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About the University

Rajiv Gandhi University (formerly Arunachal University) is a premier institution for higher education
in the state of Arunachal Pradesh and has completed twenty-five years of its existence. Late Smt.
Indira Gandhi, the then Prime Minister of India, laid the foundation stone of the university on 4th
February, 1984 at Rono Hills, where the present campus is located.

Ever since its inception, the university has been trying to achieve excellence and fulfill the
objectives as envisaged in the University Act. The university received academic recognition
under Section 2(f) from the University Grants Commission on 28th March, 1985 and started
functioning from 1st April, 1985. It got financial recognition under section 12-B of the UGC on 25th
March, 1994. Since then Rajiv Gandhi University, (then Arunachal University) has carved a niche
for itself in the educational scenario of the country following its selection as a University with
potential for excellence by a high-level expert committee of the University Grants Commission
from among universities in India.

The University was converted into a Central University with effect from 9th April, 2007 as per
notification of the Ministry of Human Resource Development, Government of India.

The University is located atop Rono Hills on a picturesque tableland of 302 acres
overlooking the river Dikrong. Itis 6.5 km from the National Highway 52-Aand 25 km from
Itanagar, the State capital. The campus is linked with the National Highway by the Dikrong bridge.

The teaching and research programmes of the University are designed with a view to play a
positive role in the socio-economic and cultural development of the State. The University offers
Undergraduate, Post- graduate, M.Phil and Ph.D. programmes. The Department of Education
also offers the B.Ed. programme.

There are fifteen colleges affiliated to the University. The University has been extending
educational facilities to students from the neighbouring states, particularly Assam. The strength
of students in different departments of the University and in affiliated colleges has been steadily
increasing.

The faculty members have been actively engaged in research activities with financial
support from UGC and other funding agencies. Since inception, a number of proposals on
research projects have been sanctioned by various funding agencies to the University. Various
departments have organized numerous seminars, workshops and conferences. Many faculty
members have participated in national and international conferences and seminars held within the
countryand abroad. Eminent scholars and distinguished personalities have visited the University
and delivered lectures on various disciplines.

The academic year 2000-2001 was a year of consolidation for the University. The switch
over from the annual to the semester system took off smoothly and the performance of the
students registered a marked improvement. Various syllabi designed by Boards of Post-graduate
Studies (BPGS) have been implemented. VSAT facility installed by the ERNET India, New Delhi
under the UGC-Infonet program, provides Internet access.

In spite of infrastructural constraints, the University has been maintaining its academic
excellence. The University has strictly adhered to the academic calendar, conducted the
examinations and declared the results on time. The students from the University have found



placements not only in State and Central Government Services, but also in various institutions,
industries and organizations. Many students have emerged successful in the National Eligibility
Test (NET).

Since inception, the University has made significant progress in teaching, research, innovations
in curriculum development and developing infrastructure.



About IDE

The formal system of higher education in our country is facing the problems of access, limitation of
seats, lack of facilities and infrastructure. Academicians from various disciplines opine that it is
learning which is more important and not the channel of education. The education through
distance mode is an alternative mode of imparting instruction to overcome the problems of
access, infrastructure and socio-economic barriers. This will meet the demand for qualitative
higher education of millions of people who cannot get admission in the regular system and wish to
pursue their education. It also helps interested employed and unemployed men and women to
continue with their higher education. Distance education is a distinct approach to impart education
to learners who remained away in the space and/or time from the teachers and teaching
institutions on account of economic, social and other considerations. Our main aim is to provide
higher education opportunities to those who are unable to join regular academic and vocational
education programmes in the affiliated colleges of the University and make higher education
reach to the doorsteps in rural and geographically remote areas of Arunachal Pradesh in particular
and North-eastern part of India in general. In 2008, the Centre for Distance Education has been
renamed as “Institute of Distance Education (IDE).”

Continuing the endeavor to expand the learning opportunities for distant learners, IDE has
introduced Post Graduate Courses in 5 subjects (Education, English, Hindi, History and Political
Science) from the Academic Session 2013-14.

The Institute of Distance Education is housed in the Physical Sciences Faculty Building (first
floor) next to the University Library. The University campus is 6 kms from NERIST point on
National Highway 52A. The University buses ply to NERIST point regularly.

Outstanding Features of Institute of Distance Education:

() At Par with Regular Mode

Eligibility requirements, curricular content, mode of examination and the award of degrees
are on par with the colleges affiliated to the Rajiv Gandhi University and the
Department(s) of the University.

(i) Self-Instructional Study Material (SISM)

The students are provided SISM prepared by the Institute and approved by Distance
Education Council (DEC), New Delhi. This will be provided at the time of admission at the
IDE or its Study Centres. SISM is provided only in English except Hindi subject.

(iii) Contact and Counselling Programme (CCP)
The course curriculum of every programme involves counselling in the form of personal
contact programme of duration of approximately 7-15 days. The CCP shall not be compulsory
for BA. However for professional courses and MA the attendance in CCP will be mandatory.
(iv) Field Training and Project
For professional course(s) there shall be provision of field training and project writing in

the concerned subject.

(v) Medium of Instruction and Examination



(vi)

The medium of instruction and examination will be English for all the subjects except for
those subjects where the learners will need to write in the respective languages.

Subject/Counselling Coordinators

For developing study material, the IDE appoints subject coordinators from within and outside
the University. In order to run the PCCP effectively Counselling Coordinators are engaged
from the Departments of the University, The Counselling-Coordinators do necessary
coordination for involving resource persons in contact and counselling programme and
assighnment evaluation. The learners can also contact them for clarifying their difficulties
in then respective subjects.
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UNIT 1 ENGLISH DRAMA: THE
ELIZABETHAN PERIOD TO
THE MODERN WORLD
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L0 INTRODUCTION

[he Elizabethan age refers wo the reign of Queen Elizabeth of England, who ruled from
558 t 1603, The genre of drama thrived during her reign. This was because the spirit
if the Renaissance in the fourteenth and fifteenth centuries had given birth to a rich and
wried literature in Europe, There was a general imerest among the public in reading
ibout real life sitwations and an inquisilive curicsity in the personal experiences of individugs
ither than themselves, Drama was the only medium which combined the brilliance of
wetry with the thrill and passion of real life situations. It was fused with the exuberam
mergy that characterized the Elizabethan Age. The reign of Queen Elizabeth saw
enowned playwrights such as Christopher Marlowe and Ben Jonson, Howe VEr,
mdoubtedly, the master playwright of the Elizabethan Age was William Shakespeare.
Ahether it was his ragedies, ctnrm:di:s or his historical plays, few authors have been
thelm maich Shakespeare’s universal appeal and his lyrical prose. Shakespeare’s plays
‘ontinue to be performed and enjoyed today with as much gusto as they were .,,,-h,&.n
hey were written in the late sixteenth and early seventeenth centuries for small repertory
heaire, ’
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Braine, John Wain, and Alan Sillitoe. However, by the 1960s these writers began to
concentrate on distinctive themes and were no longer part of the original Angry Young

The ritual drama form insists on ation of the audience, unlike
other forms of drama where the audience are passiye viewers, In rifyg drama, actors
address everyone in the audience, breaking the Tourth wy)p and also gk the m;dicnce
to perform with them as fellow performiess, Grotowski's intention was 1q Create a more
secular and interactive form of drama. The Ancestors by Mickiewicz was directed and
presented by Grotowski as 4 ity drama,

L9 DRAMA AS A PERFORMING ART

Performance is an indispensable aspect of
and conscious reasons. The performi

lude dance, mys;
Drama is that branch of the performi i el
narrative in the presence of an audience, The

the active particip,

Ue, plays can also appear in

" OMmedy, pantomime illusi
Plays, imorawe.. . +Hlusion,
non-conventiona) or art-house thegyre. o Provisationg) ‘hﬁm‘& Stand-up and
In a drama, the dramatist or
techniques like Speech,
plays for the audience. Th

P'ﬂ)'\vright uses 3

1o Sound, gestuge, i Ot movements gnd
¢ audience's mingd

iththe oq - PECtACle (o amars & -

:  Withthe .« €nact his or her
up mental imagery, iS a reg u['e ‘nd 9fsc OrY organs, helps build
views a drama, they share anij thatis iy O this Capacity, W ;
minds of the actors perform: Pt 4 Similar 1 the one thay ig gy 2 Audience

actors pe 8 it. This is cajjeq ' X A3 taking place in the
the suspension of disbelief in tha MINds of the gyq:. - Agery". Dramg thy
the audience imagines tha Audience A

Combj

; nim S requires
: Sta, i3 aca : i
A of itself. As the Chorys of wf,‘;;” dramg i being perf" only be enjoyed if
watching a play g leam to ‘pin. . AN Shakcspcam's 1S a world in
performance ghyg revoly esoam t("""i"‘l’erf ions w;';,o' ¥ States, the audience
; YOur thoughes' Pyrymatic

performance, (he : W L ughts”, Dramal
Pesiorings Ma is rejnye ted; 4 4 f:' ;;ﬂd menl.al IMages, With each

ed in relation 1o its



Chwrus. O for a Muse of fire, that would ascend
The brightest heaven of invention,

A kingdom for a stage, princes o act

Amd monarchs to behold the swelling scene!
Then shold the warlike Haery, like himself,
Assume the port of Mars; and at his heels,
Leash'din like hounds. should famine, sword and fire
Crouch for employment. But pardon. and gemiles all,
The flat unraised spirits that have dared

O this unworthy scaffold tw bring forth

S0 great an object: can this cockpit hold

The vasty fields of France? or may we cram
Within this wooden O the very casgues

That did affright the air at Agincourt?

O, parden! sinee a crooked Higure may

Anest in linde place a million;

And let us, ciphers to this great accompt,

Oin your imaginary forces work.

Suppose within the girdle of these walls

Avrre now confined two mighty monarchies,
Whose high upreared and abutting fronts

The perilous narrow ooean parts asunder:

Piece oul our imperfections with your thoughts;

Into s thousand parts divide on man, And make imaginary puissance;

Think when we talk of horses, that vou see them
Printing their proud heofs i* the receiving earth;

For "tis your thowghts that now must deck our kings,
Carry them here and there; jumping o'er times,
Turning the accomplishment of many years

Into an howr-glass: for the which supply,

Admit me Chorus to this history.

Who prologue-like your humble patience pray,
Gently to hear, kindly to judge, our play.

