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ABSTRACT OF'THESIS
THE SIGNIFICANCE TO THE. ORAL .INTERPRETER OF THE PAUSE
IN THE-PUBLISHED STAGE PLAYS
OF HAROLD PINTER
William Keith Henning
The purpose of this study is to present and
analyze the use and significance of the pause as
designated in the four published stage plays of Harold
Pinter.
A resume of the new English theatrical movement
during fhe last decade places Pinter firmly in the main
stream of this new movement.

In a critical assessment

of Pinter’s plays, this study shows that his plays rely
on dialogue, on characterization, and on situation rather
than on plot.

Pinter's dialogue, which contains many

lower class expressions, is notable for its everyday
speech patterns and its rhythmic shifts.
The pause is defined as a temporary break or
rest in speaking or reading, and it is important to the
oral interpreter as a means of emphasizing ideas, of
providing vocal punctuation, and of influencing vocal

rhythm and rate.

The- author of this study has implied

that an investigation of pausation is necessary for the
interpreter in understanding a dramatic script of
Harold Pinter and is helpful .in analyzing a play’s
structure.

The values of pausation and the demands it

places.upon the interpreter are brought out.

CHAPTER I
INTRODUCTION
Within.the last decade a new dramatic movement
has erupted in the British theatre„

Critics and

theatre historians today refer to the first production
of John Osborne’s Look Back in Anger in May of 1956 as
the starting point of what has been called a revolution
in modern British drama„

If one asks why similar new

plays such as John Whiting’s Saints Day or the English
production of Samuel Beckett’s Waiting for Godot were
not given this honor3 the answer must be that neither
of these plays could come close to the national stir
the Osborne play caused from the moment it was first
produced.

No matter what may be the cause of the

initial success of the new movement, the events of the
past ten years in British theatre have been unanimously
appraised as the healthiest signs of life shown in
British drama since the time of Elizabeth I.
The most significant effect of this new movement
has been manifested in the increased theatrical
activity in England.

There is a new spirit among

audiences, theatre managements, and designers.

Writers

have returned to the dramatic form because, as Fredrick
Lumley wrote in 19 60, "there was probably never any
time in the past century when the playwright had a
better chance of seeing his work performed.""*"

The

success of John Osborne and others who followed him has
created "an environment in which the young writer can
turn naturally to the drama as a means of serious
expression, no longer despising the theatre as a place
where genteel ladies eat chocolates while watching
The Chalk Garden."^
The origins of this new movement must be
attributed to the conditions of World War II.

The

British theatre of the 1920?s , 1930 *s, and the years
preceding the war primarily depicted the life of the
middle class.

Audiences at that time were interested

in reflections of their own attitudes and manri§rs,
regarding drama as.a form of after-dinner relaxation;
thus, "whiskey gurgled in the decanters in the ’library

^Fredrick Lumley, Trends in Twentieth Century
Drama (Fair Lawn, N. J., 1960), p. 213.
2
John D. Burrell, "Review of J. R. Taylor's
The Angry Theatre," Drama Survey, II (Fall 196-2),
p. 236.

and teacups clinked on the terrace.

World War II

brought only slight changes to the subject matter of
the plays; the style and basic approach remained the
same.
When the theatres reopened after the War, the
audience had changed.

With the social elite millions

of working-class' citizens also went to the theatre for
the first time in their lives.

Glynne Wickham believes

the credit for this new interest in drama should go to
the British Broadcasting'Company which had supplied
radio drama to "an austere, entertainment-starved
populace during the war y e a r s . A successful revival
of the British Ballet and the popularity of the verse
plays of T. S. Eliot and Christopher Fry gave theatre
managements the courage to import serious foreign plays
especially from France, Germany, and the United States.
These imports were well received; the radio

pro

ductions remained popular, the prestige of the ballet
grew, and television became important.

By the early

fifties the door was open for the entrance of new play
wrights and theatrical styles for this theatre and its
audience in England.
Wickham, Drama in a World of Science
(Toronto, 19 62), p. 5.
1

^ G l y n n e

^Wickham, p. 8.

The English Stage Company at the Royal Court '
Theatre of London took the lead in finding and promoting
new writers.5

Theatres such as the Arts Theatre, the

Royal Court, and the Theatre Workshop began to produce
new scripts of young, untried authors.

The Arts

Council of Great Britain offered prizes for the best new
play and. for..the. theatre willing to present the play.
The weekly newspaper The Observer began a play compe
tition in 1957, and in the same year industrialists
came forward to help subsidize the Royal Court venture.®
Variety of subject matter, themes, styles, and
techniques characterizes modern British drama.

"It is

not so much a new wave as an explosion with particles
flying off in all directions."7 .John Russell Taylor
loosely classifies these new writers and styles as "the
angry school, the academic realists," the "semirealists," and the "non-realists."

Although the new

^Irving. Wardle, "Revolt Against the West End,"
Horizon, V (January 1963), pp. 26-2 7.
^Lumley, p. 239.
7
John Russell Taylor, "British Drama in the
50Ts ," World Theater, XI (Autumn 1962) , p. 251.

authors write in a variety of styles, almost all of them
draw from three major foreign sources: Samuel Beckett,
Eugene Ionesco, and Bertholt Brecht.

Television influ

enced the success of Look Back in Anger, and many of the
new authors have written for television or radio.

The

realism which continues to dominate the style of the new
dramatists has two primary elements, resistance to
British class structure, "and the universal world dilemma
which threatens nuclear d e s t r u c t i o n . W i t h only a few
exceptions the new drama draws heavily from working class
life for its theme, subject matter, and characterizations.
Several critics feel that most of the plays of this new
movement are not well made.

Some plays have the appearance

of almost amateurish improvisation; others exhibit sheer
incapacity or lack of knowledge on the part of the drama
tists.

This form (or lack of it) may be also a revolt

or a personal protest against the competence that has
9
long been "the mark of death" on British drama;
a
revolt against the tradition of the London, stage
with its "muted passions, drawing room subtleties,

80ssia Trilling, "The New English Realism,"
Tulane Drama Review, VII (Winter 1962), p. 184.
9Angus Wilson, "New Playwrights," Partisan
Review, XXVI (October 1959), p. 633.

and general expertness of craft,'110

The theatre is alive

again with new ideas and youth9 "the Pierian spring at
which inspiration renews itself," comments David
11
Dempsey.
The director's influence becomes increasingly
strong in the new plays because of the form.

(Joan

Littlewood, for instance, is well-known in England for
working with the plays of Brendan Behan and Shelagh
Delaney— actually building some of them on stage during
rehearsals.)

Osborne and Harold Pinter were actors;

many of these new British dramatists have been actors
and write scripts for expansion by the director and the
12

actors rather than polished literary products,
results have been effective.

The

The term "affect" on the

audience seems to be a slogan with this new movement.
Angus Wilson agrees that this form may well be effective,
but it would be new nowhere but in England, and
certainly not revolutionary.

He concludes:

"It is

turning out to be a valuable phase in the British

"^David Dempsey, "Most Angry Fella," New York
Times Magazine, LX (October 20, 1957), p. 26,

n Dempsey,
19

p. 25,

Wickham, p » 11,

theatre, valuable because only by taking,„the old
competence to pieces can we hope for anything new to
emerge."^3
The appeal and popularity of these new plays
with English audiences is indeed significant.

Angus

Wilson admits that at first most critics ignored the
drama of the years 1956-57 as "insufficiently serious
to merit much a t t e n t i o n . T h e new drama and
dramatists were soon welcomed,

however,"likespring

flowers after a long w i n t e r . C e r t a i n l y not all of
the writings of the new authors are well written nor
are they artistic.

Much of the early writing already

seems dated and topical, but out of this movement have
emerged some of the most promising young playwrights
the world has recently met:

John Arden, Brendan Behan,

Shelagh Delaney, John Mortimer, John Osborne, N. F.
Simpson, Arnold Wesker, and Harold Pinter.
13
Wilson, p. 633.
"^Wilson, p. 634.
15Wilson, p. 631.

CHAPTER XI
THE PLAYS OF HAROLD PINTER: A BACKGROUND
Harold Pinter, hailed by some critics as the
"most accomplished," "most original" English playwright
of the jne.w. movement, is certainly one of the best
known names in contemporary English drama on both the
stage and television screen.

Born in 1930 the son of

a Jewish tailor in East London, Pinter was a writer of
poetry, of short stories, and a professional actor
before he wrote his first play, The Room, in 1957,

By

1963 he had completed two full-length plays, two oneact plays, four television plays, two radio plays,
seven' revues., and one film script.^

The Caretaker, his

latest three-act stage play, -won the London Drama

Both The Room and The Dumb Waiter were written
in 1957 , The. Birthday 'Party in 1958, and The Caretaker
in 195 9. A Slight Ache was originally written for radio
in 1959. A radio play. The Dwarfs, was completed in
1960. The Collection and The Lover were originally tele
vision scripts written in 1961 and 1962 respectively.
A Night Out, a television play, was published in 1961;
Night School, a television play which Pinter has said in
an interview is "the worst thing I ’ve ever written,"
has not been published. Eight sketches written for
theatrical revues have only recently been published.

Critics Prize in 1961, and ran for over a year in
Londono

The Caretaker met with mixed success in the

legitimate theatre in the United States.

The play ran

for 165 performances, yet was listed as a financial
failure in Variety*s tabulation of Broadway plays.
The play lost to Robert Bolt's Man for All Seasons for
the Best Foreign Play award given by the New York
Drama Critics Circle, but Donald Pleasence as Davies
received the outstanding male performance award for
1961 and 1962.2

^ popular choice for educational

theatre as well. The Caretaker has continued to be
presented in theatres throughout the world.
Pinter's early plays, The Room, The Dumb Waiter
The Birthday Party, and A Slight Ache, earned for their
author the label of "Comedy of Menace."

Afraid of the

outside world, the characters in the "menace" plays
isolate themselves in a closed, comfortable environment
The menace comes from outside, from the
intruder whose arrival unsettles the warm,
comfortable world bound by four walls, and
any institution can be menacing, the element
of uncertainty and unpredictability the
intruder brings with him is itself menacing.^
^The Ten Best Plays of 1961-1962, ed. Henry
Hewes (New York 1962), p. 354.
3John Russell Taylor, Anger and After; A Guide
to the New British Drama (Baltimore, 1962), p. 288.

10
The comedy resides in the often clever dialogue of
cliche and non sequitur.
Some critics have difficulty classifying Pinter
according to a certain group or school.

Bernard Dukore

considers Pinter’s plays "the most bizarre and unique to
have emerged in the English l a n g u a g e . L a u r e n c e
Kitchin refers to Pinter as a "compressionist," who,
like Sartre and Chekhov, "squeezes his characters to
distill their tragic comic e s s e n c e . M a n y critics
agree with Martin Esslin, who has done an extensive
study of the avant-garde theatre.

Esslin.feels it is a

mistake to label Pinter a social realist; "he belongs
to the Theatre of the Absurd.
The "Theatre of the Absurd" is a label given to
a group of new playwrights, who, Esslin maintains,. have
struck upon a more original approach to poetic theatre.

■ ^Bernard Dukore, "The Theatre of Harold Pinter,"
Tulane Drama Review, VI (March 1952), p. 43.
5
Laurence Kitchin, "Backwards and Forwards,"
Twentieth Century, CLXIX (February 1961), p. 168.
.

^Martin Esslin, "Beckett, Ionesco* Pinter: ’We
Don’t Answer Absurd Questions’," Perspective, XII
(March 1963), p. 49.

These men are the ,fculmination of a movement which, in
surrealist painting or in the writings of Kafka and
Joyce, reaches back into the nineteen

t w e n t i e s .

He

insists that the theatre of the absurd is not a school
that each playwright moves toward this "poetic con
vention1' in his own way, but that as sensitive artists
they are bound by certain common convictions.

They

have "the chronic state of uncertainty underlying the
spiritual and cultural climate, the spiritual and
■

cultural crisis of our age, as their common theme."
Fundamentally
the Theatre of the Absurd expresses the loss
of feeling that the world makes sense, or can
be reduced into an integrated system of
values--which is due to the decline of
religion— that has been apparent since the end
of World War I , and the decline in the belief
in the substitute religions of nationalism,
faith in progress and socialism, in the
cynical disillusionment of the period after
World War II.9
"The theatre holds a mirror up to nature," says
7
Martin Esslin, "Pinter and the Absurd,"
Twentieth Century (February 1961), p. 176.
^Esslin, "Beckett, Ionesco, Pinter . . .,"
p. 46.
^Esslin, "Pinter and the Absurd," p. 176.

g

)

12
William Angus, "even when the times appear to be absurd
as they do nowadays.
These new authors "absurdly" depart from the
usual.theatrical conventions.. Esslin points out that
it is quite clear that these plays should have
been.total failures— by the book of rules that we
know for drama. For if a good play must have a
cleverly constructed story, these plays often
lack any recognizable characters, they often
appear to be peopled.not by human beings at all
but by mechanically motivated puppets; if a
good play is one which clearly presents a
problem or theme, which must first be neatly
outlined, and then cleverly developed and finally
solved, these plays are obviously without either
beginning or end and lack any recognizable
social or ethical problem, let alone a solution
to any such problem; if a good play is supposed
to hold the mirror up to nature and to portray
the manners and quirks of.its age in finely
drawn vignettes of human behavior, these plays
don11 depict any recognizable reality, but
instead seem to be the outcrop of wild dreams
and nightmares; if a good play is distinguished
by clever repartee and witty dialogue, these
plays often consist of incoherent babbling and
a windy repetition of catch phrases.
The "absurd" play is one "in which the language is de
liberately flat and u n p o e t i c . T h e poetic element is
made to reside in the power of the action itself as a
poetic image.

Esslin asserts that:

"^William Angus, "Modern Theater Reflects the
Times," Queen's Quarterly, LXX (Summer 1963), p. 255.
•^Esslin, "Beckett, Ionesco, Pinter . .
p . 46.
l^Esslin,."Pinter and the Absurd," p. 176.

13
if the conventional theatre with its characters
and plots tells a story, the Theatre of the
Absurd presents a poetic image . „ „ „ In other
words, if the conventional theatre tends
towards a narrative form, the Theatre of the
Absurd tends toward a lyrical form.
The plays of the convention of the Theatre
of the Absurd are patterns of poetic images put
before the audience in concrete, three-dimensional
form.13
Pinter acknowledges Samuel Beckett and Kafka as
influences on his work.

Except for the language, some

of the characterization, and the setting, a Pinter play
closely resembles the Beckett style, while the dialogue
smacks of Ionesco.

In The Birthday Party and The Dumb

Waiter the thugs, Goldberg and McCann, "refer to a
Kafka-like ’organization1 whose representatives they
are."^1+ Pinter’s Barnabas of A Slight Ache closely
resembles a character of Kafka's by the same name.

Both

Barnabas characters are the only persons admitted inside
a specific dwelling, both replacing the master of the
house in the final scene of the play.
Like Beckett, he [Pinter] is essentially
concerned with communicating a ’sense of- being,’
with producing patterns of poetic imagery, not
in the words so much as in the concrete, threedimensional happenings that take place on

Esslin, "Beckett, Ionesco, Pinter . .- .
p. 47.
■^Ruby Cohn, "Latter Day Pinter," Drama Survey
ifMareh 1962) , p. 369.

14
stage. Like Beckett, Pinter wants to
communicate the mystery, the problematic
nature of man's situation in the w o r l d . 15
Beckett, Kafka, and Pinter hold a modern view that
"significant human achievement is impossible in our
s o c i e t y . P i n t e r ' s drama depends entirely upon his
characterizations and the relationships proceeding
from the characterizations, but "where Beckett's pieces
are laid in an unlocalized never-never land," Pinter's
begin with the cornflakes on the breakfast table or
17
the "tea kettle on the gas ring."
Esslin observes,
furthermore, that the characters, of both playwrights
lead lives of "complex and unquiet desperation— a
desperation expressed with extreme economy of theatrical
resources."

1A

"The clutter of our world is mocked as

sets, props, characters, and language are stripped by
both playwrights to what one is tempted to call their

"^Martin Esslin, "Godot and His Children,”
Experimental Drama, ed. William Armstrong (London, 1963),
p. 40.
Jacqueline Hoefer, "Pinter and Whiting: Two
Attitudes Towards the Alienated Artist," Modern Drama,
IV (February 1962),.p. 408.
17
H. R. Hays, "Transcending Naturalism," Modern
Drama, V (May 1962), p. 33.
■^Esslin, "Godot and His Children," p. 40.

15
essence.9

Both Beckett and Pinter choose settings

which reinforce the feelings of the characters in the
plays; the plots of Beckett and Pinter are simple and
straightforward.

