerful conflict, through which we can follow
the fight between the upper and lower worlds, tgketfof the real and appearance.

The characteristics of those drama structures,wéiie based on the setting face to face
of realm and appearance, and on the achiral idevagy, are cached out on the level of
conformance in both author’s cases, even if thiotssimilar in each of their dramas.

The cavalcade of the achiral worlds it's not farfadm that viewpoint that used to be
called postmodern, because tradition, the reflaaticthe ancient texts in Paskandi’'s and
Sorescu’s texts leads the authors to write sudlamal texts, which is a sort of ,postmodern”,
built upon intertextuality, abounded in word garaes juggling with them. These elements lead
the drama into a space, where real and appearecdrama’s text and the guide-text, the
historical and the reversible/mythical/utopist tithey altogether create such texts, as Sorescu’s
Shakespeare s6gand Paskandi'$odagar jaur kvarna

This thesis tries to analyzes these two authoostnmportant dramas from a very proper
point of view (the circumstances of how the virtsphce comes into being), in case to contribute
to the exploration and adaptation of the inner sgim@ontent of the drama texts.

Beside exploring the possible text interpretatiahis, theses had other edifications, too:a)
drama could been perceived as a play taking ptaeevirtual space, and which is open to
literature and theater, too, b)drama could beerrstdod as the inner dialogue of the only
Character, or as a dialogue of the Character asibldriprojections. Due to the achival element,
these projections can dissolve into and functioditisrent characters.

My hope is that the content of my theses will &k profound examination of Sorescu’s
dramas and will help to replace Paskandi’s dramiksvisom the ,twilight” oblivion into the
deserved place in the Hungarian (drama) literatuaso hope that both authors will be placed on
the achival surface of the world literature andhi@ virtual space of the comparatistics, because it
will be more and more certifiable that they areadbent innovators of the drama’s form, who, by
the conscious knowledge of the drama’s forms regeeé the drama’s genres, starting from the

2 role plays to the historical dramas, and metadramhich perceives reality with irony.
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