Prologue of Henry V by William Shakespeare

mited scholarly study of drama that sees it only as something written and to he
i sung is only partly useful. The performance of drama leads 1o its expansion,
cannot be exploited only by verbal and theoretical means. Dramatic performance
to a confluence between verbal and visual representation of the art and
cusness, When a performance takes place the director and the actars waork together
Iding up a unique imagery of the dmrlnu they are staging, Every performance
‘out a specific association with the audience, so much so that the audience stars

i2 the drama to the performance,
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The director of a drama plays an important role in staging a performance. The
dramatic performance is the vision of the director who is directing it. Therefore, the
director is responsible and accountable for the meaning it conveys 1o the audience. In
most plays, the audience views the dramg through the vision of a director. The actors
perform according to the thought processes of the director. However, this is not always
the case. Plato in his fon made the director dispensable, For him God was the ultimate
source ofinspiration, as it was he who passed on an idea to the writer, the writer wrote
itand the actors who performed, passed it on directly to the audience, This implies that
itis the duty of the playwright to take care of the fact thay the performance is consistent
with the play written, the actors are compatible with the coneept and the other artistic
elements are coordinated with the performance. Disharmony in any of these areas will
affect the unity of the dramatic performance,

Through performance and acting, drama j
emotions, thus placing actors in a very signific
performance devoid of emotion js nev
content of the dramatic medium carries i

3 perfi - By understang ‘
emotional requirement of a role during the rehoqryy| an actornp;: : andnt_)mf“!hng ‘hg
rervous mechanisms in such a way that he o she i Pares the sensory an
the appropriate moment,

Aristotle says that drama evolveg from those : o
and involving creativity, But perfi ws'::‘;;::;:f m.;.':n drawing inspiration
liberate the performer from the dilemma of why e

Rt pect; '® Fepeated rehearsals
the scope o perform at ease. perform Providing him or her with

.10 DRAMA AS A TOOL, FOR SOCIAL CRITICISM
Although it is true that dramg is meamw\
The

inform, teach and make

sed on givi : I5th and |6th
e e T
Prolagonist, i.e., a character thay js SUPPOSC (0 reprosy :l :YS cons
:::: g;)e :dT“fFauom of moral Characteristic wholr'y o UT&nlty Bawho
£0dly virtue or evil, Qe a 1LY play wag E:,r:; "':l l?l:‘i;her chom:
Salvation, - The play use
idered by g0 o - \CMiSsance drama Doctor
the protagopisy Faustyg s ": lelcg 10 be alsg 5 part of the

devil 1 gain power
: thirst f i M on the con: po
vitae and g hmwkdgeztnuam‘;:;z:imhnwmge 2 he conflict beyeen the

1y which kept heavenly
: adveny o ., o——
credible charagyps Slage":ll?l: heroicg Paved wa’;’:zmhbm M the literary ragition,
father of realigpy, spearhead Nt:“'cgian playwﬁgh[H Natural, belieyaple and
Soting chi o ; nd, | cnr i

depicting objectjye reality that foey d Literary ya. i e considered the
N Showing 1 everv Y Was the belief of

4 activities of 5 social

ees—



class without overt dramatisation. [bsen’s most famous play Doll'’s House underlined
and criticised the roles played by a man and a woman in a marriage in the nineteénth
century. The 19th century was a period when marriage was considered to be one of the
most scared social institutions. Ibsen’s portrayal of a family who had departed from the
traditional norm eamed him criticism as well as accolades. The playwright George Bernard
Shaw stated that Ibsen’s plays are “stories of lives, discussion of conduct; unveiling of
motives, conflicts of characters in talk, laying bare of souls, discovery of pitfalls - in
short, illumination of life.” In England, Sir Arthur W Pinero (author of Second Mrs.
Tanguery and The Thunderbolt) and Henry Arthur began following Ibsen's footsteps
and started writing about the evils and hypocrisies of the society. Writers like Galsworthy
too made an important contribution in terms of drawing our attention towards the ills of
society. His Strike is about a strike that takes place in a small factory in South Wales. It
was an unofficial strike, because the workers were not supported by the union in their
demands. The play focusses on the relation between employers, the workers' union and
waorkers, and questions the validity and utifity of this structure. Another important writer
whose drama was a vehicle for social criticism was Shaw, His Joan of Arc reflected
the way a woman's ideas were rejected and condemned in medieval times. Though
Shaw was accused of having distorted history, he himself did not take any position; he
merely presented information. In his latter works like Caesar and Cleopatra (1898),
Man and Superman (1903), Major Barbara (1905) and The Doctor s Dilemma (1906)
Shaw continued to highlight and register his strong views about some or other form of
evil.

Candida represents Shaw's New Woman; by depicting Candida as an independent
and strong woman in contrast to her idealistic and conventional husband Morrell, he has
given support to the feminist cause.

In the twentieth century, playwrights like Bertolt Brecht took social eriticism
towards a different direction. Brecht was a practitioner of political theatre and developed
the style known as ‘epic theatre’. A reaction against popular forms of theatre, cpic
theatre proposed that a play should not cause the spectator to identify emotionally with
the characters or action before him or her, but should instead provoke rational self-
reflection and a critical view of the action on the stage. Thus, it could be stated that the
objective of epic theatre was to make the audience aware that they were watching a
play and thus alienate the audience from the actions presented in it. Brecht hoped that
highlighting the fact that play was a representation ofrcahly_ would hel‘p communicate 1o
the audience the constructed nature of their own reality, which according to Brecht, was
changeable.

Despite the popularity of Brecht, traditional forms of theatre cgminued o remain
dominant throughout the twenticth-century and were used as 1hc main outlct_s for social
critique by playwrights. The American playwright Anhpr_Mlll_er: through his play The
Crucible, criticized the persecution of artists and activists living under the fear of
McCarthyism. The British playwrights JB Priestly and Jacquetta Ha\f-km. in the
experimental Dragon 's Mouth, discussed some important aspects of soctety. Qcorge
Kaiser's play Gas emphasized the war between man and machine. Elmer Rice’s 7he
Adding Machine (1923) dealt with a theme similar to Kaiser’s play. highlighting the
problems machines caused in the life of man, JM Synge, one of the proponents for the
revival of Irish Drama and Theatre usually highlighted the plight of the peasant community
in his plays. His Riders to the Sea is a tragic story about the life of fishermen. Sean O°
Casey, in his play The Plough and the Stars depicted the struggle for Irish liberation
under the garb of humour.
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The impact that the two World Wars had on society was also to inﬂucpce
playwrights. After the World Wars, society was in a state of disintegration and isolation.

Lord Dunsany through his plays pointed out this void which had engulfed the world after
the Second World War. In Dunsany's play The Glitrerin

based on the idea that life is irrational, illogical, incongruous, and without reason. The
most famous of all Absurdist plays, Samuel Beckett's Waiti

ng for Godor, through its
dialogue between the two main characters captured the anxiety of the Cold War world.

Itis said that drama is a medium of reflection on society. Thus, playwrights have
always used this medium to make constructive criticisms of their societ;

ious agendas and can be u
hat surround ys,
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e One can simply describe ‘tragedy’ as a play with an unhappy ending. The word
‘tragedy’ has its origin in Greek ‘tragodia’, meaning ‘goat song’, which
accompanied the ritual of offering goats to Dionysus, the Greek god of vineyards
and wine.

o Tragedy deals with the serious aspects of life and is essentially a tale of suffering

ending in death.

Unlike Aristotle’s concept of a tragedy having unity of time and place, Elizabethan

tragedy compressed time and jumped from location to location for different scenes.

Elizabethan tragedy also used a whole range of imaginative narratives as tragic

subjects,

e Shakespearean tragedy mainly conforms to the definition given by Aristotle but it

violates the principles of the Greek philosopher in one important respect: its action

is not all serious: its seriousness is often relieved by the comic.

Shakespeare’s tragedy is pre-eminently the story of one person. The story ends

with - ap;fd includfs - the death of the hero. According to the fmu F.{rgllsh

Shakespearean scholar A.C. Bradley, a Shakespearean tragedy is essentially a

tale of suffering and calamity concluding with death.

® Shakespeare wrote thirty-seven plays. although there are two or three works

which do not seem to be entirely his. His activity as a dramatist covered over

twenty-four years, from 1588 to 1612. These twenty-four years have been sub-
divided into four periods of about six years each. "
; ic and the comic, the sentimental

Shakespeare shows equal aptitude for the tragic anc the cor

and the gudcsque. lyrical fantasy and character-study, portraits of men and weomen,

of kings and clowns. No other dramatist possesses such diverse gifts or has given

such various and colourful scenes of life.

It was Ben Jonson who said about Shakespeare that ‘he was not of an age but of

alltime’.

® Shakespeare's uni

life, which is revea

merely represent his charact

heroes at various moments 0

with different persons. g ,

One can simply describe ‘ragedy’ 452 play with an un_happy ending. The wgrd

‘tragedy’ hz?s its origin in Greek ‘ragodia’, meaning ‘goat song’, which

aoccfmpanied {he ritual of offering goats (o Dionysus, the god of vineyards and

wine.

versality is due to the breadth and impartiality of his vision of
led in the complexity of his characters. Sha-kf:speare does not
ers within the short span of a crisis. He shows his
f their lives, in changing, situations and in contact

: stated tragedy is ‘the imitation of an actipn that is serious,
A uunugle; in language embellished with each of artistic
not of narrative; with incidents arousing pity
ts catharsis of such emotions.”

In his Poetics, : ¢
complete, and of certain Magnil
omaments. .. in the form of action, T
and fear, wherewith 1o accomplish i
5 should be *well-proportioned’. B

i oes on to says that a tragedy § -proporic By
C:;.louc ‘hei?,:ed Aristotle means it should have a proper beginning, rising action,
and dénouement. ile compares the plot construction with the body of an animal,
* Aristotle's conceptofa tragedy having unity of time and place, Elizabethan tragedy
jumped from location to location for different scenes, The
han tragic playwrights was William Shakespeare.
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i ichi tation of
i i tha performance which is a represen
nglish Drama: The * Comedy is usually associated wi : ! S A repren e
g""z:;"’“': i 0 h life, moving around humour, courtship and matrimony; it has hilarious d:::,:l:c i,
i frivolous moments mostly arising out of the complications related to love,

ends in a joyful way,

*® The word Comedy is derived from Greek it iop]
meaning ‘song’. Aristotle explained comedy as “an imitation ofPCTS‘_"”‘ o
Wwho possess ‘one defect or ugliness which is ot painful or destructive.

* Dramatic Comedy grew oug of the rowy choruses and dialogues of the fertility
rites associated with Greek 20d Dionysyg.
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e During Shakespeare's time, the success of the plays depended entirely on the
dialogues. Hardly any importance was given to props. Change of scene was
always indicated through language/dialogue/script.

e In 1962, Martin Esslin in his book The Theatre of the Absurd used the term for
the first time. Esslin states in his book that the Theatre of the Absurd “strives o
express the senselessness of the human condition and the inadequacy of the
rational approach, by the open abandonment of rational devices and discursive
thought.”

e The Theatre of Cruelty relies heavily on excessive gesticulation and sensory

reactions of the actors so that a psychological correspondence with the audience

is established,

Brecht's epic theatre proposed that a play should not cause the spectator to

identify emotionally with the characters or action before him or her. but should

instead provoke rational self-reflection and a critical view of the action on the
stage.

Feminist theatre came into prominence in the charged atmosphere of the mid-to-

Jate-1970s, where the women's movement began to take the centre stage in

socially relevant theatre,

Drama is that branch of the performing arts which relates to the performance of
a narrative in the presence of an audience. The narrative can take many forms
including tragic, comic, tragic-comic, absurd, epic, farce, making drama the most
expressive of all the performing arts.

The director of a drama plays an important role in staging a performance. The
dramatic performance is the vision of the director who is directing it. Therefore,
the director is responsible and accountable for the meaning it conveys to the
audience.

In most plays, the audience views the drama through the vision of a director. The
actors perform according to the thought processes of the director,

e Although it is true that drama is meant to entertain an audience, itis also meant 1o
inform, teach and make an audience think. The use of drama as a tool of social
criticism and commentary is almost as old as the history of drama itself,

In the nincteenth-century, with the advent of naturalism in the literary tradition,
false romanticism and theatrical heroics paved way to more natural, believable
and credible characters on stage. The Norwegian playwright Henrik Tbsen,
considered the father of realism, spearheaded this trend.

In the twentieth-Century, playwrights like Bertolt Brecht took social criticism
towards a different direction, Brecht was a practitioner of political theatre and
developed the style known as ‘epic theatre’.

A reaction against popular forms of theatre, epic theatre proposed that a play
should not cause the spectator to identify emotionally with the characters or action
before him or her. but should instead provoke rational self-reflection and a critical
view of the action on the stage.

Despite the popularity of Brecht, traditional forms of theatre continued to remain
dominant throughout the twentieth-century and were used as the main outlets for
social critique by playwrights. The American playwright Arthur Miller through his
play The Crucible criticised the persecution of artists and activists living under
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the fear of McCarthyism. The British playwrights JB Priestly and Jacquetta
Hawkes, in the experimental Dragon's Mouth, discussed some important aspects
of society,

® Itis said that drama is a medium of reflection on society, Thus, playwrights have
always used this medium 1o make constructive criticisms of their societies in the
hope of bringing about some Positive changes for the better.

L12 KEY TERMS
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© McCarthyism: Refers to 1950s America where during the Cold War artists,
actors, directors, and other prominent people were accused of being *Communist
agents’ by Senator McCarthy

1.13 ANSWERS TO ‘CHECK YOUR PROGRESS’

I. Itincluded all sorts of clements—wit, leaming, vulgarity, love of combat and
bloodshed, affectation, songs and dances- along with simple and natural poetic
power of delincating human character and of eloquent declamation and rapid
action.

2. The underlying sentiment and a direct result of the Reformation movement was
the perception of the personal answerability of the individual soul to God. The
implicit value system of the Renaissance supported that the world is a beautiful
place and that sensuous enjoyment of the beautiful is a rational and commendable
act.

3. The drama of the period is written in the representative form, and in many of the
plays. the interest lingers not so much on the plot or story as in the representation
of human will in vigorous action. The characters are, in many cases, profoundly
conceived as active agents, sometimes of exaggerated will and energy. This is in
response to the theory of the dignity and self-sufficiency of the individual soul
which characterized the Puritan belief system. Again, the love of luxurious
omamentation and variety which marked the Renaissance art can also be observed
in many of the Elizabethan dramas,

4. According to the famous English Shakespearcan scholar A.C. Bradley, a
Shakespearean tragedy is essentially a tale of suffering and calamity concluding
with death.

Bradley also writes that ‘tragedy with Shakespeare is concerned always with
persons of high degree: often with kings or princes: if not, with leaders in the state
like Coriolanus, Brutus, Antony; at the least, as in Romeo and Julict, with members
of great houses, whose quarrels are of public moment.” Shakespeare’s conception
of tragedy is medieval. Unlike the moderns, he is not concerned with the fate of
the common man, their sorrows and sufferings. The exalted personages suffer
greatly; thus Hamlet's soul is torn within. Their suffering is contrasted with their
previous happiness. The hero is such an important personality that his fall affects
the welfare of a whole nation or empire, and when he falls suddenly from the
height of earthly greatness to the dust, his fall produces a sense of the
powerlessness of man and omnipotence of fate, This is one of the ways in which
the playwright introduces an element of universality in his tragedies.

5. The tragic hero is not only a person of high degree but he also has an exceptional
nature. He has some passion which attains in him a terrible force. He has a
marked one-sidedness, a strong tendency to act in a particular way. They are all
driven in one direction by some peculiar interest, object, passion or habit of mind.
Bradley refers to this trait as the ‘tragic flaw.” Thus, Macbeth has ‘vaulting
ambition’, Hamlet ‘noble inaction”, Othello “credulity and rashness in action’, and
Lear “the folly of old age’,

6. In Shakespeare’s plays also, there are two or three or four plots running together,
Shakespeare’s supreme skill lies in weaving these different plots into a harmonious
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13,

14,

15.

16

17

18.

The word is derived from the Greek word ‘melos’ meaning ‘song’ and French
‘drame’ meaning ‘drama’, translating into musical drama, During the eighteenth-
century, French playwrights composed plays which were full of spectacle, music
and happy endings. But by the nincteenth-century, the use of music gradually
receded. Initially, melodrama represented the encounter of good and evil, but
gradually it referred to any play of excessive emotional nature,

In a monalogue a single person carries on the conversation, unlike a dialogue
which requires the presence of at least two people. A monologue differs from a
soliloquy because a monologue implies the presence of one or many listeners
whereas a soliloquy implies a private conversation with oneself, without any
listeners. Monologues help in defining and shaping the atmosphere of the drama,
An extreme example of monologue is Strindberg's one-act play The Stranger. In
the play the lines are spoken entirely by one person. On the ather hand, the most
prominent example of solilogquy is Hamlet's “To be or not to be..." solilogquy in
Shakespeare’s Hamlet,

In a play there could be many types of characters, such as; extraordinary, stock,
representative, narrator, dominant and minor.

The structure of a drama relates to the construction of the plot. For Aristotle, the
plot structure needed to have a beginning, 2 middle and an end. This three part
view of plot was popular until Renaissance dramatists started using the five-act
stracture.

After the unfolding of complications, resclution of conflict takes place. Tn A
Midsuwmmer Night's Dream the lovers’ decisions are accepled. In King Lear,
Cordelia comes back to Lear in his madness and the evil characters get proper
punishment. '

Theme is commonly misinterpreted to mean the subject of a drama. However,
theme relates to the underlying meaning and tenor for which the play is written. A
play can have multiple themes. For example, the themes of Shakespeare's Hamler
include madness and revenge, mortality. The themes of Shakespeare's Henry IV
include power, principles, honour and family.

. The term usually refers to a body of plays produced by a group of dramatists

around World War T, the popularity and prominence of which continued till the
1950s. In 1962, Martin Esslin in his book The Theatre af the Absurd used the
term for the first time. Esslin states in his book that the Theatre of the Absurd
*strives to express the senselessness of the human condition and the inadequacy
of the rational approach, by the open abandenment of rational devices and
discursive thought.” .

This phrase is taken from Leslie Paul's autobiography which was published under
the same name in 1951, The term became popular after the publication of John
Osbome’s 1956 play Look Back In Anger. The play had Jimmy Porter, a first-of-
his-kind hero, who became the epitome of an angry young man who, dissatisfied
with the social and political attitudes around him, reacts against the middle class,
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1.14 QUESTIONS AND EXERCISES

Short-Answer Questions

1. How can Shakespearc's literary career be classified into different pctiod§ :df:“:s
dramatic activity? What was the nature of his works in each of these periods®

2. How did the Renaissance influence the themes and motifs secn in Elizabethan
drama?

3. What are the chief characteristics of a Shakespearean tragedy?
4. Write a short note on tragic flaw,
3. What were the main features of Elizabethan dramq?

6. Write a short note on the evolution of comedy in theater,
Long-Answer Questions

1. Bring out the differences
of each,

2. Examine the Aristotelian conception of plot,
3. Whatis the Freytag's pyramid? Discuss,
4. Discuss the various types of seti

g a play can have,
5. What is the theatre of the absurd? Give one Prominent example of an absurdist
play.

6. Write short notes on (i) Theatre of Cruelty: (ii) Poor theatre
1 Wheq Brecht re-introduced the 1erm “epic theatre’ jn the twentieg century, ¥
ng that was non-dramatic, Something that was deyoid of

between comedy and tragic-comedy? Give one example

emotional involvement, Discuss,

Ome characlerislics of ferninist theatre,
9. Drama is that branch of the Performing args o
anarrative in the presence of g

; hich rejageg to the performance of
Audience. Explyp pe

- How is drama used gg 100l for socig) criticism?

S universality i dye tothe by 4 <vy . |

life, which is revealed in the complesity ofhisl: and lt?rzarg?-my of his vision

12. Analyze Aristoge's conception of dcters. Discuss,

tragedy in hj reatise *Pogpics
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6.0 INTRODUCTION

People look upon George Bernard Shaw as a prime Writer who struggled to be recognized.
ot even one managed to make a mark.

He had written five novels in his 30s but
Undeterred, he carried on. Then, when he was 38, in 1856, he managed to make his
debut with his dramatic work and with his plays some time later on.

Even though he mostly penned comedies, he was of the opinion that a play was
capable of influencing those who read or viewed it. He spent his time writing more than
60) plays for the theatre. Shaw's play The Apple Cart got him the Nobel Prize for
Literature and his Pygmalion, as a film, g0t him an Academy Award.

Shaw's plays, since he believed they could h}ﬂt);cncc the general population, were
geared to address various and a huge amay of social issues.
art of his life, Shaw remained a bachelor. As a result, he has
pmm:e?irs?n;acml::acptus (comical ones) in his plays as bachelors (Henry Higgins and
Jack Tanner, for example)-He was & fan of letter writing and wrote thousand of them to
his fellow theater-lovers, colleagues and friends. From these correspondences it appears
that for actresses he had an extremely devout passion.
In Ayot St. Lawrence. England, you will find George Bernard Shaw’s final home

) is a beautiful manor though only as big as a wﬁtcr would
Sial SN S g d unique as itis created tobe mobile so that it can catch

o H is tiny an :
5 £G.B Shaw

This unit focuses on oneo

6.1 UNIT OBJECTIVES

s well-known plays Man and Superman.

After going through this unit, YO will be able 1

* Describe the life of GeOree Bernard Shaw
* Discuss the techniques employed by Shaw

: ; s Man and Superman
a Cuuiccanciea and :malV/C llw Pk‘) Self-Instrucrional
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6.2 BACKGROUND OF THE PLAYWRIGHT

George Bemard Shaw was bom on 26 July, 1856 in Dublin. He was an Irish playwright.
Shaw is known to be a writer of short stories, novels and essays. His writings addressed
the social problems of the contemporary scenario and incorporated the elements of
humour and comedy. Shaw addressed issues like class privilege, health care, government,
marriage and education. He co-founded London School of Economics.

His anger was acute when he felt that the working class was being exploited.
Shaw was a passionate socialist, and he is even known to have written a number of
speeches and brochures for the Fabian Society. In addition, he was an accomplished
orator who furthered the cause of the society, Some of the issues addressed by him
were promoting healthy lifestyles, withdrawing private ownership of productive land,
alleviating abuses of the working class and equal rights for men and women. Shaw
served on the London County Council and was also active for a brief period in local
politics.

George Bernard Shaw was wedded to Charlotte Payne-Townshend in 1898. She
was also a Fabian. Shaw is the sole individual to have got both the Oscar (1938) and
Nobel Prize in Literature (1925). Not wanting a public honour, Shaw wished to declin®
the Nobel Prize yet agreed to accept it at the behest of his wife saying it was a tribute t0
Ireland. He did not accept the associated cash component and displayed his wish that it
be utilized to ranslte to English from Swedish the writngs of August Strindberg

Life of George Bernard Shaw

The birth place of George Bernard Shaw is Synge g o
Lucinda Elizabeth Shaw a singer by pmfessio.,?ni h?suf:culxe?\:iné His mothcrs :;:
who was not only a successful merchant of grains and was R eor ge.C.arr gt
George Bernard Shaw was the third and youngest child i cw.nl e
: ? and the only son of his parents-
For a short period of time, Shaw studied at the grammar schoo] Wi Jege if
Dublin, which was under the Methodist Church in Ireland Thc°° Fs}eyCd Sv s
sc_hool located close to Dalkey from where he moved to Dublin'g Cn he joined a pI;1 o
His formal education was completed at the Dublin English Sc; entral Model Sc 2
Day School. During his school days, he disliked schools and Wit Commeﬂ?w
“Schools and schoolmasters, as we have them today, are teachers. To quote SH r;
and teachers, but rather prisons and turmkeys in which not popular as places of educat®
disturbing and chaperoning their parents.’ He has den CIuld{en are kept to prevent }Mm
through the caustic prologue he wrole for Cashe/ By, w his own schooling cxpe"‘f"‘:c
young Byron's educational experience. In his 7, Yon’s Profession where he desct!
provides meticulous deails of why he had such avereg -2/ and Childrer he
was of the opinion that it was useless to impler Version g
intellect and suppressed spirit. Shaw strong] Standardized cymicula as it dulled !
practised at that time. ¥ Opposed corporg) punishment that ¥

When Shaw was nearly 16
! years of age, hi }
:2: kwm o .Lmao'ﬂ.‘fO"meg Geirge Vs e:lsrmotl'nr. Wwith both her daughter: jeft
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mother. He utilized his time writing novels and studying hard in the reading room at the
British Museum and other public libraries. Shaw’s novels were notaccepted for publication
and he had negligible literary earnings till the year 1885, and then he became a critic of
drama which earned him enough money to support himself. '

His reading turned him into a Socialist. He also became a Fabian Society charter
member. Established in 1884, this was a middle class organization for slowly and peacefully
spreading socialism. It was during this time that he became active in politics and came in
contact with Charlotte Payne-Townshend She was a fellow Fabian who was also an
Irish heiress. In 1898. the two tied the wedding knot. They never consummated their
marriage, at the insistence of Charlotte.

The couple moved, in 1906, toa house which has now become famous as Shaw’s
Corner. The house is in Ayot St. Lawrence which is justa tiny village in Hertfordshire.

While Shaw refused to contest for MPship, as a Progressive he got elected (o the
post of local councillor to the London County Council. This happened in the year 1897.

It was in the 1980s, that Shaw’s plays began to be staged and before that decade
came to a close, he was an established and celebrated playwright. Shaw authored sixty-
three plays. He has left behind a buge volume of private comespondence, essays, critiques,
pamphlets and novels. Shaw is credited with having composed over two lakh fifty thousand
letters. In 1895, Shaw founded the London School of Economics and Political Science
with members of the Fabian Society, Graham Wallas, Beatrice Webb and Sidney. It was
funded by private philanthropists. Of the librarics at LSE, one is named in Shaw’s honour,
In this library are housed collection of his photographs and papers. New Statesman, lefi-
wing magazine was established in 1913 and Shaw helped in the process as did the
various prominent Fabian Society members and the Webbs.

In 1885, William Archer sponsored Shaw and he joined the reviewing staff of the
Pall Mall Gazette. This is when he became an arts critic. He authored pieces using the
pseudonym ‘Como di Bassetto’ meaning ‘basset horn” for the explicit reason that no one
knew what it meant and it did sound European. He used the byline ‘GBS’ in various
other periodicals, suchas Our Corner (1885-86) and Dramatic Review (1885-86.) As
drama critic from 1895 to 1898, with the Saturday Review, which was owned by his
ftiend Frank Harris, Shaw used the opportunity to campaigh for removing the Victorian
hypocrisies and artificialities with  theatr® of thought and actuality.

Following is a quote from one oflhe_ revk_:ws by George Bem.ard.Shaw where we
i i eriticizig the practice of and holding Si Heaey lving for Clipping pacs pns
written by Shakespeare 10 make their “acting \'ersmn:l : & i

‘ i ir Henry Irving would ere ve exp is acting
Version.lsn :nlrud; mszua;lgd cff }:;1:, :oes n?,?mwl)' cut plays: he disembowels them. In
o i rapassd iy gy Lol O S
the famous dirge. A man who would do that would do anything —C?Vel z outof
first movement of Beethoven’s Ninth Symphon. ¢ S':l’".m ofisof Vetdoguce's Eaipe
i0t0.8 Kigont 1 rake it fit over bis drawing room mantc pree " .

He is, therefore, credited with the cause for this 200 year old editing practice for

Creating *acting versions’ of Shakespearean plays: This accolade was showered on him

by John E. Matthews, a Shavian scholar. .

I most of the critique of music 4oe by Shaw, whether they t:t:‘csl:r;k co::)n':,r:s
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musical dramatization that comprised four volumes was looked upon by Shaw as & work
of genius. Shaw performed a detail review of Der Ring des Nibelungen. Outside the
realm of music he looked upon it as an allegory of social evolution, Wagner was
sympathetic iowards the working classes this perspective has been highlighted by Shaw.
On the other hand, Shaw belittled Brahms and scoffed A German Requiem opining that,
‘it could only have come from the establishment of a first-class undertaker”. According
to him, there was no intellect in Brahms- there was certainly a huge amount of musicality,
saying *...nobody can listento Brahms' natural utterance of the richest absolute music.
especially in his chamber compositions, without rejoicing in his natural gift”.

The music related writing done by Shaw became hugely popular as, opposed t0
the other critics’ writings of those times, since it was easily understood by the general
well-read audicnce. Shaw's Music contains all the critical analysis that he did. In his
role as a drama critic in Saturday Review, Shaw greatly supported the playwright Henrik
Ibsen who appalled the Victorian public with his realistic plays. Shaw passed away it
1950 at the age of 94.

B

CHECK YOUR PROGRESS
1. On whose insistence did Shaw agree to accept the Nobel Prize and why?
2. Where was Shaw born?

3. What major event occurred in the life of Shaw when he was sixteen years of
age?

6.3 SHAW’S METHOD AND TECHNIQUE

About Man and Superman, Shaw is known o have said I
story of modern London life, a life in which. . . the ordi;haz:;m written "f,““m'-’:g
get means 10 keep up the position and habit of a gentleman aad thscmam business ! %
business is to get mamed From .this we can glean that May a:;d ls'nw)' WOI,;"mis 4
comedy of manners “.lthh is filled with farcical elements, and it is not 5 "pm(;u:iaﬁoﬂ
from the usual Victorian theatre, The play has rather familiar melogi an actual de o
e s g sy Moo sl
a::na mother bent much familiar comic types are part of the play a E:ing of thes¢
brash and i A getting her daughter married, servant whg' Tporik ¢ and
rash and is more aware than the master, and also some cary is impertinen ;
American millionaire Malone. When it comes to chargey Catures like the one O
1haq not leans Io.w-m'ds overstatement, a form of exy POTENYaL Shaw more ofte
traditionally to satirists and comic writers, ggeration which is attribut

is depicte(_i as being confident of being Ann White: te ?arly inthe first Act, Rams
upon keeping Jack Tanner, a revolutionist, away fl'onn::rd $ sole guardian and he is be
gcts. o knpw that Jack.‘ much against his will, i tobe lh. On Jack’s appearing, ms Al
audience is always saf\usﬁod by such dramatic irony lnc young lady’s co-guardian- €
off, that of Vioket Robinson-Hector Malone ang it %W&s ‘:;:‘:Ong itself, a sub-plot wk ;
main action’s count




In keeping with the main plot, this sub-plot too develops the theme of sex, depicting
woman 1o be the partner who is dominant in the game of love. Before Violet makes her
entry, everyone is of the opinion that she has disgraced hersclf. At this point, Shaw has
developed and carried through very finely the modern drama’s dramatic irony. He has
handled with great finesse and expertise the counter-discovery, or the correction of
mistaken awareness: the lady, Violet, turns outto be a respectable and married woman.
This and other such situations play a vital part towards a character's development. Jack
gets a chance to speak out his modemn day thought, beliefs and ideas, which are much in
contrast to those of the old-fashioned liberal Ramsden. This is done by Jack when the
latter shows dissent toward the unsolicited and new responsibility thrust upon him and
more so when he defends her expressively and gets rebuke from her. All of this is not as
though irrelevant as far as the play’s main theme is concerned, as it depicts Violet as
well as Ann to be young women who in their own ways are determined to have their
way.

With the unfolding of the play we see how Shaw carries on putting dramatic irony
10 effective use. Jack Tanner and Starker’s initial conversation reveal to the viewers
that Tanner who is blissfully ignorant is the one who will become prey to Ann's prey and
not young Octaves. When Ann enters, she does not'lmo‘\\-f that the note from Rhoda
Specifying the actual reason for the younger sister’s disability to accompany Tanner on
the motor trip has been received by Jack. Hector Malone makes his entry. He is the only
one aware that Violet's husband is no other than Violet herself. The comic possibilities
that this situation possesses are not lostas Shaw uses them to his advantage to bulance
it well with the earlier situation involving Violet and Jack. Jack is profuse in defending
Hector who only becomes indignant with Jack.

In the second Act, a melodramatic story element is introduced by Shaw. While
brigands in the Spanish Sierra capture the protagonist along with his chauffeur, the
audience gets 1o know that the leader of the brigand, M‘endoza, was pushed into his
ways due to the fact that love for a young lady went umequltcd..Howeya. as ooincida':ce
would have it, the lady turns out to be Louisa Starker and she is the sister of the captive

chauffeur. ;
The Don-Juan-in-Hell interlude also holds both mistaken awareness and

inci inquiry first soul she meets turns out to be
Coincidence, The old crone who makes inquiry tothe al :
Dona Ana and learns that she is conversing with her father's ‘murderer’ and her one-

lime lover. o n——
: i ; of mistaken awareness. Malone
L Act iis chockfull of instances O R
his son t?b:i‘:::m;a married woman onlytogetto know that she is married to Hector.
i incident creates a balance with the episode in Act One. Away from the sub-plog, Ihe
™Main plot reveals that Ann finally refuses ©© Octaves and Jack becomes aware that he is
caught and stuck will prove {0 be supreme examples of mistaken awareness and

Cquent discoveries. _
Inversion is employed by Shaw extremely masterfully. %m:d ';c :\;as; an '"'El“‘“

“hen Jooked at in the light of nineteenth centuy drama, specifically Victorian drama.
Jhay has adroitly used the character of Henry St{il*cﬁ todepicta Sma}l: mgre aware
: _ . 2 ;

She Zﬁ:;(s,;ls n&mr Tmfdhzn l:st son but she cannot Jet him fall victim mm
he should ‘: m al;m lw“h Jack. The Don-Juan-in-Hell interlude too has sterling

Sy 8
Vige s el -« 2 place of enjoyment. Hell houses the
an inversions, While heaven is bonng: hellis a place Of €0
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Seven Deadly Virtues in whose names most of the world's misery has been caused. The
Devil is a would-be gentleman and democral, acclaims beauty and love and wishes
happiness for all. In the play, Don Juan cannot be held to a murderer and condemned
sensualist. In fact he is a high-thinking individual who is of pure reason and idealistic.

Man and Superman is full of farcical incidents, comic reversals and is highly
melodramatic with the use of type characters. According to Shaw, *This pleasantry 18
not the essence of the play.’ The play is a comedy as well as a philosophy. It is even
great theatre,

Deftly, Shaw brings variation in each character’s manner of speaking. Shaw i
kmown to have said, ‘My sort of play would be impossible unless 1 endowed my character
with powers of self-expression which they would not possess in real life.” If we make?
comparison of the speech delivered by Tanner and the one delivered by Ramsden We
will see how Shaw works with the voice of his characters. . Ramsden’s words mab®
him appear to be ‘a president of highly respectable men, a chairman among directors, 8
alderman among counsellors, a mayor amang alderman,' However, the brash remark PY
Tanner has scandalized him and he then appears to be like a dignified Member
Parliament who is accustomed to success through the *withdrawal of opposition and the
concession of comfort and precedence and power.” On the other hand, the style attached
to Jack much like an orator who makes his spesches at street comers and public parks-
His talk is intense and exciting apt for a person who takes pride in being an iconoch®®
and much like Shaw has understood that to attract attention one has to shock and stari®

In the play, Tanner has been made master of aphorisms, epigrams, jests and sallie®
y“”*"?m"’ hecgllsmm“a ""‘“mm'mkmdm *an old man with ﬂbﬁﬂ]w
ldl.'-B:S ,em:mdm%ng that *morality can go o its father, the Devil.' All this pll:ﬂsgs‘mﬁ

Viclet wanted a rich husband and has . , .
a manner than Ann Whitefield. Her wdeCFtDIE, and she articulates in muchdlfﬁ’fdﬂ

) 5 are always to i irect. WHE'
Jack Tanner, after being crushed, tries to defend her,!ﬁea' E;T;m:ﬁcd?hgpﬂ yo
el o
St please aboutlove, Hector; but you must no be o™
about TTHOTEY, ' who is Supernor to l‘prl\l:']:t in imelhm and i.ﬁ the Vital wo'-ﬂm [
capahleofmdaCMaﬂydu?sunersumMasmamﬁadu.ﬁl help
and weak. She finds no difficulty in fooling Grang, tnl daugheer, 757 s
think of her as the model Womanly Woman. O, ’
has mihe her guardians, Anne is overj “Then we y
father's will is to be carried out. You don't knoy whax“: il agreed; and ﬂ;nd
mather! dxn,whenstgmldla:kmm(shekm 4 Joy that is to me act
she has a new style of discourse and easily matcheg

'bll- H .
The Plﬂ.jl' is a]sq Upﬁ‘aﬁc j-n yet m wajrl s with him.

#
also some made by others, are pieces of excene; na{tﬁM1s Iung_cr specd'i;'dg
arias. Some examples are found in Tanner's lance much like gral‘fdijwp{

CHECK Youg ProGrEgg
4. What are some of the technigues used by Shawa
3. Which element is introduced by Shaw in the gm;md
a = ?
6. What kind of mistaken awareness takes place i ﬂu‘:‘:h h Act?
ourt :




6.4 PLOT OVERVIEW

Act I

Man and Superman opens in a study in Portland Place, London. Roebuck Ramsden,
elderly man who looks to be of affairs and affluence is present onstage. The maid
announces a young poet, Octaves Robinson, Octaves Robinson enters clad in an elegant
mourning suit. Through the consolation that Ramsden provides to Octaves Robinson, it
is revealed that Mr Whitefield, Octaves’ friend and bencfactor, has passed away. It is
shown that Ramsden i completely certain and confident of being guardian to Ann and
Rhoda, Whitefield's daughters. He also goes on to say he is hopeful of a marriage
between Octaves and Ann, There is, Octaves believes, nothing else that could bring him
such happiness. During the conversation, Octaves receives a warning from Ramsden
regarding Ann’s friend John Tanner who has authored the infamous volume
Revolutionist's Handbook. Tanner is looked upon by Ramsdenas being of low morals.
Ramsden himself takes pride in being both liberal and of advanced thought. In case
Ramsden will be made Ann's guardian he wants to ensure that Tanner gets nowhere

near her.

This very moment sees the entry of Jack Tanner, the very object of Ramsden's
disapproval. He is attractive as also, quite clearly, 2 mean who is superior. He appears to
be panicking. Excitedly, he tells Ramsden that Whitefield's will has made both Ramsden
and himself the guardians of Ann. The irony &5 that Rameden had provided advice o Mr
Whitefield to team him with a man who was younger and he never expected that Mr
Whitefield would choose Tanner. Tanner begs Ramsden to help him escape from this
situation with the argument that Ann might appear to be but i not a dutiful and weak
Tanner opines that she is both hypoeritical and willful and he goes on to
Id *commit every crime a respectable woman can.” On the other hand,
tal clear in no uncertain terms that he will not be co-guardian
along with Tanner. At this point, Tanner makes a prediction that they will never get away
ﬁlnoqnng the responsibility that has been thrust upon their shoulders. It s appalling for Octaves
to hear umngﬂfmmsmhMmﬂgtﬁmmﬂn?akmghermtmhaam
and an unscrupulous one at that, Octaves looks upon her as being & goddess, and Tanner's
words will not make him believe otherwise, Octaves is naive and for him, Anne is

“reality of romance.’
Ann enters at this point. She 18

young woman.
say that, she wou
Ramsden makes it crys

described by Shaw astP“:;g, *perfectly ladylike,
; . - eves and hair.” She is filled with vitality, the trait

Sracctl . cznﬂzgxggwm whoare also beautfl. She i accompanicd
by her mother, Mrs Whitefield. Sheisa Hlﬂi:_, lacks vitality and carries an EAPTESSIon
Which s of ‘muddled shrewdness.Ann is acUng ﬂthﬂlﬂlmﬂﬂd“ti“; daughter. She
Ramsden out while he informs her that he and Tanner are named a5 co-trustess
phesy made by Tanner comes true.

d co-guardi forherandh:rsistu:NDWﬂ'-'ﬂPI'ﬂ t
nn wﬂgl M-::sagmt the will of her father. S0, Jack and Ramsden (she calls him

¥) will have to serve. ) . )
Viewg . amsden had gone off stage. Now he enlers Carmying some
regarding Annc, R 1o become an unwed mother,

"Crrible peys < yiolet s Octaves’ Sister- She 1 £011E
Veryone is“sr?ulo:;;dlc:: 1:0: ot Taser. He says that Violet needs to be congratulated fiar

athi&\fing ‘the fulfillment of her highest purpose and greatest function — to increase,
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multiply, and replenish the earth.’ Everyone, especially Ramsden put forth their conventional
views: Violet has fallen victim to ‘a rascal . . . a libertine, a villain worse than a murderer’
whois in their very midst! Ramsden says he suspects Tanner, describing him as ‘a man
of notoriously loose principles.” Skillfully, Tanner makes it clear that Ramsden, too, is not
above suspicion.

Jack and Ann are shown alone on the stage for the first time and they are in
conversation. It is brought out that they have been acquainted since childhood and Ann
has had Jack express his love to her once. Ann confesses that at one time when Jack
had made a pretence of being in love with some other girl, she had violated his confidence;
Anne had informed the girl that Jack already had told her about the attachment. At this
point, Tanner declares that this caused him to belicve that the only real passion was
moral passion; he no longer wants romance. This exchange is full of Shavian ideas that
are extremely interesting. This conversation also makes it evident that in the game of
love, Ann is the active one. In Tanner’s words, ‘I never feel safe with you: there is @
devilish charm — or no: a suble interest.”

There is re-entry of Miss Ramsden, Octaves and Ramsden. M den S 8
spinster who is extremely hardheaded. She is resolute 10 mmcﬁtxﬁﬁwﬁ ;::nw
the house as she seemingly wants to again meet the person who betrayed her. Entef
Violet, an impenitent and self-possessed individual. Tanper is profusely :
and in return she tums upon him, fiercely rejecting the compliments he
process Violet ends up telling that she is already married, secretly,

ActIT

approving of Ief
has given. Inthe

This Act opens in the carriage drive of the park in the
csm sl:gc and is attired in the contemporary motorin
tarker, his chauffeur, who is busy fixing the vehi ; ;
that Enry (Henry Starker) falls in the caﬁcgme:}cﬁm"l"ﬂbﬁ exchange brings O
are fully conscious of their siupcriority' in the case of Enryit is!’ll:‘cﬂchiservan.ts. tho§e i
Tanner makes an observation that he, the master, is now aslave (onE‘- nghll)’hso. ,
;r;: &Z car. Enry is informed by Tanner that Octayes by Bk s oth the ¢! a: i
L ina ncw'Amerlcun steam car. Mr Malone is an A g driven down bY
chauffeur shows his frustration at being unable to ot merican gemlem:m_.
fact that the group will be using both cars as trans M yet finds consolation it
Rhoda, Ann, Violet and Octaves, Portation. The group comprises Ja<*

house near Richmond, Tanner i

.Oc
had proposed to Ann but his proposal was ,cj::t:? Secks sympathy from Tanner He
3 suer, he, ves, 110N 7 ; ord 1o
what Jack advocates ¢ wﬂm l_rChme.? Vietm. Octaves is Joves: o tolac_k. s ard
ates as according to him, Jack is again esick and quick to di o

cynicism." As soon as Tanner gets to knoy that Qg
ta

Wallowing in *eternal shal
because he did not seek permission before approach Ves wag reproached by Ann oql

'::‘;p imsls i do;:-: add that Ann ang Octaveg 8 ';,e" Jack blesses the two V!
argument ensues between Octaves and Tap equally free to choost:
NeT repards !
love. With the re-¢ntry o Starker, there is  shi in‘:m ing the views they hold 4"
v

is about the preoccupation that Enry's hag With mogor ETsation and the discussion '
Tacing,



Juck has Rhoda Whiteficld’s note handed over to him by Octaves. The note says
that Rhonda has been forbidden by Ann, her elder sister, from taking the motor trip
where Tanner will be there. She has even forbidden Rhoda from ever being with Tanner,
since Tanner is “not a fit person for a young girl.’ Octaves’ views match those of Ann, in
that the views that Jack holds are not right for the growth of character and mind of a
young girl,

Ann enters at this point. She gives the information that Rhoda is having a headache
and is unable to join them. This hugely amuses Jack: Ann has been trapped by himina
lic from which she, according to him, cannot get out. But she does. She send off Octaves
for taking care of Mr Malone and then informs Jack that she only did her mother’s
bidding as the dutiful daughter. This, of course, is just another one of her lies. Here Jack
£ets an opportunity to burst out against the tyranny of mothers and to throw a challenge
to Ann for making her independence evident by accompanying on a continental motor
trip. He is mortified when she does ot hesitate to agree. Her explanation is that since
Jack is her guardian and stands in her father's place, there will not be any impropricty.

Enters Hector Malone in the company of Mrs Whitefield. They are followed by
Octaves and Ramsden. Jack is hopeful that Ann will be forbidden by Mrs Whitefield to
undertake the trip with him. He learmns that she has no — what reason could there be for
her to object? She goes on to say that she wanted to speak with Jack and ask him to
occasionally take Rhoda riding. Jack again gets 1o know that Ann lo!d alie. Jacl'c exclaims,
‘Abyss beneath abyss of perfidy!” To avert further outburst, hurriedly, Ann introduces
Jack and Hector. In the conversation between Hector, Octaves and Tanner, Hector's
devoutness (o Violet becomes evident. He is warned of her being married though who
her husband is still remains a mystery. Chivalrous Hector declares that he intends to
respect her wishes but wonders why a husband would not want his wife to reveal his
identity. The conversation trails to the subject of mm:riagc and womanhood. with orthodox
views being aired by Tanner. Hector expresses his wish to bold a short private conversation

with Violet.
lone on stage and exchange kisses. This reveals the fact

Hector and Violet are & ) . &
that he is Violet's husband. The reason due to which they kept their marriage 8 secret
was that Hector's father, @ millionaire, wished Hector to marry Into an aristocratic

: ; ve “a handle toher name.” Violet is pushed by Hector to
:‘L‘::Yh?:“‘:‘::‘:u‘:‘l‘;’:n‘;mmu: mariage cvenifthis disclosure gets him disinherited
from his father’s fortune. Violet is against all such “nonsense. dbe tells. Eector that
St a0t romantic when it con}cs to money and does not wish to battle
With poverty and a life of struggles. On hi.s saying that he o bf)lnwmmama'\:sey a:(:’go <
Work, Violet displays shock e g m?rme Jack 'l"zmg'g

ector continues to worry the lie they h.ave 1o, 400 mn(;.l':le;‘::lmarﬁaoe As far az
irgument that the unknown husband of Violet was not °“T Hoctoyl‘ the lolir;xnl n
lolcl is concemcd. Jack is no more than & hamfl“ beast. 10 . young

Amer; s is a good woman's Ve
rican, all that Jack needs 15 et and Hector head offfor a steam car

ile V
. Starker and Tanner retum while : & regarding the continental
g i e 1ween Enry and Jack regarding .
':P'Temn. A discussion 'mlcii Elacerl:vcay. the insightful Enr)’ tells Tanner that Ann will
heye e the conversation s she is after Jack. This appall_s Tanner for it makes
him u':; abr;y Octayes a"d,:‘:zg:ed.down victim’ that Ann is going all out to capture.
nting ‘02 “c':pzp';’::k: b aeeches Eary to creale 8 new record in motoring and go
7085 the Continent far away from ¢ reach of AR

Man and Superman by
GB. Shaw

NOTES

Selj-Instrwectional
Material m




Man and Superman by
GE. Shaw

NOTES

Self-tnztrwe tional
202 Mawrial

Act 11

The third Act is set in the evening time in the Spanish Sierras and the stage is a natural
amphitheatre. Around a campfire which is nearly out, about a dozen men reciine. One
man is seen at the adjacent rise of ground playing the role of a lookout. The men are an
international band of brigands who rob the occupants of motor cars ‘1o secure @ more
equitable distribution of the wealth.' Mendoza is their leader. He is a man of ready wit
and fine voice. His group has a drink ruined bullfighter, some Americans, cockney
Englishmen and at least one Frenchman. They appear to be on the right side of their 305
while one of them is 10-20 years older than them and is attired like a broken-down
English gentleman; his description is that of the group’s respectable member.

As they sit in wait of victims, they continue with their evening debates, subjects
being Social-Democrats and Anarchists. In the group there are three Social-Democrals
and one Anarchist which makes the discussion lively, Others say they are Christians and
gentlemen. The discussions are presided over by Mendoza with his characteristic skill
and wit, smoothly controlling the excited and intense speakers. There is the sound of @
motor car approaching and the debate halts. The brigand is ready: road is strewn With
nails to cause punctures while a rifled brigand is standing in wait in case the nails do "
wgrk Nails prove useless. Forcefully, the car is stopped and Jack and Enry are taken 8
prisoners.

With good humour, Tanner gives in to his cap
makes his introduction as the President of the Leag
by robbing the rich, on the other Jack says he is a
poor. Hence, the two of them have a common
between the brigands and Enry Starker make E; idad .
he are in a Socialist meeting o taking a joyous ;g:m::d R et ey

Mendoza the courteous and dignified " p
puts off business until the next day anfi also é:snn:ks::z:nu:n mme"?em that sz.“n o
everyone to relax; ransom will ot be mentioned. Res ndgmup. Itis now possible by
Tanner and the occasional remarks made by Enry, M?:d ngto lhe queSUO“_Posed
Socialism and moves on 1o narrate the story of hi; life Hoza begins by speaking abot
very successful, failure in love made hi rig - € Was once a waiter who

ture. On the one hand, Mendoz*
ue of the Sierra who makes a livin®
gentleman who lives by robbing $°
bond. The exchanges that take pla®®

¥ 10 paraphrasing s
il I sl o, i s g oy
s :::c saying that all that this js, js “Sacrificin h§ of Louisa and let g0 '+
‘ RWIIlemnbyMcndmm & his career 10 a monom@™” ¢
beautiful women; certainly “this is » Strange counlr;’;'e l:c Moging create drea™
. or '
1ddrcsAsesd1(‘2"l:,i:rb]:s Cnies e brigand Narrates ma“}& 0¢
: oved, and before j; finished, Jack b :':l him an original love P
len asleep.

m




There is a further deepening of the darkness. At a place these is visible the start
of a pallor. A man, accompanied by music which is eeric, is identified. He is visible but
ghostly. The man lifts his head to the Mozartian strains of the music. However, the
strains die out, killed by wind instruments uncannily wailing and, the man is seen to slump
dejectedly. The man is a fifteenth-sixteenth century Spanish nobleman — Don Juan. Tt
might appear odd but he looks a lot like Tanner. They also have similar names - Jack
Tanner - Juan Tenorio. A lost looking old crone strays into the void. Their conversation
reveals her to be a newcomer, a person who passed away that very moming. She is both
shocked and disbelieving, when she is informed by Don Juan that it is Hell that she has
entercd. She was confident to get Heaven or at least to be sent to Purgatory. She lives
neither as a lady nor as a faithful daughter of the Church, attending confession regularly.
She is assured by Don Juan that Hell has many good people, too. When she asks about
him, she gets to know, to her dismay, that he was a murderer. He docs later say it was
self-indictment, as the man died ducling with him. Again when she is told by Don Juan
that she is actually in Hell, she is lamenting for having let slip many opportunitics for
doing wicked. She is still not ready to believe. ‘There is no pain that she fecls, why? She
is told by the Spaniard that in Hell there is_comfon f(x' the w-ckgd and ﬂu_u she is here is
no mistake. The Spaniard confesses of his discomfort in Hell as it bores him oomplelely.
He does go on to imply that he was never really wicked and reveals the duel’s
circumstances. The dueling partner he had was an enraged father out lo_ defepd the
honour of his daughter and attempted tokill Don Juan. Actually he fell foolishly in love
with the girl who screamed when he proclaimed his love.

The new soul in Hell is insistent that Don Juan, same as all other men, was but a
murderer and libertine. She confesses that it was the same scenario that took her father's
life. It was her duty to scream while the honour of her falh_er l'eq_uired that he attack the
prospective lover. It is explained by Don Juan that Hell is attained as dufy's reward,
Here lies the home of justice, duty, honour and all seven of the deadly virtues, since
wickedness on earth is performed in the name of all these virtues,

Past discussion about her being the Devil's subject, she is informed by Don Juan
that she can choose to be as old as she desires. Her age of choice is twenty-seven and
it makes her-a radiant beauty so attractive that she could have beet en o be Ann
Whitefield. Don Juan is amazed and addresses her as DOl;ﬁm : e " , the cause of
i), A thip poiat; Aua exciaims, “You who IR T S 2 ER I e
me,* th- Don Juan is insistent that he did not skew h_er father. It makes her delighted to
know that there is a possibility of het paying a visit to ber father. ?i:nb:“;idasl:l?dhty
Wheita ot s el lioco I love with e, Don Jumw becomies S oR. FE8
(Orefimis froen mentiouing Jove. Those in Hell keep spelding of (o SPREUAERTOTICES

Jove actually is.

and be, but have no clue what : o5

:::xys;fi:ol:,:md playing nthe background. IS ewdrm(;;o D?llnju::arm:\ttm: e

: ; na that soon her father willappear. a form

:‘i‘t:zlf:flhc'sm(ue of rnmli;;t:‘l’lso?mww her father often visited Hell. Enter the
bk had mfonnled o lving SALUE. He chose to remain in the fom of.a :eta.tue t'he
e ande'r of Calawrava more admiration. A he cannot recognize; he is even
"0 in which he had gained Jook upon him as her father but

u X ' nd tells not 1© , :
.:;ﬁ'fa‘? ;IW“ his d""%‘:’ f;'f,"o';:md hat while she died at eighty he had died at
' ¢llow creaturc. A

i ises for life in Hell: his conclusion
Just g s ( her father 1S all praises ’
is ¢ sixty-four,Ithorrifies An4 thz|11 ve nothing to do butamuse yourself." These words

ell.... is a place where you i@ -+« mind to reside in Hell, giving up

ra ; muemakesup!lsn \ ‘ : 202

c"l“\l';lns('lgh m;:x!D:nndJ::ll;ms I*sle waves a hand and music begins 10 play -Mozartian
iscom 8.
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chords mingle grotesquely with strains from Gounod's Faust. A dramatic appearance is
made by the Devil. His appearance resembles Mendoza, the brigand leader. The Stawe
is welcomed by him as he enthusiastically talks of the infernal preoccupation with beauty:
happiness, love and joy. While the statue is awed by it all, Don Juan feels sickened. It
elates the Devil that the statue has permanently left Heaven. As the Devil and Don Juan
cannot stand each other, the Devil first tells Ana and then the statue to make Don Juan
moves to Heaven. He gives a long explanation of the gap between Hell and Heaven and
he talks from firsthand experience as he has lived in both. While in Hell happiness is
pursued and tender emotion cultivated, in Heaven remains intellectual and therefore
cold. To Don Juan, those residing in Hell are just full of romantic illusions. Don Juad
desires 1o give himself up to contemplation, more specifically 1o help life struggle upward
as he holds enduring faith in the potential of humanity. He praises humanity, calling it the
ercatest mirucle of organization reached by life with only a it bit still 10 develop. The
Devil looks upon humans to be creatures that cause destruction and bungle with peace-
This does not trouble Don Juan. His argument is that the Devil makes the mistake of
considering us at our own evaluation of ourselves. Don Juan gives a long speech regarding
the destiny of humanity, and says that Life Force’s greatest object is intellect —the
philosophic man’s progression. It has been seen that great ideas have moved man—#
seen in the force of Christianity, We must be moved by the Life Force to reach the ided
of the philosophic.

Don Juan is just as empathic on Ana's bringing up the topic ative 10
men. Don Juan provides an explanation that in tlni efmpof w:::z:no(;: ::nken;c "I‘:t:.vi: 10
ensure the children are provided for. By instinct, a woman is aware of her ol e
which is bearing children: *Sexually, Woman is Nature’s contrivance for great n;ﬁng .
highest achievement. Sexually, Man is Woman's contrivance for fulfil; . I:I’Pem be
in the most economical way.” Don Juan concludes by saying that the "8 at'unl: sm
of man and his excess energy makes him dissatisfied with self-re n;‘:mt‘:flcaals o
civilization is created by him, but not in consultation with WomanpA e view
of the cnyi!i?zn’on created by manis put forth by the Deyil i -An Pnﬂanenng (b
m‘an’s civilization is in no waty a success, yet the point he p e f;ﬂa‘!\_ 1sin ammnmkes
a ‘continual effort not only 1o maintain itself but to achicve higher 15 t'hat as Life 11 g
and complete self-consciousness," battles are all that ha""f)ee and higher orgamt::ﬂ ;
still remains. The force called Life always attempted ang js 11;‘ lost.' the larger co!
higher individuals on its attempt toward godhead. It is | st m:.dung efforts to M,
which man uses for obtaining sclf-understanding a;zd self. . ‘h?‘ N v s

~ Brains are not respected by the Statue as f 7 omonsnt

majority of his pleasures. Don Juan gives thi as th
and adds that it is essential for Life Force’s suryj
philosophic man is happy as well as respected universa
using examples of the Artist who gives us emhaming‘:

of divinity and doctors of medicine. Don Juan confes

Don Juan backs upmears;"““",l
‘ aintings and loves lyrics. 40! )
is the reason he worships Woman though b Ses that the Artist (romantic ™
ﬁ‘o ra" S va i ? ugh hlS weahh and 58001

m falling victim to romantic illusions, He diq |, social rank have saved C;
men whon motivated by instinet, “arn that women relentlessly PY

Don Juan's personal experiences hy him
. 3 : d i ill I l i
by the Life Force just for the purpose of ens m.adc fecl that m lage is rccognﬂ'd:
care for *honor, chastity, and all the regy o :

figments.” He pmposcs (




the world. Don Juan says that the day is not far when those who are prudent will seek
sterility and prior to this there will be reaction. The key reason for breeding human kind
to ‘heights now deemed superhuman: that purpose now hidden in a mephitic cloud of
love and romance and prudery and fastidiousness, will break through into clear sunlight
as a purpose no longer to be confused with the gratification of personal fancies, the
impossible realization of boys and girls® dreams of bliss, or the need of older people for
companionship or money.” In the following discussion between the Statue and Don Juan
there is amusing illustration of the dreams and fancies referred to previously.

Don Juan and then informed by the Devil that in Hell he has got none of what he
was repelled by but all of that which he sought. Don Juan says it has given him just
disappointment: ‘1 tell you that s long as | can conceive something better than myself 1
cannot be easy unless Iam striving to bring it into existence or clearing the way for it.
That is the law of my life.’ To put it another way, within him works the Life Force
providing ‘incessant aspiration (0 higher organization, wider, deeper, more intense self-
consciousness, and clearer self-understanding,” which clearly point towards Superman’s
ultimate emergence.

Don Juan, already disgusted
love, gets to know of the fact that
When he asks directions for reaching

by the Devil's repetitive talk of religion of beauty and

Heaven has no artistic beings, he wishes to leave.
there, he is told by the Statue: “The frontier between
Heaven and Hell is only the difference between two ways of looking at things; any road
will take you across.” A this point, Don Juan makes his way oul.

A warning is given to the Statue by the Devil to not start pursuing Superman as it
is a dangerous thing todo and will cause “an imiiscrimimftc contempt for the human.” On
being asked by Ana where Superman can be found, she is told he does not exist yet. She
replies, “Then my work is not yet done. I believe in the Lifg to come.’ Talking to the
universe, she says: ‘A father, a father for superman.’ With this Ana is gone. The scene

moves back to the Sierra.

The setting is the moming after. The sanctuary wzgkcs up the brigands telling
them that an automobile is coming towards them along with a couple of armored cars
carrying soldiers. Enter Ann, Violet, Hector Malone, Ramsden and after a pause Octaves.
On cntering Ann directly goes 10 Jack Tanner. Jack is informed by Hector that Ann
tracked him at every stopping place — ‘Sheis a fegulﬂf Sherlock Holmes. The Life
Force! I am lost,’ Tanner exclaims. The Brigand is not mh:f:h all thanks to Tanner
who says they are not his captors but escorts. The brigands show him gratitude, except
the Anarchist. He folds his arms in defiance to the State.

Act IV

The scene is set in Granada, 1"
Enry Starker and an elderly Iris

a pretentious and expensive villa. Enter
< wiven the task of delivering a note to

pman. Enry was given Fi€ AT

Hegy '« hotel. Enry remains confused as this lns_hmfm is being sa.g to be

or at the latter's hote. * 1la on being informed that ‘it’s all

Hector Malone but had givenint© bring bim 0 0 { the name of Violet Robinson
Tight.' 4 hat stranger is poteven aware of the 800,
e now learns that STER jyman says he is Hector Malone, St. (now on he will be

Vi i 3 \
“;?'L: il“:lr:xz ﬂlﬁ?ﬂﬁ‘fﬁa Jr.). Enry m'da:c';lozs l:ve m:;i ?x;h:e?ics:
"egardj ; ST apology ism. y Vioket regardi .
g;l?tl\?j::l : a rcs;c:t n:;i;a];‘i,c;l canwe do? Heis our chauffeur.” The mechanical
hthavec :

Skills indispensible. _
» SEmyRIEEY \is SON WiLs deeply interested in a woman he did not

p . qand that ! ¢ arry
Koy, m:lonf did un(.l:r:lmﬂ?‘: that Vialet is whom Hector wishes to marry. Malone

in the gardcn of
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informs Violet that from Hector *will not have a rap” if they marry as he has other plans.
It is granted by Malone that though Violet is an excellent and amiable young lady. both
she and his son are romantics unconcemed with money. He is surprised to hear Violet
say she is not as foolish and money must be given to Hector. Malone says Hector will
need to work for it and Violet says calmly if one has to work then it is useless to have
money. Violet nearly goes out of control on hearing Malone say she should not wed on
this belief. Her question is if her position is not as good as his sons. Malone says the
Hector's social position will remain just what he wishes to purchase. The father amply
clarifies that he will wed Hector o an aristocrat’s daughter. Malone confesses that
there would have been no objection from his side if Hector had decided to wed barefooted
Irish girl since his grandmother was one t00. Then Hector would have received financial
help from Malone as this spending would have been concemed with *social profit.” Now:
his wedding with Violet would leave things ‘just like they are’ keeping Hector remain
middle class.

Malone begins to respect Violet and considers her ‘a pretty straightfolwafd
downright sort of young woman.” Butstays firm: ‘I want no middle class propertics and
no middle class woman for Hector.” Hector's entry interrupts the discussion between
Malone and Violet regarding what the father should and Violet could do for him. ThS
annoys Violet as she wanted to turn Malone to her side and it needed some time. Behavitg
like a man of honour, Hector appears indignant at his father for opening a lem:r'zmddr?:»'!ic‘i
0 him: “That's disawnerable.” Fearful of a scene, Violet tells him not to be unreasonablé:
the letter was opened as the envelope carried Malone's name,

Muted glares are exchanged between father and son En X
2 g 11 " \vcb‘
Ramsden and Tanner. When asked by Violet to introduce his falhe':rr a"n. 0::1’:1565
bluntly: *He is no father of mine. Astonished, Octaves an pEnCHn
implores father and son not to create i scene. There is nothi X e
L ng Vi i
helpless annoyance as her htmbxtnd soars to higher and higher lior';::l:l can do w\::;al
the least regard to the old man’s millions." Complication is g, dod R by
Tanner when he reveals the fact that Violet is marrieq. This make Ml°|lhe snu.at\lz“um
Hq:tor has pursued a woman wha is married. *You'ye picked up the ;1 one bethri(ﬁ
aristocracy, have you? he nearly screams into Hector's car NP abit of the
truth and Malone is crushed. He says, *She’s married abegg;zr OI-Y Hector revet’
that as of that afu:moon he has become a working man. 1 - Hector reveals 'thc
from one who is insulting his wife. This declaration ofin(.j e::;“ accept no remitlar="
Octaves (ear.ful. He bt‘:gs 10 sl}a!cc Hector's hand, Tegrs ::e e make.s s pu
due to rage. “Oh, don’t be an idiot, Tavey, says ¢ Ve welled in Violet eyes:

he vexed Viole
o . ; olet.
Malone t?e‘:l:e:: al‘:; Tm rgenerously offer Heetor Support to make inning:
Jealous that others should not help Hector Maloncma ; agood b\«;gllml : o
2308 apologizes to Viole

seems (0 have gone fine for Hector andc\sr?:'selvglgl 15 the right wife for Hecto" I
|{;i§epcndcm. Malone tells Vi(?lex to make him Sce-sem\:cger. Hector wants 1o rcmm?
till he consults her and hands him a bil] of thousang. dOllar € even agrees to take 105
Tanner who has observed the change in behavi ] H'fc‘or‘s ‘bachelor allo“"’noi; i

¢ Irish multimillionaire, ‘0™

d Ann withdraw and Vi"""

, : Y happy. “Thare
wouldn l-cxchzmge'hcr for 1én ducIlf:-‘iit:l:z.’”'ll‘.'l:aet gbcn

one i in Granadg
hat Mendoza is cor

grand woman for el
amsden, Tanner and M@ oin
ON account of his jnvestme”

Mendoza. Malone is told by Jack { k
mpletely a commercial man- %




promises Malone to take him to Mendoza. Exit Malone and Ramsden. Octaves and Ann
are walking in the garden. Jack calls to Octaves, and says that the father-in-law of his
sister is *a financier of brigands.” Then, he rushes after the two men who had just exit
the scene.

Octaves again makes an attempt to win the hand of the one he worships. She
informs him that her mother wishes her to wed Jack. Tavy for an instance is of the belief
that his friend has been false while pushing him not to wed Ann, Ann is insistent that this
is not true, and goes on to say that Jack is unsure of what he wants. Ann informs Tavy
of the fact that while her mother is insistent that she wed Jack and this was also her
father's wish. This makes Ann out to be a dutiful daughter in the eyes of Octaves. A
little pity is felt by Ann for the romantic Octaves which makes her gemlc towards him.
Ann reminds him that she can never attain the idea he had of divinity and he would
forever worship the ground she walked. He needs tostay a sentimental bachelor. Qcmves
vows suicide but Ann says that it would be an unkind act. She tells Tavy not to inform
Jack of the marriage or he will again run away. This shocks Tavy. Will she wed a man
who is unwilling? Ann tells him that the man is no more unwilling when a woman is really
after him: “The only really simple thing is to go su‘aig.h( for wl}al you want and grab ir.”
She tells Tavy it is best to just dream of women and in actuality stay away from them.
She tells Tavy that Violet is “hard as nails.
Tavy and patting his cheek. -

Enter Mrs Whitefield. She runs to Tavy who is crying. e is told that Ann will
wed Jackis per the wishes of her mother. Though Mrs. Whitefield tells him the truth,
he is sure Ann will not lie to him. Enter Tanner. He informs t!lal he has left Malone and
Mendoza in each other's company. Seeing the state Tavy is in he asks what the matter
is. In a sad tone, Tavy requests Mrs. Whitefield to inform Jagk of her wishes. Then he
Jeaves. This puzzles Jack. Mrs Whiteficld talks of the complications like now-a-days:
“Nothing has been right since that speech Professor 'I}'ndalc made at B?|fasy Jackisin
agreement and wishes to know what it is she wants him to do. Mrs‘Whncﬁcld says that
he will wed Ann but must not put the mother at faull for it. Emphatically Tanncr.says he
does not intend to wed Ann. Mrs Whitefield gvlshes lllf:y marry as then Ann will meet
her match. Jack calls Ann a liar with a hypocrite. & bullier of women, a croquette, a liar
with no seruples. Mrs Whitefield is in agreement and goes 010 SH{ she s fond of Tavy
and would not want him to suffer at the hands of Ann while Jat:: hIS.WC“ capable of
|°0king after himself. She goes on 1o say that itis not as though she has no love for Ann
just because she does know what faults her daughter has.

:olet and Ann. Ann Says that she has heard what has happened between

1 Egres Vot A is there to bid goodbye. Violet tells Jack he should get
ack and her mother. Violet B {00 ning out and says probably by day closc he
Married quickly. He knows that time is runn gV’olcl ;
will be wed, Mrs Whitcficldis earful at secing YIOIEtE0- _
moans that he is treated by all as though his

13
Tanner and Ann a0 4952 Jaccomp i fies gently that she did
AITyin iss letely. To this Ann rephies gentiy
m pmfc: o= isiai;‘;:l:; t:z,:sc:d‘::ied not marry. A sparring match ensues between
¢ ane

inhi ine his love for her and that
2 < Ann in his arms declaring
:hznﬂ'f:'g:f g '-I::;:z ;i:\k::: ‘l:u: makes a final attempt to be free of her embrace,
ce enc :

i swaons
: i falone, Ramsden, Mendoza and Starker.
“nter Vi  Mrs Whitefield. M : s
Ever)“h;l_"r VlOlFi« Ocl:";s.s wellbeing, Whois enough m\_m:d to 'de‘clanz Jacl: :RT:;
" Marry hl:r‘ ?m“:,::rww congratulates Jack Jack tells him be was trapped
- lavy )

* Ann enters the villa after saying goodbye to
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Cald i erwves ticnanl

he did not propose. It is a relief to Ann to hear from Violet that nothing had been said by
Jack. Ann seems to swoon again but bounces back to announce her happiness. Malone
finds Jack *a rough wooer,’ and is impressed by him. Jack is congratulated by all. In his
last speech of length, Jack describes his status as not being a happy man. Ann and Jack
have both knowingly given up tranquility, freedom, happiness and above all ‘the romantic
possibilities of an unknown future.” Violet says that Jack is a brute, yet Ann’s eyes have
fond pride for him. Ann caresses Jack’s arm. ‘Go on talking,"'she says. “Talking!" exclaim$
Jack. and there is universal laughter as the play folds.

I

CuECK YOUR PROGRESS

7. Where does the play Man and Superman open?
8. Whois Octaves Robinson?

9. The third Act is setin the evening time in the Spanish Sierras and the stage is
a natural amphitheatre. (True/False)

—————

ACTIVITY 41

Read the play Candida by GB Shaw and draw a character sketch of the
protagonist. Contrast it with the character of the protagonist of Man and

Superman.
=
D You Know
g;;?g’c Sm::v was an Irish playwright and co-founder of the London
PRy
6.5 SUMMARY —3
In this unit, you have learnt that: 7

® George Bernard Shaw was born on 26

playwright. Shaw is known to be a writer of short stories ssay
* Shaw was a passionate socialist, and he i even —

r
of speeches and brochures for the Fabian § mk‘t“y“’wﬂ tohave written a numb®

uly 1856 in Dublin, He was an 15"

. s ynge v *
Lucinda Elizabeth Shaw a singer by ge Street, Dublin, His mother *
: Y profe : ;
ssion z'tnd his father was George Cai;

v publicati .
carnings till the year 1885, and then he bcca:::n aﬂ'd_hg: had negligible l‘l:nrﬁ(
him enough money to support himself. acritic of drama which
* ltwas in the 19805, that Shaw's pl:
» plays beg; de
came toa close, he was an established ang ::l‘;be staged and before that 46 4
63 plays. rated playwright. Shaw aut




e Shaw is, t i i ; 5
= c;:d he‘zt;;re&eq:lc(‘i “;l;h the cause for this 200 year old editing practice
reating g versions’ of Shakespearean plays. This accolade was showered

on him by John F. Matthews, a Shavian scholar.

. Slfa'w.'s Music contains all the critical analysis that he did. In his role as a drama
critic in Saturday R‘cries_v. Shuw‘gre?tly §upponed the playwright Henrik Ibsen
who appalled the Victorian public with his realistic plays. Shaw passed away in
1950 at the age of 94.

o About Marn and Superman, Shaw is known to say that he had written “a trumpery
§loryof modern London life, a life in which ... . the ordinary man’s main business
is 10 get means to keep up the position and habit of a gentleman and the ordinary
woman's business is to get married.”

o Like various other writers, in Man and Superman, the situations that Shaw
develops are with the help of a trail of misunderstandings that we can refer to as
being ‘mistaken awarenesses.'

® With the unfolding of the play we see how Shaw carries on putting dramatic irony
1o effective use.

o Man and Superman is full of farcical incidents, comic reversals and is highly
melodramatic with the use of type characters. According to Shaw, “This pleasantry
is not the essence of the play.”

o The play is also operatic in yet another way. Jack Tanner's longer speeches, as
also some made by others, are pieces of exceptional brilliance much like grand
opera arias.

o Man and Superman opens ina studyin Portland Place, London. Roebuck Ramsden,
elderly man who looks to be of affairs and affluence is present onstage.

carriage drive of the park in the house near Richmond.
Tanner is on stage and is attired in the contemporary motoring costume,

o The third Act is set in the evening time in the Spanish Sierras and the stage is a
patural amphitheatre. Around & campfire which is nearly out, about a dozen men

recline.

o TnAct four the scene is se
villa. Enter Enry Starker

o The second Act opens inthe

tin Granada, in the garden of a pretentious and expensive
and an elderly Irishman.

6.6 KEY TERMS
haracter in a drama of other literary work

* Protagonist: The main ¢
medy that satirically portrays the manners and

* Comedy of Manners: Is 8 €
fashions of a panicular class or set
* Brigand: A robber or bandit

* Orator: Aneloguent and skilled public speaker

6.7 ANSWER TO * CHECK YOUR PROGRESS’
1. He agreed to accept the Nobel Prize when his wife :::i[)ublin.

2 The birth place of George chﬂl’d Shaw is Synge S

it a tribute to Ireland.
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‘Z‘: and Superman by 3. When Shaw was nearly sixteen years of age, his mother, with both her daughters.
el left and went to London, following George Vandeleur Lee, her voice teacher.

4. Shaw makes use of dramatic irony, comedy of manners and other farcical clements.
NOTES 5. In the second Act, a melodramatic story element is introduced by Shaw. While
brigands in the Spanish Sierra capture the protagonist along with his chauffeur,

the audience gets to know that the leader of the brigand, Mendoza, was pushed
into his ways due to the fact that love for a young lady went unrequited.

6. The fourth Act is chockfull of instances of mistaken awareness. Malone thinks
his son to be chasing a married woman only to get to know that she is married 10
Hector. This incident creates a balance with the episode in Act One.

7. Man and Superman opens in a study in Portland Place, London.
8. Octaves Robinson is a young poet
9. True

6.8 QUESTIONS AND EXERCISES

Short-Answer Questions

1. Write a short note on what Shaw thought of his schools and teachers
2. What are the main techniques that Shaw uses in his writings? .
3. List the names of some of Shaw’s novels, 2
4. What is the ploy employed by Ann to trap Jack into marriage?
5 What doe§ the concept ‘mistaken awareness® suggest? Gi i W
itis used in the play. ? Give an example of P
Long-Answer Questions

1. Write a detailed note on the lfe and background of G
2. Summarize the first Act of the play Man S Shaw.
3. What are the thoughts of the Devil aboyt heavcnl;:;’"an.
4. What are the thoughts of the Spaniard aboy e hell?
5. Why do you think Shaw introduced the Doy Jua:: :nd-hell?
e into the play?

6.9 FURTHER READING

Shaw, G.B.: (1903). Man and Superman, The University p
¥ Press, