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. the complete contraction between the words there are spoken and the
emotional and psychological action that underlies them. Here the language
has almost totally merged into dramatic action. (The Theatre of the
Absurd 212)
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1 feel that instead of any inability to communicate there is a deliberate
evasion of communicate there is a deliberate evasion op communication.
communication itself vet ween people is so frightening that rather than do
that there is continual cross-talk, a continual talking about other things,
rather than what is at the root of their relationship. (The Theatre of the
Absurd 274)
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MICK : What's your name?

DAVIES : I don’'t know you. I don’t know who you are. Pause.
MICK : Eh?

DAVIES : Jenkins.

MICK . Jenins?

DAVIES : Yes.

MICK : Jen ... kins.
Pause.
You sleep here last night?

DAVIES : Yes.

MICK ! sleep well?

DAVIES : Yes.

MICK  : I'm awfully glad. It's awfully nice th meet you.
Pause.

what did you say your name was?
DAVIES : Jenkins.
MICK . I beg your pardon?
DAVIES : Jenkins!
Pause.
MICK : Jen .. . kins. (30-31)
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ASTON : How do you feel about being one, then?

DAVIES : Well, I reckon . . . well, I'd have to know . . .
you know

ASTON : What sort of . . .

DAVIES : Yes, what sort of . . . you know . . .
Pause.

ASTON : Well, I mean . . .

DAVIES : That's . . . that's it . . . you see . . . you get
my meaning?

ASTON : When the time comes . . .

DAVIES : I mean, that’'s what I'm getting at, you see . . .

ASTON : More or less exactly what you . . .

DAVIES : You see, what I mean to say . . . what I'm getting atis . . . I
mean, what sort of jobs . . . (42-43)
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It is important to recognize at this stage that the style is itself part of the
theme of the play . . . we find a ruthless and strategic mimicry of
irrelevancy, incoherence, . . . the inability and the unwillingness to
communicate of everyday life and speech, the action is apparently
unmotivated and goes unexplained.(42)
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The desire for verification is understandable but cannot always be
satisfied. There are no hard distinction between what is real and what is
unreal, nor between what is true and what is false. The assumption that
to verify what has happened and what is happening presents few problems
I take to be inaccurate. A character on the stage who can present no
convincing argument or information as to his aspirations, nor give a
comprehensive analysis of his motive is as legitimate and worthy of
attention as one who, alarmingly, can do all these things. the more acute
the experience, the less articulate its expression.(Ganz 3)
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Davies : well, . . . he's funny bloke, your brother.
Mick © what?
Davies : 1 was saying, he’s . . . he’s a bit of a funny
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bloke ; your brother.
Mick stares at him.

Mick ! Funny? why?

Davies : well ... he's funny . . .

Mick : what's funny about him?
Pause

Davies : Not liking work.

Mick ! what's funny about that?

Davies : Nothing. (49-50)
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. 1 only told you because I understood you were an experienced

first-class professional interior and exterior decorator. . . .you mean you
wouldn’t know how to fit teal-blue , copper and parchment linoleumn
squares and have those colours re-echoed in walls?. . . . . you wouldn’t be

able to decorate out a table in afromosia teak veneer, an armchair in
oatmeal tweed and a beech frame settee with a woven see-grass seat? . . .
(72)
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The use of technical jargon thus corresponds to the enclosed rooms and
protected spaces that Pinter's characters tend to covet and to defend
against outsiders. (The Peopled Wound 227)

& Micke HEL02M4 Davies’l & & 1 S vidsta a7 vz
R Aleln] HAYAZA wlHEolok & WAFUE delFE Aeolth Daviess ¥
ou|g diz} FolA] ApAle] A7t obd ARAAGAIE AR Al o]A]
o= Addglo] ol Ex HYAL ol Wl EAle] BEAdge] B4R ol &
woldlzin distg st 1 syt g 2 EFAAAS ASASE B o o o
Ste QAL Ee] o] B 4 gige RAoth

I.

The Caretakerd)X BRZUEL AXAAE FaA =37 Afz YA
2o He dart vhA gRtEAEolAE A2 FFa dUE =2UA o
a7 AYAY S dF8HA 3t A G S €A He AHRE wA s WE
o7 82 T d3E A R3HA S AddiH —4 NgE FAIG A %‘i’l!
£ gozx dziyt dddts HolA & & 3tk Astond Davies®t 932
2} St Ao A oAl e A de] AR ‘_7§§_ Ao REgS 531
e ool & gt

I couldn’t understand it. Then one day they took me to a hospital, right
outside London. They . . . got me there. I didn’t want to go. Anyway . . .
I tried to get out, quite a few times. But . . . it wasn’t very easy. They
asked me questions.

In there. Got me in and asked me all sorts of questions. Well, I told them

. when they wanted to know . . . what my thoughts were. Hmm. Then
one day . . . this man . . . doctor, I suppose . . . the heard one . . . he
was quite a man of . . . distinction . . . although I wasn’t so sure about

that. He called me in. He said . . . he told me I had something. (55)
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The thing is, I should have been dead. I should have died. Anyway, I feel
mush better now But 1 don’t talk to people now. I steer clear of places
like that cafe. I never go into them now. I don’t talk to anyone . . . like
that. I've often thought of going back and trying to find the man who did

that to me. But I want to do something first. I want to build that shed
out in the garden. (57)
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I've been offered a good job. Man has offered it to me, he’s . . . he's got
plenty of ideas. He's got a bit of a future. got plenty of ideas. But they
want my papers, you see, they want my references. I'd have you get
down to Sidcup before I could get hold of them. That's where they are,

see. Trouble is, getting there. That’'s my problem. The weather’'s dead
against it.

ASTON quietly exits, unnoticed. (65)
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If language is to be the vehicle of the self’s expression, we must conclude

that inane chatter which now seems so common exposes the poverty of
the modern self(The Peopled Wound 218)
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You took me in, you didn’'t ask me no questions, you give me a bed, you
been a mate to me. Listen. I been thinking, why I made me make noises
without me knowing it, so I been thinking, what I mean to say, if you
was to give me your bed, and you have my bed, there’s not all that
difference between them, they're the same sort of bed, if I was to have
yours, you sleep, whatever bed you're in, so you have mine, I have yours,
and that’ll be all right. (75-76)
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what’'s that? what? who’s that? what’s that?
Pause. He moves
where’s my box? It was down here. who's this?
who's moving it
silence
come on. who's this got my box?
Pause
who's in here!
Pause.
I got a knife here. I'm ready come on, who are you? (44-45)
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Pinter acknowledges silence as an articulate energy which gives resonance
to the spoken word. Between the spoken and the unheard lies the mystery
of human confrontation. The silence is not radio’s “deadtime” but an active
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So often below words spoken, is the thing known and unspoken . . .
There are two silences. One when no word is spoken. The other when
perhaps a torrent of language is being employed.(Sykes 80)
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MICK grabs it. ASTON takes it.

MICK grabs it. DANIES reaches for it.
ASTON takes it. MICK reaches for it
ASTON gives it toDAVIES MICK grabs it.
Pause.

ASTON takes it. DAVIES takes it. MICK takes it.
DAVIES reaches for it ASTON takes it
Pause

ASTON gives it to MICK. MICK gives it to DAVIES
DAVIES graps it to him.
Pause

They watch him. He picks it up. Goes to his bed, and sits. ASTON goes
to his bed, ASTON goes to his bed, sits, and begins to roll a cigarette.
MICK stands still.

Pause

A drip sounds in the bucket. They all look up. (39)
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= Abstract
The Linguistic Absurdity of Harold Pinter’s Play

Kim, Dong Yule

Harold Pinter is among the absurd dramatists. The most different thing is the
technique of language, called 'Pinteresque’ or 'Pinterish’. The characters speak
ordinary words, never seem to be absurd and unrealistic. However, when we try
to understand the play with reason or logic, we feel confused and threatened by
the characters’ language. That is because the words used in Pinter’s plays are
not to be communicated but to show the existential meanings in modern society.
The language is relating each the meaning of the play and the existential reality
behind the language.