Kay Dick feels that, unlike Beckett

whose plays end on a pessimistic note, Pinter is
finally optimistic as demonstrated by The Caretaker.^9
Pinter at one time denied that he uses symbols
in any way, saying: ”1 certainly don’t write from any
kind of abstract idea, and I wouldn't know a symbol if
I saw one."21

Some critics find his constant use of a

room., a rocking chair, drums, vans, food and shoes hard
to ignore, while others have attempted to give The' ■
Caretaker, for instance, an added dimension by making
it an "allegory about mankind torn between an Old

19Pubv Cohn "The World of Harold Pinter,"
Tulane Drama Kevxew, VI (March 1962), p. 56.
^9Kay Dick, "Mr. Pinter and the Fearful
Matter," Texas Quarterly, IV (1961), pp. 257-65. Cf.
Robert Brustein, The New Republic, CVL (October 23,
1961), p. 30: "Beckett’s plays reveal the feelings of
a metaphysical poet about the quality of human ex
istence. Pinter’s, excluding both feelings and thought,
bear almost no relation to any known form of human life,
and are so impersonal they seem to have written them
selves. What Pinter has created, is a naturalism of
the grotesque wrapped around a can of abstraction-something less like Beckett than like Sherwood
Anderson, though lacking the compassion of either."
^Newsweek, LVIII (October 16, 1961), p. 101.

16
Testament God and a New Testament Christ, or by, viewing
Aston’s state as an indictment against a society that
approves shock therapy." 2 2

Pinter sees this play as

"a particular human situation, concerning three par
ticular people and not, incidentally

.

.

.

s y m b o l s .

"23

James Boulton believes that Pinter’s plays, while not
freely allegorical, "must be ’interpreted’ as poetic
94
rather than prose drama."
George Wellwarth criticizes
Pinter’s The Room for its "juvenile

s y m b o l i s m .

"25

Bernard Dukore feels that Pinter’s symbolism differs
from the symbols to which we are accustomed.

"No symbol

functions in Pinter’s plays as does, for example, the
orphanage in Ghosts or the pistols in Hedda

G a b b l e r .

"26

^ H e w e s , The Ten Best Plays of 19 61-19 6.2, p. 5.
2%artin Esslin, The Theatre of the Absurd (New
York, 1961), p. 213. Pinter’s remark cited by Esslin .is
in the context of an interview with Kenneth Tynan for
the B.B.C, Home Service, October 28, 19 60.
24
■ James Boulton, "Harold Pinter: The Caretaker
and Other Plays," Modern Drama, VI (September 1963),
p. 132,
2^George Wellwarth, The Theatre of Paradox and
Protest (New York, 1964), p. 197.
^Dukore, p. 44.

17
The objects and the characters symbolize something,
says Dukore, ,
but one is unsure about that ’something.'
Unlike the plays of Maeterlinck, the
characters are part of a recognizable world
of social force and class values, Unlike the
symbolic elements in the plays, of say Ibsen,
symbol and reality are not fused to the point
that each clarifies and reinforces.27
Commenting on The Birthday Party, Jacqueline Hoefer
sees Pinter’s shabby boarding house and "banal ex
changes" slowly change from their realistic surface and
"acquire symbolic meaning."2 8
Pinter’s knack of recording the patterns of
everyday speech with finite naturalness has led some
critics to classify him with the social realists of the
new drama, a drama depicting on stage "a slice of
twentieth century life."

But Pinter does not seem to

be concerned with political causes or social reforms =
His plays may be realistic $ says Berpard Dukore, "after
a fashion, but not realistic in the sense that Roots or
Look Back in Anger is realistic."29

■^Dukore, p. 44.
28

Hoeffer, p. 40 2.

oq

Dukore, p. 43.

Ruby Cohn reminds

18
us that Pinter is at least related to the "angry young
men" of his generation for much of his anger is directed
against a "system."

His system, however, "cannot be

reduced to a welfare state, red brick universities, and
marriage above onefs class." 3 0

Pinter, Dukore explains,

is concerned with humanity, "with twentieth century man
crushed into non-entity," especially the artist, who by
the very nature"of-his work, "seeks individual selfexpression," and is. therefore a threat to the

system.

Pinter says he deals with characters "at the extreme edge
of their living," where they are living pretty much
alone, at a point, that is, when they are back in their
rooms confronted with the basic problem of being. 32
Esslin maintains that Pinter's dialogue, plots,
and characterizations are a fusion of real life and the
"Absurd."

The exactness of ordinary speech brings the

dialogue "from the utmost realism into the realm of

30Cohn, p. 55.
^Dukore, p. 44.
32

Esslin, "Pinter and the Absurd," p. 183.

19
nonsensical gibberish, simply because real people . . .
do speak a language devoid of logic, grammar, and sense."
This same fusion holds true for his plots, according to
Esslin:
Here too the strictest application of
realism produces a feeling of the fantastic and
the absurd. The real events we watch are bound
to be far more puzzling, mysterious, and obscure
than the well-constructed plots of what had
hitherto been regarded as the most naturalistic
plays in today’s modern theatre. The more
rigorously we exclude the interpretative
patterns that our own minds impose on reality,
the more genuinely we concentrate on reality
itself, the more logical and dreamlike it tends
to become, the more arbitrary, the more absurd.
The dividing line between the external and the
internal (psychological) aspects of reality
itself will thus gradually dissolve . . . .
All art is reality seen through a human tempera
ment; in the theatre which inevitably gives the
illusion of an objective representation of a
three-dimensional reality this fact may be
overlooked, but it is present nevertheless.^3
Even Pinter's most hostile critics admire his ability to reproduce with "terrifying accuracy" the real
speech of real people. "The dialogue in Pinter’s plays fasci
nates by its very monotony and repetitiousness because the
audience recognizes it— they have heard this sort of thing
b e f o r e .

Pinter's analytical use of the idiom

presents a dramatic dialogue built up of repetition and
33
Esslin, "Brecht, The Absurd, and the Future,"
p . 46.
^ellwarth, p. 19 7.

20
cliche.

His dialogue grows out of the characteri

zations and represents all classes; he uses lower class
speech predominantly, however, and uses what Northrup
Frye labels "genuine speech."

"Genuine speech,”

according to Frye, "is the expression of a genuine
"personality.

Because it takes pains to make itself

intelligible, it assumes that the hearer is a genuine
personality,

t o o .

"35

Frye states, moreover, that this

genuine speech "seeks only expression, the ego is not
the genuine individual, consequently, it has nothing
distinctive to express."
It can express only the generic: food, sex,
possessions, gossip, aggressiveness and
resentments. Its natural affinity is for the
ready-made phrase, the cliche, because it
tends to address itself to the reflexes of
its hearer, not to his intelligence or
emotions.36
Pinter's dialogue is often fragmented and staccato.

Long speeches are rare in his plays; when

they do occur, they are made up of brief sentences.

This

dialogue is more than just sequences of words,however;
it bears a remarkable quality of rhythm and melody.
Harold Clurman is representative of a number of critics

35j\j0rthrQp Frye, The Well-Tempered Critic
(Bloomington, Indiana, 196 3), p . 41,
36Frye, p. 42.

21

who praise Pinter as a master of recording the "inanity
which marks the small talk of the English

p

o

o

r

.

"37

jn

a recent interview Pinter expressed his admiration for
the "muscularity" of lower class speech.

He says this

muscularity
seems to involve an attachment to the muscles
of thought and feeling, from which the impulse
to speak derives. This kind of talk is not
formalized or pre-thought, not made into
useful counters exchangeable at standard rate»
Despite its apparent air of banality, and its
inconsequences (or because of them) the effects,
are fresh and revealing. Even the worn out
cliche creates its own horror.38
Pinter also writes in a recent article that being an
actor influenced his feeling for construction and his
feeling for a dramatic dialogue of everyday speech
q

idioms.

q

Wellwarth summarizes Pinter’s unique talent

for the "feeling" of the ordinary language:
Ionesco does the same thing with ordinary
speech patterns in The Bald Soprano, but
whereas he deliberately extends the monotony

^Harold Clurman, "The Room and A Slight Ache,"
Nation, CIC (December 28, 1964), p. 523.
38V. Minogue, "Taking Care of the Caretaker,"
Twentieth Century, CLXVIII (September 1960), p. 243.
33Iiarold Pinter, "Writing for Myself," Twentieth
Century, CLXIX (February 1961), pp. 172-175.
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and repetitiousness until they become cari
cature Pinter knows where to stop: precisely
where real-life speech patterns stop. Pinter
uses human dialogue as a verbal sparring match
in which the participants feint and parry with
words to avoid involvement with each other.
His characters are not strapped tight with sepa-,
rate cocoons9 as Adamov's and Ionesco’s are;
they remain convinced, just as ordinary people
do in reality, that they can touch each other
with the verbal jabs they flick out, but they
live in terror of the moment when they will hit
their mark.^O
Kenneth lynan finds Pinter’s dialogue funny, embarrass
ing, and at times unbearable.

"It would be comforting

if this picture of humanity had nothing to do with the
world we know," wrote Tynan in a recent review, "but
it seems to concern not an isolated group of insti
tutionalized eccentrics, but Man in general.
Pinter’s dialogue is built up of echoing phrases,
catalogues, comic detail, reminiscence, and rhythmic
shifts which are the result of intonation and pausation
patterns.

The new dramatists, especially the

"absurdists," liberally use directions to pause through
out the dialogue.

Pinter’s frequent use of the pause

and silence in his scripts has made the Pinter plays
notable for what they leave out.

V. Minogue refers to

the "profoundness" of Pinter’s silences and

^Wellwarth, p. 198.
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Minogue, p. 245.

"unspokennesses”;

another critic says the Pinter

plays have a fascination which "springs as much from
the rhythms of its pauses as from the flat repetitious
d i a l o g u e o O t h e r critics say that Pinter uses the
pause to show man unwilling to communicate, man afraid
to communicate, or man unable to communicate in his
twentieth century environment„^

In any case, the pause

appears to be of obvious importance as it affects the
rhythm of the lines of dialogue, and the over-all rhythm
of a given play, the characterization, and the interplay
between the characters in a scene.

An understanding of

the use of the pause is necessary for a proper interpre
tation of the plays of Harold Pinter.

^Minogue, p , 245.
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E . Martin Browne, "A Look Around the English
Theatre, 1962," Drama Survey, II (Fall 1962), p.'182.
^ S e e Arthur Ashworth, "New Theatre: Ionesco,
Beckett, Pinter, Southerly, XXII (1962), pp. 145-154.
See also Werner Habicht, "Theater der Sprache.
Bermerkungen zu einegen Englishmen"Dramen der
Gergenwart," Neureren Sprachen, #7 (July 196 3), pp.
30 2-313.
“
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Summary
Harold Pinter is one of the most promising
young authors of the new dramatic movement in England.
While critics have had difficulty classifying the plays
X

of Pinter, the influences of Samuel Beckett, Eugene
Ionesco, and Franz Kafka are- evident in Pinter?s style,
dialogue, and characterization respectively.

Pinter’s

pointing up of the absurdities of our time and of man’s
concern with life "at the edge of his being” has prompted
Martin Esslin and certain other contemporary critics to
say that he belongs to the ”Theatre of the Absurd."

The

plays .of Pinter rely on dialogue, on characterization,
and on situation rather than on plot.

Pinter's use of

"genuine speech” has fascinated critics and audiences.
Made up of echoing phrases, lower class expressions,
reminiscence, cliches, banalities, and comic detail,
Pinter’s dialogue is notable for its rhythmic shifts
which are a result of intonation patterns and frequent
use of the pause.

An understanding of the pausation

patterns is an important aspect of the study of Pinter’s
stage plays.

CHAPTER III
THE NATURE -OF THE STUDY
As is the case with many dramatic scripts, the
plays of Harold Pinter are written to be heard rather than
read silently.

The oral interpreter has a responsibility

as he presents for an audience the feelings and attitudes
within these plays which are meant to be performed.

The

dramatic structure makes full use of visible and audible
characters and situations.

An attitude involves the

whole organism, comments Geiger,

"The 'mind' records and

analyzes the exasperating characteristic(§) of some en
vironment, while the 'body' reflects in, participates in,
and communicates this exasperation in pursed lips, flash
ing eyes, clenched fists, etc,

Wallace Bacon and

Robert Breen point out that "our experience of movement
and response is more immediate, more direct in the play,
O

because the text is oralized for us."

Don Geiger, The Sound, Sense, and Performance of
Literature (Palo Alto, California, 1963), p. 12.
2

Wallace A. Bacon, and Robert S. Breen,
Literature as Experience (New York, 1959), p. 221.
25
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A successful performance by the oral interpreter
depends largely upon his understanding of the material
and a rich appreciation of the literary selection„

In

agreement with other writers in the field of interpre
tation 9 Charlotte Lee states:
After making his selection, the interpreter must
thoroughly investigate everything to be found
within the particular piece of literature itself.
He must know precisely what the author has given
him to work with. Only when he fully understands
the author's achievement can the interpreter
decide how he will use his techniques to re-create
that achievement for his audience.3
Bacon and Breen maintain, moreover, that
the performer must.be in the service of the text
he is performing; he is not there to make the
text serve him. The drama in particular sometimes
suffers from the desire of the director or the
actor to assume the role of the playwright. Perhaps
the greater the playwright is, the more successfully
he dictates or controls the acts of the performer
and the director.%
The oral, interpreter is cognizant of the im
portance of the pause in a reading performance as a means
of vocal punctuation,, emphasis, or transition.

At the

same time, he is aware of the dangers of "mechanically
placed breathing spots."0

While familiar with the

^Charlotte I. Lee, Oral Interpretation, 3d ed.
(Boston, 1965), p. 10. See also Wilma H. Grimes and
Alethea Smith Mattingly, -Interpretation; Writer, Reader,
Audience (San Francisco, 1961), p . 65„
^Bacon and Breen, p. 221.
^Grimes and Mattingly, p. 288.
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importance of pausation as a factor influencing rate and
rhythm, the oral reader is equally aware that patterns of
pauses can present a monotonous effect.
A pattern of pauses is often just as detrimental
to meanings as the use of too infrequent or too
short pauses. The speaker who says a phrase,
pauses, says another, and so forth, and the speaker
who gives the same-length pause and the same-length
phrase over and over are both monotonous.®
A pause occurs "as a result of interrelationship within a
work and between a performer and his audience," Grimes and
Mattingly go on to point out; and the successful communi
cation of a "meaningful" pause depends upon the maturity
and skill the oral reader possesses.^
The scripts of Harold Pinter contain directions to
pause throughout the dialogue.^

The Room, for example, a

Elise Hahn, Charles W. Lomas, Donald E. Hargis,
and Daniel Van Draegeri, Basic Voice Training for Speech,
2d ed. (New York, 1957), p. 4-7.
7
Grimes and Mattingly, p. 288.
®It is interesting to note the following obser
vation of Otis Aggerttand Elbert Bowen, -Interpretative
Reading (New York, 1956), p. 202: "Since the pause is
strictly a vocal skill, an attempt to write ’(pause)1 when
ever a vocal pause would occur in a piece of literature
would not be a successful device for the writer and yet
the writer must often wish he could do just that." Chekhov,
Ibsen, Pinter and many other playwrights do prescribe
pauses in their scripts.

r

28
one-act play of 38 9 lines, contains forty-eight directions
by the playwright to pause; The Dumb Waiter, also a oneact, contains twenty-six prescribed pauses; The Caretaker
contains a total of 1B1 pauses for its three acts.

The

playwright’s use of the pause as found in the scripts of
Pinter presents a problem for the oral interpreter.
The purpose of this study is to present and
analyze the use of the prescribed pause in the four
published stage plays of Harold Pinter.

Conclusions will

be drawn from this analysis to determine the significance
of the use of the pause for the oral interpreter.

The

four selected plays in the order of their composition
include The Room, The Dumb Waiter, The Birthday Party,
and The Caretaker, all originally written for the stage.
Not included in this study are:

A Slight Ache, a radio

drama later rewritten for production on the stage. The
Collection, and The Lover, both originally written for
television and later adapted as stage plays, plays written
for radio and television not adapted for the stage, revue
sketches, and non-dramatic writings by Pinter.

This

investigation should prove useful to the student of
oral interpretation as he analyzes and prepares the
scripts, of Harold Pinter for oral presentation.

Further

more, this thesis may serve as a basis for further study
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of pausation and related problems of rhythm and
characterization which present themselves to the oral
interpreter as he deals with the dramatic work of Pinter
or other playwrights of the new English movement„
Chapter I traces the development of the new move
ment in British drama of which Harold Pinter is a part.
Chapter II contains critical opinion pertaining to
Pinter’s writings and points up his frequent use of the
pause as part of his dramatic style.
the framework for the analysis.

Chapter III provides

The pause and the various

types of pausation are defined, and the procedure to be
followed for the analysis is also presented.

Chapters

IV through VI will contain the results of the analysis.
The final chapter will summarize and state the conclusions
based on the analysis.
Definition of the Pause
’Speech is silvern [sic]: silence is golden,’
says the proverb and silence is never more golden
than in the midst of speech. •
\

W. Maxfield Parrish

The word "pause" from the Latin pausa and Greek
pausis is defined by Webster’s Third New International
Dictionary as a short period of inaction, "a temporary
stop, a rest."

The New English Dictionary defines a pause

as an "intermission,,l For the purposes of this study the
pause will be defined as a-break, or rest, in speaking
or reading, i.e. an absence of sound in the midst of
sound, an intermission which may take place between
unspoken thought and spoken thought, or between an
utterance and another utterance.

To define the pause as

a "stop” implies an interruption, a purposeful "stopping"
of the spoken thought or vocal sound.

This interruption

in speech often implies a hesitancy, a reluctance to
speak.

In a physiological sense the pause may be

necessary for the intake of breath which is usually a
secondary function.
Pausation is closely related to intellect and
emotion.

A speaker often finds it necessary to stop

momentarily after a word, phrase, or thought before
beginning a new one so that the meaning of his utterance
reaches his listener as clearly as possible.

Speakers

sometimes pause to give the listener a chance to respond
to what has already been said or to prepare him for what
is about to be said.

Often a pause occurs when the

speaker is reluctant or hesitates.

The pause as a vocal

stop or rest serves in determining rate and duration, and
as a component of vocal rhythm.
of purposes.

The pause has a variety
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In Voice Training for Speaking and Reading Aloud,
Paul Heinberg sets up eight classifications of pauses,
namely the transitional, the anticipatory, the deliber
ative, the parenthetical, the incoherent, the separational,
the caesural, and the terminating«®

The eight classifi

cations of the pause according to Heinberg plus the
dramatic pause as defined by J.. L. Sty an will serve as the
basis for this study.
The transitional pause, essentially an "inter
mission," indicates the end of one thought and the
beginning of a new thought unit in a manner now to be
explained.

Heinberg cites the pause that occurs between

the introduction and the actual reading of the text in
an oral reading performance as an example of this tran
sitional use of a pause.

In the reading of literature,

this pause may be used between two paragraphs of prose,
between two stanzas of poetry, or between any two separate
groups of thought.
Children are aware of the effectiveness of a
pause as a vocal device for increasing impressiveness
9
See Paul Heinberg, 'V'S'ice Training for Speaking
and Reading Aloud (New York, 1964), pp. 2^0-22% tor t m s
discussion of pausation.
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and anticipation.10

For example9 a child says: "Here

comes a huge (pause) black (pause) spider!"

This kind

of pausation, which Heinberg labels the anticipatory
pause usually occurs within an idea rather than between
two ideas or thought groups.

"An anticipatory pause

. . . is immediately preceded by relatively unimportant
words, and is followed immediately by one very important
word or several words which represent a single concept
such as a compound noun or nominative substantive
11
. . „ ."
The anticipatory pause may be frequently
used by an author to build suspense and anxiety in a
dramatic writing.

Dr. Parrish gives two good examples

of the-- anticipatory pause in literature:

Tennyson mourns

for "the sound of a voice— that is still";

for a comic

effect, Mrs. Malaprop blurts out, "I’m [pause] putrified
[sic]!"12
According to Heinberg, a deliberative pause "also
occurs within an idea, is immediately preceded by a very

■^See Wayland Maxfield Parrish, Reading Aloud, 3d
ed. (New York, 1953), pp. 42-43 for discussion fof’ the
use of the pause for impressiveness.
11Heinberg, p. 221.
p
12Parrish, p. 42.

important word or phrase . „ -= and is followed
] q

immediately by relatively unimportant words” ;

for

example: "Marriage (pause) is the best thing that could
happen to you.”

Used in this way the pause serves to

isolate the important word or phrase and thus emphasize
it.

The unmotivated or accidental silence that occurs

when the speaker finds himself "speechless9” or unable to
respond immediately to a previous statement, must be
included in this category.

This hesitant silence may

result from a number of causes.

The speaker may be

unprepared for the occasion, or perhaps fear prevents
him from an immediate response.

Perhaps he feels the

listener is unable to comprehend or unable to bear the
effects of his words.

The speaker may be in awe of his

listener; perhaps the speaker has nothing to say.

Hesi

tations stir tip' meanings rather than communicate specific
i d e a s , I n literature an author may want to do nothing
more than stir up meanings.

This hesitancy communicates,

if nothing else, the mere fact that the speaker is
reluctant, unsure, afraid, timid, or incompetent,

A

"^Heinberg, p, 221,
14

James Milton O'Neill and Andrew T, Weaver,
The Elements of Speech (New York, 1935), p. 145,
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dramatist wishing-to show a guilty character may cause
the character to hesitate momentarily before he speaks.
The effects of the deliberative pause used in comedy are
numerous; for example, the hen-pecked husband often
hesitates before speaking,
Pausation, along with intonation, can be an
effective means of showing to the listener the relative
importance of ideas or the relationship of one idea to
another.

Serving as ”white space" around sounds uttered,

the pause emphasizes "the contrasts or equality of
thoughts in

s

e

q

u

e

n

c

e

,

The parenthetical pause refers

to the silence used to separate the parenthetical
(usually less important) idea from the basic or more
important idea; for example, "Pat Brown, (pause) I ’m
sorry to say (pause), finds it hard to stay out of
trouble,”
When a speaker searches his mind for an idea, an
appropriate word, or attempts to recall a name or fact,
he often pauses and thus indicates that this recall or
search is going on.

"My doctor constantly refers to it

as ..(pause)., oh, I can’t remember;"
closed that window..(pause)..

"I thought I had

Yes, I ’m sure I did,"

15
Harold Weiss and J. B„ McGrath, Jr.,
Technically Speaking (San Francisco, 1963), p. 41.
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This is called an incoherent pause by Heinberg; in
literature, the poetic use of this pause is called an
aposiop.es is.
An aposiopesis is a sudden breaking off to •
indicate interruption by another or by oneself
because of the impossibility of mere words
completing the idea, or to imply sudden reali
zation, as in ’John: "If you?re trying to » «
'
Mary; "Of course I am!"’ ’And if we fail
Or in dramas a character, suddenly realizing all
that has been happening, says, ’And all this time
you’ve been „ „ » God, what a fool I ’vehbeen„’16
The separational pause is used to indicate the
correct meaning to the listener when blending of sounds
may cause ambiguity; e. g », "He is an (pause) ice man;"
or "He is a (pause) nice man."

The term "blending" refers

to "a tendency in connected speech for the arresting conso
nant of one syllable to become the releasing consonant of
the next„"17

The ambiguity which arises when two ideas

tend to blend often'necessitates the use of the sepa
rational pause, also.

Note how the pause makes the

meaning clear in these examples.
I ’m sure he was nervous.";

"Tom thinks; (pause)

"Try; (pause) hot to do it

would be ridiculous."

■^Heinberg, p. 231.
James Carrell and William R. Tiffany, Phonetics:
Theory and Application to Speech Improvement (New York,
1960), p. 247.
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In prosody a caesura is a break or central pause
in a line of verse.

Heinberg’s caesural pause refers

to a stop or silence in the final line of poetry or last
idea of prose which, together with a falling pitch on
the last syllable, shows the conclusion or completion of
the literary selection.
Thus, each poem, book of an epic poem, or
chapter of a book or act or other unified
segment of a play should contain one and only
one caesura. . . . Neither the caesura alone
nor the falling pitch on the last syllable of
the last word alone conveys this information;
both are required. Generally, skilled poets
make the caesura serve as another type of pause
as well, e.g., as anticipatory,19
The terminating pause, according to Heinberg,
refers to the pause which follows "the completion of an
idea and is used to indicate how long the audience should
consider that i d e a . "20

The length of this kind of pause

would depend, obviously, upon the complexity or
importance of the idea.
18

See Bacon and Breen, p. 204.

19
Heinberg, p. 22 2.
^Ojieinberg, p. 220.
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What Jo Lo Styan refers to as "the dramatic
pause" is similar to Heinberg’s terminating pause, but
the dramatic pause does not necessarily follow the
completion of an idea»

Styan says the author plans

this pause in literature "for the sake solely of the
a u d i e n c e , "21

A pause can be used to give the

'

audience time "to work out a complexity, to allow some
emotion to be felt more completely,’" notes Martin
C o b i n ,

22

John Fernald clearly states the dramatic

purpose of this pause:.
For an audience to react fully to any one
effect it must be given a period of time
during which it ckn consider that one effect,
to the exclusion of all else.
In practice this means that any line which
is intended to convey a particular effect and
which it may be of dramatic importance to
emphasize, should be followed by a Dramatic
Pause, in order that the particular effect may
have time to sink into the consciousness of
the audience , , , ,2 3
O 1

J, L, Styan, The Elements of Drama (London,
1963), p, 89,
22

Martin Cobin, Theory and Technique of Interpre
tation (Englewood Cliffs, N, J,, 1959), p, 42,
23

Styan, p „ 89, Professor Styan is quoting
John Fernald (The Play Produced, pp. 16, 17), who has
summarized the function of the dramatic pause.
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The. dramatic pause is used in literature, then,
’’essentially [as] a means of implanting a dramatic
impression and schooling the audience to hear and see
what the author want s »"^^
With the foregoing nine categories of pauses as
a basis for investigation, the procedure of this study
is to discover the answers to three basic questions:
1.

What kinds of pauses are used?

does the playwright use in each play?

(What kinds

In the plays as

a whole?)
2.

How are these pauses used?

(What functions

do they serve?

-Are they used chiefly for characterization,

or for rhythm?

Are they used to establish mood?

Should

the pause be long, short, or intermediate in length?

Are

they used primarily to point up the climax or crisis of a
play?)
3 o Where are the pauses used?

(Are they used in

opening scenes for a specific dramatic purpose?

Do they

occur primarily after interrogative statements?

Are

they gathered together in one section of the script or
spaced throughout the dialogue?)
24

-

Sty an, p„ 89.
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Definition of Other Terms
As an oral interpreter deals with dramatic litera
ture, he soon finds that an analysis of a play is
essential to his understanding of it.

He must accept and

understand the characterization, time, and setting which
the author presents.

Furthermore, he attempts to trace

the action, "a progression from one position or one point
of awareness to another” in a dramatic

w o r k .

25

The

principles of unity and probability serve as the organi
zational bases of a play, "and their basic ingredient is
c o n f l i c t

.” 26

Although the presentation and development of this
conflict may vary-, generally the opening scenes reveal
information about the characters or about some previous
event, or anything necessary to establish a situation and
to advance the actipn of the play.

This revelation of

what already happened'is called exposition.

The intro

duction of an inciting or an opposing force into the
situation creates the necessary conflict which becomes
more acute as the play develops.

Professor Lee points

out that "moves and counter-moves between the
two characters most involved" produce

2®Bacon and Breen, p. 215.
26Lee, p. 263.

See also Lee, p. 263.
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a tightening of conflict and what is often
termed rising action. The rising action comes
to a point of decision in the crisis. The
crisis is the moment of recognition and
limitation which directs the action of the plot
to its final outcome. The crisis brings about
the climax, which is the highest culmination of
all the levels of conflict.27
All the components of a performance— characterization,
language, pausation, movement, to name four— contribute
to the progression towards a crisis, a climax, and a con
clusion of a dramatic experience.
Earlier in this chapter, the author mentioned the
importance of pausation as a component of r h y t h m . 28

In

the production of a play, "any recurring pattern of
stimulus which makes an impression on an audience con
tributes to rhythm.

It gives to the play its over-all

effect of organization . . . .

The basic rhythm is pro

vided by the script," but a performer can improve or
damage 'it.2^

After pointing out the complexity of rhythm

in a play, Dr. Lee discusses three levels of rhythm which
occur within the performance of drama:

first, "the

individual speech rhythm of each character";

second,

27Lee, pp. 263-264.
2^See p. 30 of this chapter.
2®H. D. Albright, William P. Halstead, and Lee
Mitchell, Principles of Theatre Art (Boston, 1955), p. 433.
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the ”important fluctuations in emotional tension” ; and
thirds "the inevitable alternation of ’action1 scenes
and ’static’ scenes,"

30

Although the playwright usually

uses a minimal number of static or transitional scenes,
the alternation and arrangement of the units of the play
depend upon the playwright’s conception of the total
effect of the dramatic experience.

Summary
A successful performance by the oral interpreter
depends upon his appreciation and understanding of the
literary object.

In dealing with the dramatic scripts of

Harold Pinter, the interpreter meets the frequent refer
ence to pause within the dialogue.

The performer.has

long recognized the importance and effectiveness of the
use of the pause; at the same time, he is aware of the
dangers of dictated and mechanical pausation.

Within

the framework of this investigation a pause is defined
as a temporary break or rest in speaking.

Using the nine

defined categories of pauses in the next three chapters,
the author of this study presents and analyzes for the
oral interpreter the prescribed pause as it is found in
30

Lee, p, 264,
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the four plays of Harold Pinter written for the stage.
These plays are The Room, The Dumb Waiter9 The Birthday
Party, and The Caretaker.

As a basis for the analysis9

three questions are raised, namely, what kinds of pauses
does Pinter use in his plays; when is the pause used;
and how is the pause used.

CHAPTER IV
THE USE OF THE PAUSE IN
THE ROOM AND THE DUMB WAITER
Harold Pinter wrote his first play9 The Room, and
The Dumb Waiter in 1957.

These two one-act plays were

first presented on a double bill on January 21, 1960, at
the Hamstead Theatre Club, and subsequently at the Rdyal
Court Theatre on March 8, 1960.
The Room"*"
The room belongs to Mr. and Mrs. Bert Hudd.

As

the play opens, Mrs. Hudd (Rose) busily prepares break
fast while her husband reads a newspaper in silence.

Rose

talks about the icy weather through which Bert must soon
drive his van, about an empty room in the basement, and
about her satisfaction with the flat which they now
occupy.

When Mr. Kidd, the landlord, enters, he and Rose

engage in an exchange of,banalities.

After Bert goes down

to his van and Mr. Kidd leaves, a young house-hunting

^"Harold Pinter, The Birthday Party and The Room
(New York, 1961).
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couple arrive with news from a man in the basement that
the Hudd apartment is unoccupied,

Mr, Kidd is quite

disturbed when he returns to report that the mysterious
man, Riley, who has been waiting in the basement for
Bert to leave, now demands to see Rose,
be a blind Negro,

Riley proves to

Referring to Rose as Sal, he begs her

to come home with him.

Bert returns, knocks Riley from

the chair, kicking Riley in the head until he lies
motionless.

As the play ends, blindness overcomes Rose.

The six characters of The Room exchange 39 5 lines
of dialogue in the course of the play,^

Twenty-one of

the forty-eight pauses meet the qualifications of the
dramatic pause, a pause designated by the author and
communicated by the performer for the sake of implanting
an impression on the audience.

Note the placement.of

the first prescribed pauses in The Room in these lines
of Rose:
I've never seen who it is. Who is it? Who
lives down there? I ’ll have to, ask. I mean,
you might as well know, Bert, But whoever it
is, it can’t be too cosy.
Pause [dramatic]
I think it’s changed hands since I was last there.
I didn’t see who moved in then. I mean the first
time it was taken.
Pause [dramatic]

^See Appendix A, pp. 12 6-129, for the tabulation
of the pauses in The Room.
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Q

Anyways I think they’ve gone now.
The designated pauses in the foregoing example are repre
sentative of the dramatic pause in a Pinter play.

Styan

reminds us that "it is unhelpful to think of it [the
dramatic pause] as an imitation of a mental reaction as
in life, although it is true that in realistic drama the
actor will find a realistic excuse for i t . C r i t i c
Glynne Wickham asks the reader to look between the lines
of a Pinter script for the consequential material.

"The

effect is both comic and frightening; for one seems to
see the minds of characters isolated from their utterances,
their thoughts distinct and separate from their words,
frequently contradicting each other.
Ten of the forty-eight prescribed pauses meet the
definition of the transitional pause; eight qualify as
terminating, pauses; five are deliberative; three are both
deliberative and transitional; and one is both termi
nating and transitional.

Pinter makes no use of the an

ticipatory, caesural, incoherent, parenthetical, or
separational pause in The Room as these pauses have been
defined.
^Pinter, The Room, p. 96.
4
Styan, p. 89.
^Wickham, Drama in a World of Science, p. 14.
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The 161 lines assigned to the protagonist9 Rose •
Huddj contain twenty-five pauses, a number over one-half
of the total pauses in the work*

Rose’s pauses include

eight transitional, sik deliberative, five dramatic,
three deliberative-transitional, and three terminating
pauseso: Pinter has directed that Mr„ Kidd pause eight
times within his eighty lines of dialogue»

Seven of

Kidd’s pauses are dramatic, and one is transitional„

M r <,

Sands’s sixty-two lines of dialogue include directions
for five pauses, all of which are dramatic,

Mrs, Sands’s

dialogue of sixty lines contains directions for two
pauses, one dramatic and one both deliberative and
terminating,

Riley delivers twenty-six lines including

three.pauses, two dramatic and one terminating,

Bert

Hudd is silent throughout the beginning of the play.

When

he returns, he speaks six lines separated by five
directions to pause.

Three of the five pauses are termi

nating , one is dramatic, and one is transitional.
The author of this study has divided The Room
into six episodes or "French scenes" to indicate the
location of the prescribed pauses within the dialogue
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and within the dramatic structure of the play.^
and Bert Hudd appear in episode one.

Rose

Bert remains

silent throughout the first unit of the play while he
reads a newspaper. As Rose prepares a meal for Bert,
she speaks 171 complete thoughts, punctuated in the
script as sentences, concerning the weather, Bert's job,
and the room in which they live.

One learns from Rose's

speech that the room is part of a huge house and that
the time is a winter night.
Rose considers this room her refuge, her security
from the world; she actually tells herself rather than
Bert that this room is just right for her.

Bert's

silence and Rose's rhetorical questions give her opening
speech the effect of a dramatic monologue.

In a

critical commentary, Bernard Dukore points to Pinter's
apparent "non-connection symbols," referring to the
disconnected electric plug, which Aston tries to fix in

^Albright, Halstead, and Mitchell, p. 33 3.
"In French drama, a new scene is indicated when there is
a change in the character of the group because of the
entrance or exit of a plot character, the perfunctory
entrances of servants usually being ignored. When
this,device is used in English, these are spoken of as
French scenes."

7
The Caretaker.

Rose’s lines in this scene together with

nine directions to pause appear "disconnected" on the
page because of the interpolation of alternating
directions to pause and directions for stage business.
Rose's lines 3 if interpreted with the directed pausation,
will present for the listener an expository scene of
rambling, disconnected speech.

Bert's failure to respond

to Rose's utterances creates tension in this scene from
the very beginning.

Her pauses are complemented by

Bert's silence; her words seem to be attempts at covering
the frightening emptiness of the situation with speech.
Establish a character's fear of the outside and
follow this fear with a knock on the door, and mystery is
the result.

When the "knocker" fails to identify himself

and a pause follows the three unanswered questions of
identification, the mystery increases.

The beginning of

episode two changes quickly in tone from fear and mystery
to amusement as Mr. Kidd enters.
A knock at the door.
Who is it?
Pause
Hallo!
Knock repeated.
Come in then.

She [Rose] stands.

7
Bukore, "The Theatre of Harold Pinter," p. 50.

49
Knock repeated.
Who is it?
Pause
The door opens and Mr. Kidd comes in.
KIDD:

I knocked.8

Mr. Kidd's inane statement of greeting following the rise
of tension is indeed comical.

Bert is again silent while

Kidd and Rose exchange 104 lines of another expository,
scene in which the information presented-is, for the most
part3 ambiguous.

Mr» Kidd' may or may not be the landlord;

the house may or may not be full of tenants; Mr. Kidd’s
mother may or may not have been Jewish; Mr. Kidd's sister
may or may not exist.

Rose asks forty-five questions

within the episode, some of which are rhetorical, while'"
others are only vaguely answered by Kidd.

Of the nine

pauses which occur in this episode, two precede Mr. Kidd's
entrance and the remaining seven occur throughout the
Rose-Kidd dialogue exchange.

Six of these seven pauses

come af the end of the line delivered; this halt in the
flow of speech at the end of the line to break or rest
gives the impression that the thought continues but is
not being vocalized.

As Wickham would say, "one seems to

see the minds, of characters isolated from their
utterances."8

The following example shows how the use

8Pinter, The Room, p. 99.
^Wickham, p. 14.
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of the pause at the end of the line gives Mr, Kidd’s
lines an unrelated^ inconsistent effect,
MR. KIDD: Was this chair here when you came?
ROSE:
Yes.
MR, KIDD: I can’t recollect this one.
Pause [dramatic]
ROSE:
When was that then?
MR. KIDD: Eh?
ROSE:
When was this your bedroom?
MR. KIDD: A good while back.
Pause,.I dramatic ]
ROSE:
I was telling Bert I was telling you how
he could drive.10
After Bert and Mr. Kidd exit, Mr. and Mrs. Sands
arrive.

The 171 lines of episode three provide more

exposition as the couple and Rose exchange remarks which
/
consist primarily of questions, comic detail, and cliche.
*

The dialogue includes eleven pauses assigned to the three
characters: five for Mr. Sands, four for Rose, and two
for Mrs. Sands.

Nine of the eleven pauses occur at the

ends of the characters’ speeches; eight of the eleven are
dramatic pauses, one is terminating, and one serves as
both a transitional and terminating pause..
MR. SANDS: I ’m quite all right, Clarissa.
ROSE:
Clarissa? What a pretty name.
MRS. SANDS: Yes, it is nice, isn’t it? My father
and mother gave it to me.
Pause [terminating and transitional]
You know, this is a room you can sit
down and feel cosy in. HlOpinter, The Room, p. 102.
-^Pinter, The Room, p. 106.
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The terminating and transitional pause in the
cited passage isolates or points up an inane remark for •
comic effect =

Note how the pause allows the line by Mrs.

Sands to be considered as long as she deems it necessary
for the audience.

The absence of words isolates the

statementj gives the listener time to consider the
stupidity of it, and induces laughter.

The pause also

serves as a bridge or transition between the two ideas in
the line.

Specific lines delivered by Mr. Sands add

significantly to the advancement of the plot; for example.
Rose becomes disturbed when Mr. Sands informs her that
he has learned from the mysterious man in the basement
that the Hudd apartment is unoccupied.
MR. SANDS:

The man in the basement said there was
one. One room. Number seven he said.
Pause [dramatic]
ROSE;
That’s this room.
MR. SANDS:
We'd better go and get hold of the
landlord.
. MRS. SANDS: (Rising) Well, thank you for the
warm-up, Mrs, Hudd. I feel better now.
ROSE:
This room is occupied.12
Rose’s uneasiness becomes apparent, and the Sands leave
abruptly.
12

Pinter, The Room, p. 12.
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Tense and very disturbed3 Rose immediately begins
to question Mr. Kidd as he re-enters at the'beginning of
episode four., but Mr. Kidd begs' Rose to see the mysterious
man in the basement who is now demanding to talk to. her.
The mysterious opposing force9 the stranger in the base
ment, begins to close in on Rose in this scene.

Mr.. Kidd

is admittedly frantic, and Rose suppresses her fears as
the tension mounts in the following lines:
MR. KIDD:
He sits

I don’t know what I think.

I think I ’m going off my squiff.
You need rest. An old man like you..
What you need is rest.
MR. KIDD:
He hasn’t given me any rest. Just
lying there. In the black dark.
Hour after hour. Why don’t you leave
me be, both of you? Mrs. Hudd, you
have a bit of pity. Please see him.
Why don’t you see him?
ROSE:
I don’t know him. ■
MR. KIDD:
You can never tell. You might know
him.
ROSE:
I don’t know him.
MR. KIDD: (Rising) I don’t know what'll happen if
you don’t see him.
ROSE:
I've told you I don’t know this man!-^
ROSE:

Three of Mr. Kidd’s four dramatic pauses within the fortysix lines of this episode occur at the end of the unit as
Kidd presents the facts to Rose:
MR. KIDD:

You don't think he's going to go away
without you, after he's come all this
way, do you? You don’t think that, do
you?

"*"^Pinter, The Room, p. 115.
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ROSE:
MRo KIDD:
Pause
ROSE:
•MRo KIDD:
Pause
ROSE:
MR. KIDD:
Pause
ROSE:

All this way?
You don’t think he’s going to do
that 9 do you?
He wouldn’t do that.
Oh yes« I know it.

'

What’s the time?
I don’t know.
Fetch him.

Quick.

Quick!

The fear that fills Rose is not verbalized; Pinter desig
nates three pauses at the end of the scene which, sustain
the tension.
The crisis of the play comes at the beginning of
episode five: the strange man does exist, he does appear,
and his presence terrifies Rose.
in this scene include ten pauses.

Directions by the author
Rose’s seven pauses

occur within her lines as she interrogates Riley; her
pauses include three deliberative-transitional pauses, two
terminating pauses, one deliberative, and one dramatic
pause.

The number of deliberative pauses shows her fear

and hesitation throughout this episode.

Three pauses

follow Riley’s short, imperative sentences; two of the
pauses are dramatic, one is terminating.

Note that a

prescribed pause restrains the action of the play and
focuses the attention oh what is not said:

"^Pinter, The Room, pp. 115-116.
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ROSE:

Stop
you
RILEY:
Come
Pause [dramatic]
ROSE:
What
RILEY: .
Come

it. I can’t take it. What do
want? What do you want?
home, Sal.
did you call me?
home, Sal.15

Rose touches the back of Riley’s head and his
temples as Bert enters, and The Room reaches its climax
in the final six lines of the play which comprise
episode six.

Bert speaks for the first time in terse,

sentences of four or five words:
BERT:
I got back all right.
ROSE: (Going towards him). Yes.
BERT:
I got back all right.
Pause [dramatic]
ROSE:
is it late?
BERT:
I had a good bowl down there.
Pause [transitional]
I drove her down, hard. They got it
dark out.16
The terror and tension continue throughout the final scene.
The pause is forsaken for prescribed stage silences which
surround the violence of the climax.

Of the twelve lines

of this final scene, Bert speaks six which include all
five prescribed pauses.

Three pauses are terminating,

one is dramatic, and one serves as a transition.

"^Pinter, The Room, p. 15.
^Gpinter, The Room, p. 16.
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Conclusion
Twenty of the forty-eight prescribed pauses in
the 395 lines of Harold Pinter’s The Room meet the defi
nition of the dramatic pause.

Twenty-eight pauses fulfill

the requirements of other kinds of. pauses: ten are
transitional, eight are terminating, five are deliber
ative, three are both deliberative and terminating, and
one is both terminating and transitional.

No prescribed

anticipatory, caesural, incoherent, parenthetical, or
separational pauses were discovered. "
Each of the six episodes contains at least four
directions to pause =

Episodes one and two have nine rests

each; episode three has eleven; episode four has four;
episode five has ten; and episode six has five.

Pinter

has used pauses consistently throughout the play; the
scenes containing the greatest number of pauses in the
tabulation also contain the greatest number of lines.
Pinter’s designated pauses give Rose’s speech a
rambling, disconnected effect in episode one.

The use of

the pause appears to emphasize the silence and emptiness
of the Hudd apartment; her disconnected speech gives the
impression of a covering up of the emptiness.

Prescribed

pauses prove effective in the building of subtle suspense

and terror.

Episodes two and three present examples of

the pause used for comic effect.

The emphasis the pause

lends to the dialogue when it follows an inane statement
halts the rhythm and forces the listener to consider the
stupid remark; thus laughter is induced.

The prescribed

pause often gives the impression that a character is
lost in his own thoughts.

Mr. Kidd, for example, in

episode three makes statements which are often unrelated
to the conversation.

The frequency of the pause at the

end of the line of dialogue demonstrates the principle
that thought continues within the character, but this
thought is no longer given voice.

The audience then

"watches the mind" of the c h a r a c t e r . T h i s technique
makes The Room notable for what it does not say.

"^Wickham, P. 14.
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The Dumb Waiter-^
Sent by an off-stage character called Wilson to
do a ^job," two gunmen, Ben and Gus, wait in a shabby
room beneath an abandoned restaurant„

During the trivial

conversation which occurs while the two gunmen wait, Gus
questions Ben about some of the workings of the
"organization„11

Suddenly strange things begin to happen.

When a packet of matches•is-slipped under the door, the
two men do not understand but decide to use the matches to
boil water for tea.
range does not work.

They quickly discover that the gas
Another surprise for Gus and Ben is

a noise within the wall which prompts them to discover an
old serving hatch or "dumb waiter," a wide box held by
pulleys containing a series of orders for a variety of
fancy foods..

Gus and Ben send up absurd substitutes

from Gus1s lunch bag, but the orders continue to come
faster and faster until Gus yells in despair through the
hatch that they have no more food.

Ben next conducts

the preparations for the job and superintends the
cleaning of the revolvers.

Through a speaking tube which

he suddenly discovers, Ben apologizes because he and Gus

"^Harold Pinter, The Caretaker and The Dumb
Waiter (New York, 1961).

have nothing more to send up and humbly listens to
complaints about the service=
their instructions for the job.

The two gunmen then recite
Gus goes to the toilet

for the last time, but when the lavatory chain is pulled,
the toilet does not flush.

When Gus returns to the room,

he resumes the questioning about the organization until
Ben strikes him.

Ben returns to his newspaper, and Gus

exits for a glass of water.
from the speaking tube.
flush belatedly.

Ben receives some instructions

As he waits, he hears the toilet

Gus, stripped of his tie, jacket, and

revolver, stumbles into the room; Ben draws his gun and
cries, "Gus!"

The two men stare at each other as the

curtain falls.
The two characters of the play, Ben and Gus,
exchange 48 7 lines of dialogue which include twenty-six
directions to pause.

Eighteen of the twenty-six pauses

are dramatic, three are deliberative, two are incoherent,
two are transitional, and one is terminating."*"'^

The

anticipatory, caesural, parenthetical, and separational
pauses are not used in The Dumb Waiter.
The incoherent pause found in dramatic literature,
called an aposiopesis, refers to a break or rest in

"*"®See Appendix B, pp. 130-132for a complete tabu
lation of prescribed pauses in The Dumb Waiter.
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speaking before a sudden realization or inspiration.

In

drama the speaker's epiphany renders him speechless as
he realizes what has been happening.

In the following

example Gus's realization after the pause takes the form
of another question:
BEN:
(Quietly) Who took the call, me or you?
GUS:
You.
BEN:
We were too early.
GUS:
Too early for what?
Pause [incoherent]
You mean somebody had to get
,
out before we got in?20
The two characters have an almost equal share of
the lines in the play:

Ben delivers 244 lines including

eleven directions to pause; Gus speaks 243 lines including
fifteen prescribed pauses.

Ten of Ben's eleven pauses are

dramatic, and one is deliberative.

Gus's fifteen pauses

include eight dramatic, two deliberative, two tran
sitional, two incoherent, and one terminating.

Five of

Gus's directions to pause occur at the end of a speech,
nine come within the speeches, and one aposiopesis comes
in the middle of a sentence. •
For the purpose of analyzing this play the author
of this study has divided The Dumb Waiter into five units
or sequences of action.

As the play opens, Ben, who is

lying on the bed reading a newspaper, stares

^Pinter, The Dumb Waiter, p. 92.
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occasionally at Gus, slams down the paper, picks it up,
and begins reading again-

Gus ties and re-ties his shoe,

stares occasionally at Ben, and toys with an empty ciga
rette package while a toilet flushes off-stage» . Several
moments of this type of stage business occur before Ben’s
cry of "Kaw!" breaks' the silence, and the dialogue
commences.

Of the 149 lines which, comprise the first

sequence, Ben has seventy-five lines and five prescribed
pauses.

Gus’s seventy-four lines include four pauses.

In

the twenty lines which precede the first prescribed pause,
the two gunmen discuss preparations for tea, the pattern
of the china in the cupboard, and the more macabre items
in the newspaper.

Two dramatic pauses come between

remarks made in reference to a news story in which an
eight year old girl admittedly killed a cat while her
eleven year old brother watched:
BEN:

Wait a minute. It just says— Her
brother aged eleven, viewed the
incident from the toolshed.
GUS:
Go on!
BEN:
That’s bloody ridiculous.
Pause [dramatic]
GUS: "
I bet he did it.
BEN:
Who?
GUS:
The brother.
BEN:
I think you’re right.
Pause [dramatic]
?1
(Slamming down the paper) What about that, eh?

21pinter, The Dumb Waiter, p. 88.
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Pinter’s use of the pause in the preceding example serves
a comic purpose.

The very fact that two hired killers

should be playing detective with newspaper items creates
a ridiculous, laughable situation.

The pauses tend to

emphasize for the audience the consideration given to the
newspaper story.

That is, the

pauses halt the movement

of the lines and allow the listener to consider the irony
of this dialogue in which the men seem disturbed that an
eleven year old boy would blame the killing of a cat on
his sister.
As early as line twenty-six of the play Gus begins
to complain about his "working conditions" and to question
Ben and himself about some of the mysteries of the
organization for which they work.

The two men raise a

total of seventy-one questions in this scene.

Although

three of Ben’s pauses come after trivial statements, the
other six pauses of this sequence follow statements or
questions which express Gus’s curiosity and concern with
the mysterious organization for which he works.

Moreover,

some of Gus’s statements could be said to relate to man’s
questions and feelings about life; for example:
I mean you come into a place when it’s still
dark, you come into a room you’venever seen
before, you sleep all day, you do your job,
and then you go away in the night again.
Pause [terminating]
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I like to get a look at the scenery.
get a chance in this job.22

You never

The prescribed pauses following the foregoing speech by
Gus permit the audience to consider the remarks for as
long as Gus decides is necessary.

The dialogue through

out this scene moves quickly from the banal to the
serious,

Gus often stops the flow of the conversation by

injecting a pointed question.

Note how the use of a

transitional pause forms a bridge between a serious
question in juxtaposition with a non sequitur in this
excerpt:
GUS:
Pause

When’s he going to get in touch?
Yes 9 I ’d like to see another football
match. Always been an ardent football
fan. Here, what about coming to see
the Spurs tomorrow?23

Both men are nervous and become more frustrated as the
play progresses.

The details of the room add to their

nervousness as they wait for their victim to arrive.

The

tank in the lavatory has a defective ballcock; .at first
the preparations for tea fail because the men have no
matches.

Later, when they receive matches, the gunmen

find that a coin is necessary to turn on the gas.

^Pinter, The Dumb Waiter, g). 90.
2 3pinter, The Dumb Waiter, p. 94. -

That
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such trivialities should unnerve two professional killers
creates a humorous situation which is complemented by the
brilliant small talk "behind which the two men hide their
growing anxiety. "2t+
The second sequence of the play begins as the
envelope of matches is slipped mysteriously under, the.
door.

Pinter uses.a dramatic pause immediately before the

arrival of the matches:
BEN;
Pause.

But the Villa [football team] are
playing away.
An envelope slides under the door, right.25

Except for one long speech Of twelve sentences by Gus, the
110 lines of this sequence are short sentences consisting
of two to five words; for example;
BEN:
GUS:
BEN:
GUS:
BEN:
GUS:
BEN:
GUS:
BEN:

What's that?
1 don't know.
Where did it come from?
Under the doorWell, what is it?
I don't know.
They stare at it.
Pick it up.
What do you mean?
Pick it up!26

2^Esslin, Theatre of the Absurd, p. 202.
25pinter, The Dumb Waiter, p. 95.
26

Pinter, The Dumb Waiter, p. 88.
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After much stage business which includes examining the
matches3 opening the door to see who left them, and
attempting"to light them, the two.men launch an argument
over whether or not it is correct to say "light the
kettle" or "light the gas,"

The tension increases

throughout the argument until Ben grabs Gus,

A prescribed

pause halts the movement of the lines, serving to
emphasize the high tension which manifests itself in
violence at the end of the argument,
BEN: (Grabbing him with two hands by the throat,
at arm*s length.)
THE KETTLE, YOU FOOL!
GUS:
All right, all right.
Pause^^
The subject of the argument, however, is far from serious,
and the pause at the climax of the argument may serve to
allow the audience again to consider the stupidity of
the argument.

The sights and sounds of two hired gunmen

at blows over a trivial expression can be extremely
comical, especially when a stop or break allows one to
consider the situation.

Of the four prescribed pauses in

this scene, one is deliberative, one is dramatic, one is
incoherent, and one is transitional.

In this scene, '

Pinter places the aposiopesis in the middle of a sentence,
as follows:

Pinter, The Dumb Waiter, p. 98.
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GUS:

It’s his place all right= Look at all
the other places. You go to this
address 9 there’s a key there, there’s
a teapot, there’s never a soul in sight—
(He pauses) Eh, nobody'ever hears a thing, have
you ever thought of that?28

Sequence three begins with the discovery of the
dumb waiter.

Once again in,the 118 lines of the unit the

playwright has inserted directions for stage business as
the two men, nanxious not to be discovered,” eagerly fill
the orders from upstairs.2 9 The mysterious dumb waiter
comes back with demands for Greek and Chinese dishes.
Esslin comments that ”the spectacle of the heavenly powers
bombarding two solemn gunmen with demands for ’macaroni
pastitsio, ormitha macarounada, and char siu and bean .
sprouts’ is wildly funny.”^0

It is not until the men have

read the orders, have filled the requests with items from
Gus’s lunch bag, and have begun preparation for their job
that the first direction to pause comes as Gus interrupts
the preparation with
•GUS:
Hey, Ben.
BEN:
What?
GUS:
What’s going
Pause [dramatic]3i

on here?

■^Pinter, The Dumb Waiter, p. 101.
2®Esslin, Theatre of the Absurd, p.- 202,
^Esslin, Theatre of the Absurd, p. 202,
^Pinter, The Dumb Waiter, p. 107.
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The dramatic pause which follows Gus’s serious question
again points up his curiosity about the organization.
Gus?s lines contain the two prescribed pauses in this
expository sequence, both dramatic.
When.the men discover the speaking tube at the
beginning of sequence four, they establish direct communi
cation with the upstairs and the world outside the room.
Ben uses the tube to apologize for the poor service and
to explain that he and Gus have no more food to send up.
Gus begins to complain again about the "him" upstairs who
seems to be part of this organization which he now
questions, and he bemoans his lack of food and tea.

Ben

then conducts a dress rehearsal of the impending "job,"
uttering lines which are short and repetitious.

Of the

eight prescribed pauses in this sequence seven are
dramatic, and one is deliberative.

Five of the six pauses

assigned to Gus are dramatic, and all six occur within his
one long speech in which he asks Ben and himself "Why did
you send him up all that stuff?

Why did I send it up?

What’s he playing all these games for?"

Ben’s two

dramatic pauses occur at the end of this sequence as he
completes the instructions for the job:
BEN:
Pause
GUS:

Nobody says a word.
What do we do if it’s a girl?

r
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We do the same.
Exactly the same?
Exactly.

BEN
GUS
BEN
Pause
GUS
BEN
GUS

We don’t do anything different?
We do exactly the same.
Oh. 32.

Sequence five begins as Gus, after a visit to
the lavatory, renews his barrage of questions upon Ben
who has returned to his newspaper.
matches?

"Who sent those

Who is it upstairs?" he asks.

Ben is annoyed

at being questioned "about the routine they are caught
in.

(Ben becomes frustrated when they cannot fill the

orders; he has no identity other than his job, his
function.)M33

when the dumb waiter descends again with

an order, Gus seizes the
"WE’VE GOT NOTHING LEFT!

speaking tubeand screams,
NOTHING!

DOYOUUNDERSTAND?"

Gus’s decision to rebel is the crisis of the play.

Ben

shoves him away from the

two

speaking tubeand delivers

savage blows to Gus’s shoulders and a third blow to
Gus’s chest screaming,"Stop it!

You maniac!"

Four

designated stage silences rather than pauses envelop
the moments of the crisis.

32

The prescribed pauses

Pinter, The Dumb Waiter, p. 116.

^Dukore, p. 51.

recommence as Ben1s lines follow the recapitulation of
the trivia in the first sequence:
BEN:

Kaw!
He picks up the paper and looks at it.
Listen to this!

Pause
What about that, eh?
Kaw!
Pause
Have you ever heard such a thing?^
The trivial lines in reference to the newspaper become
even more meaningless when repeated immediately after
the crisis of the play.

The pauses between the. utter

ances emphasize both the banalities and the futility of
conversation when speakers attempt to mask their emotions.
In this scene the pauses become most eloquent; the
meanings are lodged not within the lines but rather between
the words and manifested in the speaker’s pauses.
Gus responds in weak, barely audible tones to
Ben’s remarks and presently exits for a glass of water.
Ben picks up the speaking tube and receives final
instructions:
enters.

the men are to kill the next man who

The climax of the play occurs when Gus, stripped

of his jacket, tie, waistcoat, holster and revolver,
stumbles into the room, and Ben draws his gun.
314.

Pinter, The Dumb Waiter, p. 119.

Ben
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cries nGus!"
ends.

The men stare at each other as the play

"They have no further move to make, for the

interplay between them, as the strange behaviour of the
dumb waiter has heightened the momentary excitements,
has already revealed all.

Conclusions
Pinter has prescribed twenty-six pauses within
the lines of The Dumb Waiter, assigning fifteen to Gus
and eleven to Ben.

In the analysis eighteen of the

twenty-six are classified as dramatic pauses, three as
deliberative, two as incoherent, two as transitional, and
one as terminating.

None of the designated pauses is

anticipatory, caesural, parenthetical, or separational.
Each of the sequences contains at least two directions
to pause: the opening sequence has nine, episode two has
four, episode three has two, episode four has eight, and
the final sequence has three.

35

John Russell Brown, "Hr. Pinter's Shakespeare,"
Critical Quarterly, V (Autumn 1963),252.
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The Dumb Waiter presents two characters in a
situation rather than a narrative.^6

One of the

characters "simply-dumbly accepts, the other suffers
questions.

Gus always questions, always tries to find

put ’Why.'

Ben not only does not question, it does not

occur to him to do s o . . Fifteen of the twenty-six
pauses precede or follow statements by Gus which
express his dissatisfaction with the organization.

The

pauses emphasize Gus*s persistent and serious questioning
throughout the play.

J. R. Brown, pp. 252-253, observes: ”While
the true development of The Dumb Waiter must be
described in terms of exposition, it firmly controls
the play as a whole. Pinter’s wish to express hidden
natures has determined structure, tempo, and proportion.
In one way this drama is like the first movement of
Sibelius’ Second Symphony: the ’subject’ is introduced
fragmentarily and not stated fully until the conclusion.
But we must add that the early intimations are not
distinguished as 'subject.' The audience is perplexed
and its attention drawn away to momentary interests
that seem more compelling, so that when the ’statement’
comes it carries more assurance by the recognition it
brings to the play’s entire form."
37
Dukore, p. 50.
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"The Dumb Waiter brilliantly fulfills Ionesco’s.
postulate in completely fusing tragedy with the most
brilliant farce." 38

A pause as a prescribed stop in

the movement of the short lines often elicits the humor
which blends the fear and frustration of the two gunmen.
The designated pauses serve to emphasize the banalities9
causing them to be given special attention.

The two

men are overwrought; their designated pauses which halt
a particular sequence and suppress the men’s emotions
ironically increase those emotions by their very
suppression.

All twenty-six of the prescribed pauses in

The Dumb Waiter help to build and sustain the inner
tensions of the two characters.

38

Esslin, Theatre of the Absurd3 p. 202.

CHAPTER V
THE USE OF THE PAUSE IN
THE BIRTHDAY PARTY

.
T

The first performance of The Birthday Party,

Harold Pinter’s first three-act play, was given at the
Arts Theatre, Cambridge, on April 28, 1958, and subse
quently at the Lyric Opera House.
The action of the play takes place in the
living room of a run-down boarding house in a seaside
town.

The house belongs to Meg and Petey Boles.

Meg,

a stupid, doting, ”suffocatingly motherly" landlady,
pampers the only guest of the house, Stanley Webber.
Stanley, a mild, self-indulgent man, seems to have been
a pianist and now does nothing.

Toward the end of the

first act, two thugs, Goldberg and McCann, arrive at
the boarding house.

Goldberg is a talkative, amiable

Jew, and McCann is a sinister, withdrawn Irishman.
Although they appear to be hired killers, the two men
carry no guns but rather pose as casual vacationers.
1

Harold Pinter, The Birthday Party and The Room
(New York, 1961).
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Obviously they have come for Stanley, for what reason
we are never told.

Although Meg and Petey have

sheltered Stanley for years, they do not recognize that
the new guests threaten Stanley’s welfare.

Meg

immediately accepts Goldberg’s suggestion to hold a
birthday party for Stanley ”to bring him out of himself.”
Before the party in Act Two, Stanley tries to
convince McCann that he is not ”the sort of bloke to
cause any trouble,” that the gunmen’s visit is all a
mistake, and that Goldberg and McCann must leave because
their room is rented.

The two men force Stanley into a

chair and then engage in a verbal attack upon Stanley.
Stanley tries to escape by kicking Goldberg in the
stomach and grabbing a chair to strike McCann.
entrance spoils Stanley’s escape.

Meg’s

The ensuing party is

a mixture of drinking, pawing, reminiscing, singing, and
playing games— including a game of blindman’s buff.
Stanley becomes increasingly desperate.

At one point in

the party Stanley attempts to strangle Meg, and later
he tries to rape Lulu, the sexy neighbor.

Goldberg and

McCann stop each attempt by slowly advancing towards
him.

By the end of Act Two Stanley has lost his speech.
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His Uncontrollable giggle rises and grows "as he flattens
himself against the wall," and the figures of the two
gunmen "converge upon him»"
The opening of Act Three discloses Goldberg,
McCann, and Petey discussing Stanley’s "nervous
breakdown ="

McCann complains again about his job, and
)

Goldberg encourages him.

When Stanley is finally

ushered downstairs "dressed in striped trousers, black
jacket, and white collar," he is still unable to speak,
and his glasses are broken.

The two gunmen attack him a

second time in a verbal onslaught; this time they promise
him success if he will comply with the organization.
Stanley only gurgles a. reply, •Goldberg and McCann then
lead Stanley off stage to a "large, black car" enroute
to an unidentified Monty.

When-Petey Boles objects to

their taking Stanley, the gunmen scornfully invite him
to join them.

Petey calls sadly,"Stan, don’t let them

tell you what to do!" as the men drive away.

When Meg,

suffering with a morning hangover, comes downstairs,
Petey says nothing about Stanley's departure but
encourages Meg to dream of the birthday party at which
she was "the belle of the ball."
The Birthday Party consists of 1,663 lines of
dialogue including forty-eight directions to pause.
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Thirty-three of the prescribed.pauses have been classi
fied as dramatic pauses9 seven are transitional, four
are deliberative, two are terminating, one is incoherent,
and one is both terminating and transitional.

For this

analysis each of the three acts of The Birthday Party
has been divided ,into French scenes.

Act One, which is

divided into ten episodes,, includes 645 lines and twentyfive prescribed pauses distributed in the following
numbers:

Episode one includes eight pauses* episode two

includes three; episode three includes six; and episodes
five, six, eight, and ten include two prescribed pauses
each.

Designated pauses do not occur in episodes four,

seven, and nine.
Three of the pauses in episode one are transition
al, and five are dramatic.

The play begins when Petey

Boles enters the living room as Meg is preparing
breakfast in an adjoining room.

The dialogue of the

Boles is banal and of little consequence as the following
example indicates:
MEG:
PETEY:
MEG:
2

What time did you go out this morning,
Petey?
Same time as usual.
Was it dark?

See Appendix C, pp,133-136
for the pauses in
The Birthday Party presented tabularly.
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PETEY: No9 it was light.
MEG:
(Beginning to darn) But sometimes you
go out in the morning and it's dark.
PETEY: That's in winter.
MEG:
Oh, in winter.
PETEY:
Yes, it gets light later in winter.
MEG:
Oh.
. Pause [transitional]
What are you reading?
PETEY:
Someone's just had ababy.
MEG:
Oh, they haven't! Who?
PETEY:
Some girl.3
This exchange of banalities continues throughout the
12 3 lines although the topic of conversation changes
from the weather and the newspaper to the activities of
Stanley" Webber.

The three transitional pauses bridge

the shifts in subject matter in the Boles's exchanges;
the foregoing example illustrates one of these pauses.
The five dramatic pauses occur after questions by Meg
or after short, aborted replies from Petey.

Meg opens

the play with
MEG:
Pause

Is that you, Petey?
Petey, is that you?

Pause
PETEY:
. MEG:
PETEY:

Petey?
What?
Is that you?
Yes, it's me.4

• ■

3
Pinter, The Birthday Party, pp. 10-11.
^Pinter,-The Birthday Party, p. 9. ■
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At the outset of The Birthday Party the pauses
accentuate the utter triteness and stupidity in Meg's
and Petey's dialogue and provide a comic effect.

One

realizes immediately that Stanley is the object of Meg's
sickening motherliness as shown in this speech which
follows:
MEG:Stan! Stanny! (She listens) Stan2
I'm coming up to fetch you if you don't
come down! I'm coming up! I'm going
to count to three! One! Two! Three!
I'm coming to get you!5
The three pauses designated in the forty-five
lines of episode two are dramatic, their value stemming
from the emphasis they give to the comedy in the
breakfast conversation of Stanley, Meg, and Petey.
Stanley, for instance, complains about his breakfast con
sisting simply of corn flakes:
STANLEY:
■No breakfast.
Pause [dramatic]
All night long I've been dreaming
about this breakfast.
MEG:
I thought you said you didn't sleep. ■
STANLEY:
Day dreaming.
All night long. And
now she won't give me any. Not even
a crust of bread on the table.6
Five of the six designated pauses in episode
three are dramatic, and one is incoherent.
5
Pinter, The Birthday Party, p. 14 =
Gpinter, The Birthday Party, p. 16.

The pause
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following Meg's announcement that two gentlemen guests
plan to arrive today at the boarding house gives added
emphasis to her news.

While the audience considers the

statement 9 Stanley becomes agitated and responds^ at
once accordingly:
MEG:

I've got to get things in for the
two gentlemen.
A pause [dramatic]. Stanley slowly raises his
head. He speaks without turning.
STANLEY:
What gentlemen? '
MEG:
I'm expecting visitors.
He turns.
STANLEY:
What?
MEG:
You didn't know that, did you?
STANLEY:
What are you talking about? 7
Two of Stanley's dramatic pauses and one incoherent pause
occur within his speech which is a reminiscence of his
first and last piano concert.

The speech is fragmented

and disconnected on the page as prescribed stage
business and the directed pauses separate the ideas. ,
The speech, which Stanley delivers to himself, gives the
listener the impression of lifelike reminiscence with
its free, unorganized, sometimes inconsistent thought
units.

The incoherent pause shows the speaker searching

his mind.in recall rather than in a sudden realization,
as follows:
card anyway.

"Well, I dropped him [Stanley's father] a
But I don't think he could make it.

^Pint.er, The Birthday Party, p. 20.

No,
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I— I lost .the address, that was it.

(Pause)

Yes.

O

Lower Edmonton.”
Stanley listens as Meg and "a Voice” whisper in
the kitchen in the fourth episode of twelve lines.

There

are no directions to pause.
When Lulu9 the next-door neighbor, arrives, she
and Stanley exchange the seventy-six lines of dialogue
which.comprise the fifth episode.

Lulu plies Stanley

with questions to ascertain information from him:
LULU:

Don’t you ever go out?
(He does not answer.)
I mean, what do you do, just sit
around the house like this all day
long? (Pause). Hasn’t Mrs. Boles
got enough to do without having.you
under her feet all day long?
STANLEY:
I always stand on the table when she
sweeps the floor.9
Throughout the scene Stanley answers her with replies
which seem inane to the hearer.

Since the pause helps

Pinter, The Birthday Party, p. 21. Wickham,
Drama in a World of Science, p. 27, discusses the
rhythmic and melodic qualities of the language in this
scene noting that "the cross rhythms of this language
are as delicately sprung as a good dance floor and take
a good actor to do them justice.”
^Pinter, The Birthday Party, p'. 27.

to emphasize the questions-, the answers that follow
become even more humorous. . Stanley has remained isolated
inside the house for the past year.

Lulu now urges him

to go outside with her, but he hedges and finally refuses.
Lulu goes on to complain about the stuffiness of the
room and about Stanley’s physical appearance.

She exits

saying, "You’re a bit of a washout, aren’t you?”

Stanley

goes to the kitchen to wash his face when a designated
pause directs him to stop his movement.

Following that

[dramatic] pause the two thugs, Goldberg and McCann,
enter the living room.

Stanley quickly leaves through

the back door.
Included in the thirty-six lines in episode six
are the two prescribed pauses in the unit,

These pauses

which are dramatic follow short, declarative sentences
and emphasize the speaker’s authoritative position as
the two men discuss this "job."

McCann appears uneasy

in this scene, but Goldberg is assuring and encouraging.
A touch of authoritativeness is suggested by the dramatic
pause in this passage:
McCANN:
GOLDBERG:
McCANN:
GOLDBERG:
Pause.-L0

Is this it?
This is it.
Are you sure.
Sure, I'm sure.

Op inter, The Birthday Party, p. 28.

In episode seven Meg enters and greets the gentle
men,

The dialogue of nineteen lines includes no

directions to pause.

After McCann exits3 Goldberg

immediately begins to interrogate Meg about her only
boarder9 Stanley,

Two directions to pause in Meg's

twenty-six lines in episode eight occur within the speech
in which she relates the story of Stanley's concert and
his arrival at the Boles's home,

Meg’s speech echoes

the form and tone of Stanley’s reminiscence in episode
three, employing the two pauses to separate and dis
connect the thoughts,

Meg announces Stanley's birthday

and immediately agrees to Goldberg’s suggestion for a
birthday party.

McCann re-enters, and the three discuss

details for a party in episode nine which contains no
direction to pause.
In the final episode of Act One Meg and Stanley
are discussing the arrival of the two men whose names
Stanley demands to know.

When Meg mentions Goldberg,

Stanley immediately becomes silent and sullen.

In an

effort to cheer him she announces his birthday, informs
him of the party that is planned, and presents him with
a boy's drum "because you haven't got a piano."

Stanley

"dumbly responds" to Meg’s announcement that today is
his birthday:
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MEG:

,

You mustn’t be sad today* It’s
your birthday,
A pause [dramatic]
STANLEY: (Dumbly)
Uh?
MEG:
' It’s your birthday, Stan. I was
going to keep it a secret until
tonight.11
Following the presentation of the drum, Meg asks Stanley
”for a little kiss” which Stanley obligingly proffers
but not before a prescribed pause causes him to stop,
indicating his hesitation before he kisses her on the
cheek.

Stanley hangs the drum around his neck and

marches around the room, beating the drum ”regularly.”
Meg looks dismayed as the beat of the drum becomes
erratic and uncontrolled.

Stanley’s face and the drum*- -

beat are ”savage and possessed” as the curtain falls on
Act One.
Pinter prescribes only six pauses in the 5 77
lines of Act Two.

Episodes one and two each include one

pause; episode four contains two pauses, and episodes
five and six have one prescribed pause each.

Stanley

tries to convince McCann throughout" episode one that the
Goldberg-McCann visit is a mistake.

Claiming that the

boarding house is full, he says that they must find other
accommodations.

Furthermore, he insists that this is not

his birthday, and therefore a party is not necessary.

"^Pinter, The Birthday Party, p. 38.
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The one pause in this episode follows a query of 'McCann's
and underscores the futility of Stan’s argument with the
two thugs:
STANLEY:
McCANN;
STANLEY:

A charming town, don’t you think?
I don’t know it.
Oh no. A quiet, thriving community.
I was born and brought up there. I
lived well away from the main road.
McCANN:
Yes?
Pause [dramatic]-*-^
Stanley becomes more nervous as the scene continues.

He

smokes constantly, and hearing the "Voices from the
back" enhances his agitation:
McCANN:
Your cigarette is near that paper.
Voices from the back
STANLEY:
Where the hell are they? (Stubbing his
cigarette)
Why don’t they come in? What
are they doing out there?
^_
McCANN:
You want to steady yourself. ■
Stanley remains silent throughout episode two
of Act Two while.Goldberg,-McCann, and Petey discuss the
virtues of childhood.

A designated pause follows

Goldberg's summary of the advantages of being a child:
GOLDBERG: Too true. Eh, Mr. Webber, what do
you say? Childhood. • Hot water
bottles. Hot milk. Pancakes.
Soap suds. What a life.
Pause

"^Pinter,

The Birthday Party, p. 42.

"^Pinter,

The Birthday Party, p. 44.

"^Pinter,

The Birthday Party, p. 46.
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The order and choice of items Goldberg has selected
are humorous, and the final pause gives the audience
time to consider them.
When McCann and Petey exit, Stanley informs
Goldberg that since he, Stanley, is the manager of the'
boarding house he has decided that all of the rooms are
filled and the two men must look elsewhere.

Goldberg

replies with a question, "Is it a good game?"
McCann returns with bottles which he places on
the sideboard and joins Goldberg as the two men ask
Stanley to be- seated.

Two dramatic pauses occur at the

end of two thought units in which Stanley adamantly
refuses to sit:
STANLEY:
Why don't you sit down?
McCANN:
No, not me— you.
STANLEY:' No thanks.
Pause
McCANN:
Nat.
GOLDBERG: What?
McCANN:
He won't sit down.
GOLDBERG: Well, ask him.
McCANN:
I've asked him.
GOLDBERG: Ask him again.
McCANN:
(To Stanley) Sit down.
STANLEY: Why?
McCANN:
You'd be more comfortable.
STANLEY:
So would y o u .15
Pause
ISpinter, The Birthday Party, p. 49.
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At the same time that the pauses in the foregoing
example impede the movement of the lines, they emphasize
the tensions of the characters and also point up
Stanley’s resistance to the men.

This resistance soon

crumbles as the two thugs begin their first verbal
assault on Stanley after forcing him into a chair:
GOLDBERG;
STANLEY
GOLDBERG:

McCANN:
GOLDBERG:
STANLEY:
GOLDBERG:
STANLEY:
GOLDBERG:
McCANN:

Why are you wasting everybody’s
time, Webber? Why are you getting
into everybody’s way?
Me? What are you - I ’m telling you, Webber, You’re a
washout. Why are you getting on
everybody’s wick? Why are you
driving that old lady off her conk?
He likes to do it!
Why do you behave so badly, Webber?
Why do you force that old man out
to play chess?
Me?
Why do you treat that young lady like
a leper? She's not the leper, Webber!
What the - What did you wear last week, Webber?
Where do you keep your suits?
,
Why did you leave the organization?

Pinter, The Birthday Party, pp. 50-51. In a
critical examination of The Birthday Party, H. R. Hays,
’’Transcending Naturalism,” p. 33, points out the ritual
quality in the short, colorless questions and phrases
used in this attack by the sinister couple. Boulton,
"Caretaker and Other Plays," p. 136, reminds us that
the language used in this play iq both frightening and
humorous. "And it is at these moments that an audience
will find itself caught between laughter and serious
acceptance." Cf. Wickham., pp. 30-31.

At the end of this episode Stanley rebels for the last
time against the two men.

Following Goldberg’s line

of "You're nothing but an odour I" Stanley kicks Goldberg
in the stomach, seizes his chair and covers his own head
with the chair in an effort to escape»

McCann and

Stanley circle the room when, a loud drum-beat announces
Meg's entrance which foils Stanley's final attempt at
escape.
Goldberg, McCann, and Meg propose a toast to
Stanley who remains silent throughout the forty-one lines
of episode, five, and, in fact, throughout the remaining
action of the play.

The prescribed pause follows

Goldberg's line as he shines his torch in Stanley’s face:
(McCann shines the torch in Stanley's face)
GOLDBERG: Now, Mrs, Boles, it's all yours.
Pause17
The pause thus placed emphasizes the line of dialogue
and the. stage business of illuminating Stanley's face
which now indicates defeat as he is "henceforth subject
to the whims of the two thugs.
Lulu enters to begin the final episode of Act
Two which centers on the birthday -party.'

The one

prescribed pause within this unit occurs during Goldberg’s

"^Pinter, The Birthday Party,p. 57.
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speech as he utters his philosophy of life employing
trade names and clich'es; a portion of the speech
follows:
A little Austin9 tea in Fuller's, a library
book from Boots, and I'm satisfied. But
just now, the lady of the house said her
piece, and I for one am knocked over by the
sentiments she expressed. Lucky is the man
who's at the receiving end, that’s what I say.
(Pause) How can I put it to you? We all wander
on our tod through this world. It's a lonely
pillow to kip on. Right!18
The pause in the foregoing example is both terminating
and deliberative,

The "sub-text” of the line preceding

the pause demands some time for audience consideration
before Goldberg c o n t i n u e s . H e

also deliberates as to

what is the best way "he can put it to them.”

After

Stanley's two unsuccessful attempts to strangle Meg and
to rape.Lulu, the crisis of the play occurs at the
moment when Goldberg and McCann "converge upon Stanley”
who by now has lost all of his powers of self-expression
and can only giggle shrilly at his impending fate.

“^Pinter, The Birthday Party, p. 59.
■^"S.ub-text" refers to a disclosure of hidden
motives--a meaning that is not explicitly expressed,
but yet-this meaning comes through the spoken lines.
See Constantin Stanislavsky, Building a Character, trans.
Elizabeth Hapgood (New York, 1949), p. 170 ff.

The third act of The Birthday Party has been
criticized for failing to sustain the narrative interest.
But Pinter probably hoped that the disclosure
of inner natures would hold the audience’s
attention: McCann, Goldberg, Lulu, Petey,
and lastly, Meg are all so revealed. Perhaps
the inability of his audience to transfer its
.interest away from the narrative towards
inner development led Pinter to write later
plays with only momentary and perplexing plot
interest,20
The author of this study divided Act Three into ten
episodes or French scenes inasmuch as the final act
contains 441 lines and seventeen prescribed pauses.
Episode one contains four pauses; episode four contains
two directions to pause, and episode five contains four
prescribed pauses.

Episode eight contains two pauses,

and episode ten includes five designated pauses within
the lines of the dialogue’.

No pauses are called for by

the playwright in episodes two, three, six, seven, and
nine.
The first episode of Act Three closely resembles
the first episode of the play.

The Boles are at the

breakfast table again, and the four prescribed pauses
follow the earlier pattern.

The first pause is

dramatic and follows Meg’s."Is that you, Stan?"

The

other three pauses serve purposes of transition and
20J, R„ Brown, p. 254.
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emphasis as Meg talks to herself and Petey about the
events of the previous night and early this morning;
for example:
[MEG:]

Because Stanley’s usually fast
asleep when I wake him. But he
wasn’t this morning. I heard him
talking. (Pause) Do you think they
know each other? I think they’re
old friends. Stanley had a lot of
friends. I know he did. (Pause)
I didn’t give him his tea. He’d
already had one.21

In episodei two Goldberg, Meg, and Petey talk about the
party and Goldberg’s long, black car that is' now parked
outside the house; in episode three Goldberg and Petey
discuss Stanley’s ’’unfortunate nervous breakdown.”
McCann appears sullen and distressed as he and
Goldberg make

final preparations for departure in episode

four. Theycomment

on Stanley’s broken glasses when

Petey interrupts with an offer to fix them:
PETEY: (At the kitchen door) There’s some
Sellotape somewhere. We can stick
them together. .
Goldberg and McCann turn to see him.
Pause .[dramatic]
GOLDBERG: Sellotape? No, no, that’s all right,
Mr. Boles. It’ll keep him quiet for
the time beingy keep:his mind off
other things,zz
^Pinter, The Birthday Party, p. 71.
22pinter, The Birthday Party, p. 76.
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In the cited passage the pause occurs after Petey's offer
to help Stanley.

The two representatives of the

"organization” only turn to look at Petey, as if this is
explanation enough.

Any further words of explanation

that we tend to expect are never given voice; the
audience and Petey must fill in the words themselves.
The next pause follows a similar question by Petey:
PETEY:

You’re going to take him to see a
doctor?
GOLDBERG: (Staring at him) Sure. Monty.
Pause [terminatingand transitional]
So Mrs. Boles has gone out to get us
something nice for l u n c h ? 23
In the foregoing excerpt there is again no explanation or
identification of "Monty,"
declarative statement.

Only the pause follows the

Since the pause may be held by

Goldberg for as long as he chooses for the sake of the
audience and Petey9 it is said to be terminating.
Following the pause Goldberg has changed the subject and
asks about Meg’s lunch preparations.

Therefore, the

pause is serving a transitional purpose as well.
The pauses in episode five point up the inner
tensions of the two thugs.

McCann nervously tears a

newspaper into strips, and Goldberg admits that he feels
a bit "knocked out" as the episode begins.
23

Pinter9 The Birthday Party, p. 76.

Three of the
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four pauses occur within the lines of McCann who
becomes more overtly uneasy as the episode continues:
McCANN:

(Rising swiftly and going behind
Goldberg's chair. ' Hissing)
Let’s finish and go. Let *s get
it over and go. Get the thing done.
Let’s finish the bloody thing. Let’s
get the thing done and go!
Pause [deliberative]
Will I go up?
Pause [deliberative]
Nat!
(Goldberg sits humped. McCann slips to
his side.)
Simey!
GOLDBERG: (Opening his eyes, regarding McCann)What
—-did— you——call——me?
McCANN:
Who?
GOLDBERG: (Murderously) Don’t call me that !
(He seizes. McCann by "the throat)
NEVER CALL ME THAT!??
The pauses in this scene help to bring the tensions of
the men to the surface.

The two deliberative pauses in

the foregoing excerpt show the fear and hesitation in
McCann who desperately wants "to get it over and go!"
This scene of violence3 reminiscence, and confession
concludes with McCann’s blowing in Goldberg’s mouth as
the two men literally inspire each other to continue
with their jobs.

The final direction to pause in the

scene occurs within Goldberg’s request for breath from
McCann.

The effect is both amazing and humorous:
94

Pinter, The Birthday Party, p. 79.
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GOLDBERG: All the same, give me a blow,'
(Pause)
Blow in my mouth,
McCann stands, puts his hands on his knees,
bends, and blows in Goldberg's mouth.
One for the road,
McCann blows again in his mouth. Goldberg
breathes deeply, shakes his head, and bounds
from the chair.25
Episode nine begins as McCann ushers in Stanley
who is- now dressed in striped-trousers, black jacket, and
white collar.
broken glasses.

Stanley carries a bowler hat and his
Two dramatic pauses help begin the

second verbal attack on Stanley who can only gurgle a
response of "Uh-gug . . . uh-gug . . . eeehhh-gag
. . . (On the breath)

Caaah . . . 11

Goldberg slowly

begins the attack with
How are you, Stan?
Pause [dramatic]
Are you feeling any better?
Pause [dramatic]
What's the matter with your glasses?
•Goldberg bends to look.
They're broken. A p i t y . 26
Because of the halting effect of the prescribed pauses,
the'"ritual q u a l i t y " o f the men's verbal attack which
begins slowly, becomes "fantastic and the rhythm more

^Pinter, The Birthday Party, -p. 82.
2Gpinter, The Birthday Party, p. 85.
o7

See footnote 16 of this Chapter.
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pronounced when Goldberg and McCann torture the already
insane Stan at the end of The Birthday Party.11

The

thugs scornfully ignore Petey’s feeble plea to keep
Stanley with him and invite Petey to join them.

The

climax of the play occurs as the men lead Stanley to the
•car, but the climax in The Birthday Party is an
attenuated one.

Stanley has already been ”taken care

of" at the end of Act Two.

He has been kept upstairs

out of sight throughout the first eight episodes of Act
Three.

He is now finally escorted to the car in his

striped shirt, suit, and bowler— a costume which dould
suggest a variety of destinations— and no one cares.
The final episode of the play consists of
another recapitulation of the Boles's breakfast table
dialogue.

Five dramatic pauses occur within the lines

and heighten a dreamy quality of Meg’s reminiscence of
the birthday party where she was "the belle of the ball."
Petey does not inform her of Stanley’s departure but
rather allows her to continue dreaming:
MEG:
Pause

Oh.
It was a lovely party. I haven’t
laughed so much for years. We had
dancing and singing. And games. You
should have been there.

^ J. R. Brown, p. 254.

PETEY
Pause
MEG:
PETEY
MEG:
PETEY
MEG:
Pause

It was good, eh?
I was the belle of the ball.
Were you?
Oh yes„ They all said I was
I bet you were too.
Ohg it*s true. I was.
I know I was.
Curtain

The play ends, then, not with Stanley's departure,
"but with a manifestation of Meg's selfish optimism
and self-delusion-— until this moment she had seemed
capable of affection for Stanley."

Conclusions
The Birthday Party, Harold Pinter's first play
to receive a. professional performance in London, failed
at first but was revived,in Birmingham and in
Canonbury, London in 1959 and was seen by millions over
British, television in 1960.

The play enjoyed a

successful fun in the United States beginning in 1960
at the San Francisco Actors’ Workshop.
Within the play’s three acts consisting of
1,66 3 lines the author has included forty-eight

■^Pinterj The,Birthday Party, p. 91.
^J. R. Brown, p. 254.
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directions to pause.

Act One contains 645 lines and

twenty-five designated pauses; Act Two contains 577
lines and six directions to pausej and Act Three has
441 lines and seventeen prescribed pauses.

The distri

bution of pauses among the six characters is as follows:
Meg has eighteen, Stanley has ten, Goldberg has nine,
Petey has six, McCann has four, and Lulu has one
prescribed pause.
Pinter’s use of the deliberative, transitional,
and terminating pauses is in keeping with his capacity
for capturing the conversational speech patterns of his
characters.

Meg, Stanley, and Petey exchange banalities,

ask questions, and reminisce; the pauses used for
transition and hesitation are a characteristic part of
their speech.

In the playwright’s attempt to capture

the humor in the patently meaningless remarks of his
characters, he prescribes pauses to emphasize these
banalities which otherwise may be ignored.

Meg and

Petey are slow-witted; their stupid remarks become
humorous when given undue emphasis by pausation.
■ Five prescribed pauses are found between overt
movements of the characters and between pieces of stage
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.business rather than immediately before and after
speech; for example:
Stanley stands. He then goes to the mirror
and looks in it. He goes into the kitchen,
takes off his glasses and begins to wash his
face. A pause. Enter, b^ the back door.
GOLDBERG and McCANN.31
The dramatic effect of the five pauses as represented
by the foregoing example is an emphasis on the movement
rather than on the speech which results in parallels
of visual as well as aural appeal to an audience.
Act Three of The Birthday Party is called a
post mortem by certain critics.

Certainly the play

falls down in terms of dramatic structure inasmuch as
the climax of the play is weakened in its force.

The

story of Stanley Webber and his birthday party has
ended at the conclusion of Act Two.

The characters pay

little attention to Stanley after the final scene of
r
Act Two; the audience sees him in that scene as an
emasculated creature devoid of speech and any other
element of self-expression.

Stanley does not appear

again until episode nine of the last act when the men
lead him away to the car,

Pinter abandons the narrative

^Pinter, The Birthday Party, p. 28.
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to enrich the exposition, and the play ends, not with
Stanley’s departure, but with Meg’s ..dream of herself
as the "belle of the ball."
One finds it interesting to observe the play
wright’s use of the pause in relation to dramatic
structure.

Act One, which consists largely of expo

sition and a degree of character development, contains
twenty-five designated pauses.

Act Two is largely

narrative and contains only six directions to pause, a
marked reduction in the total number of pauses.
Audience interest in Act Three depends largely upon
Pinter’s use of language.
prescribed pauses.

Act Three contains seventeen

Pinter sparingly uses the pause as

an element of prescribed rhythm throughout the second
act; instead he uses drums,. songs, and a very tightly
organized dialogue of repetition, slogan, and cliehe.^
It is interesting to note how Pinter's use of
narrative decreases his use of the pause as evidenced
in the marked reduction of pauses in the second act
of The Birthday Party.

Of interest also will be a

qo

Wickham, p. 30. Wickham observes that the
dialogue in The Birthday Party is presented operatically
along the lines familiar to us as recitative, aria,
duet, quartet, and chorus."

comparison of The Birthday Party with its forty-eight
pauses, to The Caretaker9 to be discussed in the next
chapter, which contains 171 prescribed pauses.

CHAPTER VI
THE USE OF THE PAUSE IN THE CARETAKER •
Harold -Pinter1s second full-length stage play,
The Caretaker,-*- was first performed at the Arts Theatre
Club, London, on April 27 , 1960„

Winner of the London

Drama Critics Prize in 1961, The Caretaker ran for over
a year in both London and New York City.
The setting for The Caretaker is a run-down
boarding house inhabited by Aston, a kindly young man
in his early thirties, and owned by his younger brother,
Mick.

When the play opens, Aston has just rescued a

filthy, old tramp named Davies from a fight in a cafe
where the old man had been working.

Aston has brought

Davies to his house and gives him lodging for the
night or until he is able "to be on his way."

Davies

tells Aston that although he.has been using the name
Jenkins for some years, his real name is Davies. . The
tramp cannot prove this, however, because he left his
papers which prove his identity with a man at Sidcup
1
Harold Pinter, The Caretaker and The Dumb
Waiter (New York, 1961).
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several years ago.

Davies has been trying to get to

Sidcup for some time, but the weather is never good
enough, and he never has suitable shoes for the trip.
Mick appears, and each brother, separately, offers
Davies a position as caretaker of the house.

Aston,

who has spent some time in a mental hospital, dreams
of the day when a shed he is building will be finished;
Mick dreams of converting the old house into a modern
apartment unit.

Davies, a cantankerous, vain, preju

diced old man tries to play one brother against the
other in an effort to establish himself firmly in the
house.

The tables are turned, however, and at the end

of the play both brothers reject him and turn him out
of the house.
The Caretaker, a three-act play of 883 lines,
includes 171 directions to

pause.^

Act One with 341

lines includes forty-eight directions to pause; Act
Two consists of 352 lines and includes sixty-eight
directions to pause; and Act Three of 190 lines of
dialogue includes fifty-five directions by the author
to pause.

Davies speaks 425 lines of dialogue

2

See Appendix D, pp.137-147
for a complete
tabulation of the 171 pauses in The Caretaker*
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including 112 directions to pause; Aston's 285 lines
include twenty-seven prescribed pauses, and Mick’s
173 lines include thirty-two directions to pause.
The dramatic pauses number 104 out of the total
171 pauses in The Caretaker.

Of the remaining sixty-

seven, thirty are transitional, twenty-four are deliber
ative, five are terminating, five are deliberativetransitional, two are deliberative-terminating, and one
is terminating-transitional.

Caesural, anticipatory,

incoherent, parenthetical, and separational pauses do
not occur in the play.

Unlike the procedure followed

in this study of The Room, The Dumb Waiter, and The
Birthday Party, the analysis in this Chapter will consist
of selecting examples of each of the seven types of
pausation found in The Caretaker in the order in which
they occur, from any given act, in terms of the way in
which they are representative of their type throughout
the play.

The marked contrast between the total number

of lines of dialogue and pauses in the play under
discussion in this Chapter, viz. 883 lines and 171
pauses., and the totals in Pinter’s other three-act play.
The Birthday Party, namely 1,66 3 lines and 48 directions
to pause, has already been pointed to in the conclusion
of Chapter V.
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Thirty of the prescribed pauses in the text of
The Caretaker are transitional pauses.

In the following

passage from Act One Davies is walking around the room
casually inspecting the items Aston has accumulated:
DAVIES:

I ’ve eaten my dinner off the best of
plates. But I’m not young any more..
I remember the days I was as handy as any
of them. They didn’t take any
liberties with me. But I haven't been
so well lately. I've had a few
attacks.

Pause
ASTON:

(Coming closer) Did you see what
happened with that one?
I only got the end of it.^

In the preceding passage Davies’ conversation moves from
exposition of his earlier days to the fight of a few
minutes befores and the pause serves to bridge the
change of subject in this conversation.

He then asks

Aston about some of the details of the room.

In the

following excerpt the pause again is transitional
between two ideas:
DAVIES: [The window is open] Gets very
draughty.
ASTON:
Ah.
DAVIES:
I ’m very sensitive t o 'it.
ASTON:
Are you?'
DAVIES:
Always have been.
Pause
You got more rooms then, have you?^
^Pinter, The Caretaker, p. 9.
^Pinter, The Caretaker, p. 11.
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Later in the same act Pinter makes use of the tran
sitional pause for a humorous effect.

In the following

lines the subject is quickly changed as the two men
discuss the types of saws most usable:
DAVI-ES:
ASTON:
.

DAVIES:
ASTON:
Pause
DAVIES:
Pause

Whatabout
a hack-saw?
Well, I've got a hack-saw, as a
matter of fact.
They're handy.
Yes.
So's a keyhole saw.
Ah.
Yes, there's ho getting away from
that. I mean, I know that, I know
they're very handy. As long as you
got the feel of how to use it.

Pause
On the other hand, they wouldn't
. . . they wouldn't be as handy as
a hack-saw though, would t h e y ? 5
Two pauses in Act One are both deliberative and
transitional.

The use of a hybrid pause provides a

humorous effect as Davies first hedges on being asked
by Aston if he would like to stay with him and then
quickly responds with a qualified acceptance.

In the

following excerpt the feeling of wanting to be coaxed
which Davies' pause communicates has a humorous1
connotation when the source of the remark is a dirty
tramp:

^Pinter, The C-a-retaker, p. 25.
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DAVIES:
Here? Oh, I don’t know about that.
Pause [deliberative-transitional]
How long for?
ASTON:'
Till you . . . get yourself fixed up.
DAVIES: (Sitting) Ay, well, that’s . . . .
ASTON:
Get yourself sorted out . . .
DAVIES:
Oh, I ’ll be fixed up . . . pretty
soon now . . . .
Pause [deliberative-transitional]
Where would I s l e e p ? 6
Four of the thirty designated pauses in the play
classified as deliberative are in Act One.

The

deliberative pause refers to an unmotivated or acci
dental silence that occurs when a speaker fails to
respond immediately to a previous statement or gesture.
The silence may result from any one of several causes—
fear, awe, unpreparedness, or reluctance.

As one deals

with the deliberative pause, he finds it advisable to
recall the statement by O ’Neill and Weaver that hesi
tations stir up meanings rather than communicate
specific

ideas.^

The following passage shows the

deliberative pause in the speech of Aston:
DAVIES:
ASTON:
Pause
DAVIES:

What about downstairs?
That’s closed up. Needs seeing to
....
The floors . . .
I was lucky you came into that caff.
I might have been done in by that
Scotch git.8

G'Plnter, The Caretaker, p. 16.
^See Chapter .ill.. p. 33, •
8Pinter, The Caretaker, p. 12.
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Deliberative pauses occur frequently within the speeches
of Davies; for example:
DAVIES:

Pause
ASTON:

I know the house he lives in, I
tell you! Once I set foot in
Sidcup I could go there blindfold.
Can't remember the number though.
I've got a good mind to . . . T've
got a good mind . . .
Well, you ought to try to get down
there.^

In the two passages quoted from Act One the line follow
ing the pause revives the conversation, and the
hesitation comes to an end with precision.

In Act

Three..so conclusive an effect is not always present
where, instead of directions to pause, Pinter fills the
lines with ellipses implying pausation, until the final
speeches of Davies in Act Three tend to drift.
Styan reminds us that the playwright uses the
dramatic pause to "school his audience to see and hear"
what he wants.^

Frequently the playwright uses the

dramatic pause to emphasize a speech.

By separating

the speech from the other lines before and after it,
the dramatist can "school the audience" to hear and to
consider that speech in order to get its full effect,
regardless of whether it strikes the audience as

^Pinter, The Caretaker, p. 21.
l^Styan, p. 89.

humorous or serious.

With the dramatic pauses

numbering.104 in a play of 171 pauses, it is safe to
say that the author of The Caretaker is specifically
interested in schooling his audience by means of
repeated rests and stops.

!l . . » if the pause is

imaginatively managed, its reflection can dazzle all
the subsequent a c t i o n . A boastful Davies can
utilize the pause in this passage to enhance his self
assertiveness:
DAVIES:
Pause
ASTON:

Go at me? You wouldn’t grumble.
The filthy skate, an olid man like
me, I ’ve had dinner with the best.
Yes, I saw him have a go at you.^2

In The Caretaker Pinter often uses the pause to
emphasize stage business or physical movement by the
characters.

There is a great deal of movement in Acts

Two and Three especially when Mick teases Davies.

In

this example Mick and Aston both goad Davies in a game
of "keep away" with Davies' bag:
ASTON:

Here you are.
(Aston offers the
bag to Davies. Mick grabs it. Aston
takes it. Mick grabs it. Davies
reaches for it. Aston takes it.
Mick reaches foi? it. Aston gives
it to Davies. Mick grabs itTT
Pause [dramatic]"
"^Styan, p. 72.
1o

Pinter, The Caretaker, p. 9.
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Aston takes it. Davies takes it.
Mick takes it. Davies reaches for
it. Aston takes it«
Pause [dramatic].
Aston gives it to Mick. Mick gives
it to Davies. Davies grasps it to
him.
Pause [dramatic]
Mick looks at Aston. Davies moves
away with the bag. He drops it.
They watch him. He picks it up. Goes
. to his bed, and sits. Aston goes to
his bed, sits, and begins to roll a
cigarette. Mick stands still.
Pause [dramatic] ~
A drip sounds in the bucket. They all
look up.
'
Pause [dramatic]
How did you get on at Wembley?
DAVIES:
Well, I didn't get down there.
Pause [dramatic]
No. I couldn't make it.
Mick goes to the door and exits.
The playwright has used the pause in the foregoing
example to school the audience especially to see and to
hear the drip in the bucket and the final lines of the
passage which are dramatically introduced.

The pauses

also establish a rhythm of the men's physical to-andfro movement punctuated by pauses in the stage business
with the black bag.
Despite his vanity, irascibility, and preju
dice, Davies is a humorous character.
13

Pinter, The Caretaker, p. 41.

The banal
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qualities of his dialogue are especially amusing ,
in this example:
DAVIES:

I might have been on the road for
a few years but you can take it from
me I ’m clean. I keep myself up.
That’s why I left my wife. Fortnight
after I married her, no, not so much
as that, no more than a week, I took
the lid off a saucepan, you know what
was in it. A pile of her under
clothing, unwashed. The pan for
vegetables it was. The vegetable pan.
That’s when I left her and I haven’t
seen her since.

The use of the dramatic pause to emphasize both Davies’
commonplaces and his ready expression of self-importance
emphasizes the humor in this scene with Aston:
ASTON:

Anyway, we were just sitting there,
having this bit of conversation . . .
then suddenly she put her hand over
to mine . . . and she said, how would
you like me to have a look at your
body?
DAVIES:
Get out of it!
Pause [dramatic]
ASTON:
Yes. To come out with it just like
that, in the middle of this
conversation. Struck me a bit odd.
DAVIES:
They’ve said the same thing to me.
ASTON:
' Have they?
DAVIES:
Women? There's many a time they've
come up to me and asked me more or
less the same question.
Pause [dramatic]15

"^Pinter, The Caretaker, p. 9.
-^Pinter, The Caretaker, pp. 26-27.
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For the first time in the plays considered in
this study, Pinter makes an indication as to the
duration of certain prescribed pauses.

He has labeled

five of the forty-eight pauses in Act One "slight
pauses” and calls for one slight pause in each of the
other acts of The Caretaker,

Usually the duration of a

pause depends upon ,the complexity or importance of the
preceding or following ideas.

In this example slight

pauses are designated in the exchange between Davies
and Aston concerning jig-saws and hack-saws:
DAVIES:

...On the other hand,they wouldn’t
, . „ they wouldn’t be as handy as
a hack-saw, though, would they?
ASTON:
Wouldn’t they?
. DAVIES:
I mean, I ’m Lonly saying that from
, , . from what I ’ve come across of
them,like.
Slight pause [dramatic]
ASTON:
They're handy,
■ DAVIES:
I know they're handy,
ASTON:
But they’re limited. There's
a lot
you can do with a jig saw, you see.
Once you've fixed it . . . to this
portable drill. You can do a lot
with it. It speeds things up,
DAVIES:
Yes.
Slight pause [transitional]
Eh, look I've been thinking.

"^Pinter, The Caretaker, p. 26.
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Five terminating pauses occur within the lines
of The Caretaker.

The terminating pause refers.to the

pause that follows,the completion of an idea and is
used to indicate the length of time the audience is
given to consider that idea.

In the following excerpt

from Act Two, Mick pauses between the repeated adjectives
for a terminating effect:
DAVIES:
Yes . . . .
MICK:
(Continuing at a great pace). How* d you
sleep?
DAVIES:
.1 slept— --MICK:
Sleep well?
DAVIES:
Now look— MICK:
What bed?
DAVIES:
That —
MICK:
Not the other?
DAVIES
No!
MICK:
Choosy.
. Pause [transitional]
(Quietly) ■ Choosy.
Pause [transitTona1 and terminating]
(Again amiable) What sort of sleep did
you have in that bed?-*-'
Mick is known in only "a perplexing way" as we
meet him in Act Two.-*-®
needling Davies.
push Mac

He is sarcastic and enjoys

He "diabolically indulges in sadism to

into behaving so badly that his brother.will be

forced to defend himself and emerge from his passivity."-*-®
-L^Pinter, The Caretaker, p. 35.
1O
Mick has appeared twice briefly in Act One where
he has one speech, the curtain line.
-*-®Henry Hewes, "Nothing up the Sleeve," Saturday
Review, XLI'V (October 21, 1961), 34.

Ill
The story told in The Caretaker is a simple one„
A tramp cannot resist playing two brothers against each
other in an effort to establish himself more firmly in
their house,
turned out.

His plan fails 9 and at the conclusion he is
The crisis of this play occurs early in Act

Three when Davies pulls a knife on Aston, the lonely,
introverted brother who has befriended him.

Two deliber

ative- terminating pauses are included among the 171
prescribed pauses in The Caretaker.

Interestingly, both

of these occur in Act Three within the same sequence at
a point immediately before the crisis of the play.

After

he is awakened by Aston, Davies delivers a long tirade
filled with accusations and verbal abuse of Aston.20
When Aston makes a slight move toward him, Davies takes
his knife from his back pocket, saying:

The reason for Davies' outcries against his
benefactor, according to Henry Hewes, "Nothing up the
Sleeve,” p. 34, is that "any of us . . . at times of
humiliation has felt the increased necessity of holding
onto some nonsensical identity or status. In this case,
Mac [Davies] keeps a dubious personality from complete
disintegration by feeling superior to 'foreigners' and
'blacks’ by fostering the illusion that if he can only
'go down to Sidcup and pick up his papers’ he will be
able to sort himself out, and by being more critical
than he can afford to be in his reaction to the handouts
people occasionally offer him.

[DAVIES0

Don’t come nothing with me, mate.
I got this here. I used it. I used
it. Don’t come it with me.
A pause. They stare at each other.[Deliberativeterminatingj
Mind what you do now.
Pause [deliberative-terminating]
Don’t t r y .anything with m e . 21
These hybrid pauses emphasize the preceding line for as
long as Davies chooses; in addition, the pause indicates the
apprehension of Davies who now stops in anticipation of
Aston’s next move.
The climax occurs at the end of the play when
Aston makes it evident that the old man must leave.

Five

designated pauses preface five flat statements of "no"
from Aston in reply to Davies ’ pleas-:..to be allowed to stay .
on.

One could examine many scripts to find any more

fully developed and dramatic use of pauses placed to
support the dialogue in achieving a climax.than what
Pinter has wrought in the conclusion of his third act of
The Caretaker. •The passage following will reveal the
five small units of dialogue, bracketed by pauses, as the
situation becomes clearer to Davies until at last he
questions plaintively, "What am I going to do?"

9

•)

Pinter, The Caretaker, p. 71.
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[DAVIES:]

What do you think of this I'm saying?

Pause
ASTON:
DAVIES:
[1] ASTON:
. DAVIES:
ASTON:

No, I like sleeping in this bed,
But you don’t understand my meaning!
Anyway, that one’s my brother’s bed.
Your brother?
Any time he stays here. This is my bed.
It’s the only bed I can sleep in.
But your brother’s gone! He*’s gone 2

DAVIES:
Pause
ASTON:
DAVIES
ASTON:

[2 ]
DAVIES

No. I couldn’t'change beds
But you don’t understand my meaning!
(Rising .and going to the window) Anyway,
I ’m going to be busy. I ’ve got that
shed to get up. If I don’t get it up
now it’ll never go up. Until it's up
I can't get started.
I '11 give you a hand to put up your
shed, that’s what I'll do!

Pause
Can’t you see what I ’m getting at?
I'll give you a hand! We’ll both put
up that shed together! See? Get it
done in next to no time! Do you see
what I'm saying?
Pause
ASTON:
DAVIES:
[3]

Pause

No.
I can get it up myself.
But listen. I'm with you, I'll be here,
I'll do it for you, we’ll.do it together,
and I'll take care of the place for you,
I ’ll keep an eye on the place for you,
at the same time, I'll caretake for you.
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ASTON:
DAVIES:
ASTON:
DAVIES:

[4]

No.
Why not?
I don’t sleep well at night.
But damn it I ’ve told you we’11 change
beds! Christ! We-'-11 change beds!
That’ll do it. Can’t you see the sense
in what I ’m saying?
with
his back to Davies
(Aston remains _
_
at the window.)
"You mean you’re throwing me out? You
can’t do that. Listen man, listen man,
I don’t mind, you see-, I don’t mind.
I'll stay, I don’t mind, I’ll tell you
what, if you don’t want to change beds,
we’ll keep it as it is. I ’ll stay in the
same bed, maybe if I can get a stronger
piece of sacking, like, to go over the
window, keep-out the draught, that’11
do it, what do you say, we’ll keep it
as it is?

Pause
ASTON:
DAVIES:

[5]

No.
Why . . . not?
(Aston.turns'to look at him.)
ASTON:
You make too much noise.
DAVIES:
But...but... look...listen...listen here...
I me an....
(Aston turns back to the window.)
Pause.22

22

Pinter, The Caretaker, pp. 80-81.
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Conclusions
Harold Pinter1s .latest three-act.play, The
Caretaker, had its first performance in 196 0 and was
awarded the London Drama Critics Prize in 1961. Per- formances of it ran for over a year in New York City in
the 1960-1961 season.
A full-length play of 883 lines, this second long
play of Pinter’s has 171 prescribed pauses.

The distri

bution of pauses is as follows: Act.One has 341 lines
and forty-eight pauses; Act Two consists of 352 lines and
sixty-eight pauses; Act Three includes 190 lines of
dialogue and fifty-five pauses.

Pinter has assigned

pauses among the three characters as follows:

one-hundred-

twelve to Davies, twenty-seven to Aston, and thirty-two
to Mick.
One-hundred-four dramatic pauses, thirty tran
sitional, twenty-four deliberative, five terminating,
five deliterative-transitional, two deliberativeterminating, and one terminating-transitional make up the
total of 171 pauses the playwright has designated.
Rather than developing the narrative core, Pinter
stresses the presentation of character in all of his
plays, relying on dialogue based upon the elements of
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everyday conversation for the realization of his presen
tation.

Even in The Birthday Party, as the explication

of pausation in that play in Chapter V attempted to show,
although more emphasis is given to its narrative aspect
than is the case with Pinter's other three plays, the
play concludes with exposition of character rather than
a tightly constructed narrative line in its third act.
The dramatic function of two of the three characters in
The Caretaker is to "explore" the third character; the
play is "built on a series of scenes a deux, each member
oq
of a pair in turn confronting a solitary character."
For the first time in his dramatic writings,
Pinter has indicated the duration of certain prescribed
pauses in The Caretaker.

That is, he has made more

subtle his management of rhythm by defining the length of
time the character will observe the break in the flow of
the dialogue, if one may think of a "slight pause" as a
kind of dictation to the performer who must differentiate
it from the other 164 designated pauses =
Another noteworthy aspect of the playwright's
rhythm management to appear for the first time in The
Caretaker is the use of ellipses which tend to disrupt

23cohn, "Latter Day Pinter," p. 36 8.
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and fragmentize the charactersr'voiced thoughts.
Throughout the three acts one finds the directions which
appear as ellipses and are. given to all three characters.
As the narrative increased in The Birthday Party,
the number of prescribed pauses lessened; e.g.. Act Two
with its six pauses and 577 lines may be contrasted with
645 lines and twenty-five pauses in Act One.

A tabulation

of pauses in the three acts of The Caretaker reveals that
the number of pauses remains consistent in each act.
The author of this study is prompted to note
that in the fourth play of Harold Pinter the pauses have
become more integral to the action of the play.

In other

words, a close reading of the four stage plays suggests
to the student of Pinter that by the time he wrote The
'Caretaker he was using pausation in a more subtle way,
in combination with slight pauses, ellipses, and pauses
during prescribed physical stage movement.

CHAPTER VII
CONCLUSION
The purpose of this study is to present and
analyze the use of the pause in the four stage plays of
Harold Pinter according to three primary questions: what
kinds of pauses are used by Pinter in his plays; when is
the pause, used; and how is the pause used. The answers
t
to these questions are important to the oral interpreter
as he prepares and presents the dramatic scripts of
Harold Pinter for performance.
Chapter I, "Introduction9" a resume of the new
theatrical movement in England during the last decade,
.places Harold Pinter firmly in the main stream of this
new movement.

Chapter II, "The Plays of Harold Pinter:

A Background," discusses the playwright's style.

Pinter's

plays rely on dialogue, on characterization, and on
situation rather than on plot.

The dialogue, which con

tains many lower class expressions including cliches and
banalities, is notable for its everyday speech patterns
and its rhythmic shifts,

The latter are a result of

intonation patterns and the frequent use of the pause.
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The pause, defined in Chapter III, "The Nature
of the Study," as a temporary break or rest in speaking
or reading, is important to the oral interpreter as a
means of emphasizing ideas, of providing vocal punctuation,
and of influencing vocal rhythm and rate.

The author of

this study has implied that an investigation of pausation
is necessary for the oral interpreter in understanding
a dramatic script and is helpful in analyzing its
structure.

Pinter uses frequent prescribed pauses within

the dialogue of his four plays. The Room, The Dumb Waiter,
The Birthday Party, and The Caretaker.

The values of

pausation and the demands it places upon the interpreter,
as well as the dangers of mechanically-placed pauses are
brought out.

A useful nine-fold classification of pauses

includes the anticipatory, caesural, deliberative,
dramatic, incoherent, parenthetical, separational, termi
nating, and transitional pauses, all of which are defined
in the Chapter.

These nine categories are the basis for

investigation in Chapters IV, V, and VI.
Chapter IV, "An Analysis of the Use of the Pause
in The Room and The Dumb Waiter," presents the results
of the analysis of Pinter’s first one-act play written
for the stage in 195 7.

Twenty of the forty-eight

prescribed pauses in the 395 lines of The Room are
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dramatic pauses; ten are transitional pauses, eight'are
terminating, five are deliberative, three are both
deliberative and terminating, and one is both terminating
and transitional.

No. prescribed anticipatory, caesural,

incoherent, parenthetical, or separational pauses were
discovered.
the play.

Pinter uses pauses consistently throughout
All of the pauses prove effective in the

building of subtle suspense and terror.

Several examples

are cited of the pause used for comic effect.

The

frequency of the pause at the end rather than within a
line of dialogue indicates a non-verbalized thought which
often continues after the character has finished speaking.
Appended to this study is a tabular presentation of the
pauses in the four plays.
Eighteen of the twenty-six pauses designated
within the 48 7 lines of The Dumb Waiter are dramatic;
three are deliberative, two are incoherent, two are
transitional, and one is terminating.

None of the pre

scribed pauses in this one-act is anticipatory, caesural,
parenthetical, or separational.

.Pauses are used con

sistently throughout the play; each sequence has at least
two pauses per sequence.

All twenty-six of the pauses

help to build and sustain the inner tensions of the two
overwrought gunmen.

The. prescribed pausation often halts
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the rhythmic qualities of the play or of a specific
sequence^

The pauses emphasize the persistent and serious

questioning of the character, Gus„
Chapter V, "An.Analysis of the Use of the Pause in
The Birthday Party," presents the results of the analysis
of Harold Pinter’s first full-length play written in 1958„
Forty-eight prescribed pauses are found in the 1,663 lines
of the play.

Pinter’s use of the deliberative, tran

sitional, and terminating pauses is..in.keeping with his
capacity for capturing the conversational speech patterns
of his characters.

Pauses are also used to emphasize stage

business and physical movement as well as speech.

Pinter

sparingly uses the pause as an element of rhythm in this
play; instead he makes use of drums, songs, and tightly
organized dialogue.

Pinter's use of narrative decreases

the use of the pause as shown by the marked reduction of
pauses in scenes and acts in which the narrative is
stressed, especially in Act Two, largely narrative and
containing only six directions to pause, while Act One,
which is character exposition, contains twenty-five
directions to pause.
The greatest number of pauses is found in the
lines of Pinter’s latest three-act play, The Caretaker.
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Chapter VI, "An Analysis of the Use of the Pause in
The Caretaker," presents the results of this analysis.
Made up of 883 lines, the play includes 104 dramatic
pauses, thirty transitional, twenty-four deliberative,
five terminating, five deliberative-transitional, two
deliberative-terminating, and one terminating-tran
sitional pause, for a total of 171 designated pauses.
Rather than developing a narrative, Pinter’s The
Caretaker is an exposition of character.

Pinter makes

more subtle his handling of rhythm by including six
’’slight pauses” in the flow of the dialogue.

Pinter

also makes use of ellipses within his lines which tend
to interrupt and fragmentize voiced thoughts.

They fuse

with the designated pauses at some points in the dialogue
and provide a subtle dramatic effect.
”Interpretation is a doing that rests on a
foundation of knowing."

Moreover, the study of interpre

tation has understanding as its starting point.^

Harold

Pinter, an English playwright, now has an acknowledged
place in the new theatrical movement of the 19 50’s and
1960 ’s in Great Britain.

The frequent directions to

pause which are found in the dramatic texts of Pinter-

■'"Grimes and Mattingly, pp. 6 , 9.
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present certain problems to the interpreter who knows,
first, that it is folly to ignore the directions to
pause, in the interests of being faithful to the
intentions of the dramas he would perform; and, second,
knows that he has an obligation to grasp as fully as he
can the literary work of art=

His largest concern is,

indeed, the understanding of what he reads„

The

interpreter has always known that the length of one's
pauses has great effect on meaning.

Above all, he has

always recognized the truth of the statement that
"Intonations and pauses in themselves possess the power
to produce a powerful emotional effect on the listener."^
From the analyses of pausation in the four plays
in this study, it should be clear that an understanding
of the use of the pause in the plays of a given play
wright (in this instance Harold Pinter) contributes
importantly in two ways to a knowledge of the plays: (1)
to a knowledge of the dramatic structure, and (2) to a
knowledge of the vocal factor of rhythm.

The author of

this study has taken these two ways of knowing as the
guide lines for a deeper understanding of the signifi
cance of an important aspect of Pinter's dramaturgy.
O
Stanislavski, p. 13 7.
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Each of the plays has been examined in terms of.
the kind" of pause used, when it was used, and how it was
used.

The results of the investigation give the

interpreter a sharpened insight into the points of
emphasis in each sequence, each act, and each play as a
total structure.^

The analysis contributes to a

knowledge of the rhythm patterns as they are profoundly
influenced by pausation within an episode of a play and
within the speech of a character in the over-all rhythm
of the plays.

Harold Pinter has been praised for his

fine ear for dialogue.

Since the success of one of his

plays may depend more largely upon the language, the
dialogue, for its effect rather than upon the narrative
exposition or progression, as this study has endeavored
to show, a thorough study and understanding of the pause
as a factor of emphasis either for serious or dramatic
effect is of the first order of importance.

Bacon and Breen, p. 225, state convincingly
that a "way of getting at the structure (and hence the
meaning) of a play is to ask oneself what in the action
constitutes the climax toward which the whole play has
moved; then, _what the critical moment is which functions
as a turn indirection in the action."
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Finally$ although one hesitates to press too far
any claims about the relationship between character and
pausation, the analyses have demonstrated, that if pauses
do not serve to communicate the inner, subtle emotions
of the characters, they do, at least, contribute to an
enrichment of the implications of the language.

The

interpreter who would confront his listeners in a
performance of a play by Harold Pinter will repeal to
.
4
his audience as he can the '-infra-textual tensions" by
means of an imaginative rendering of the prescribed
pauses o

4
J, R. Brown, p. 25 4.
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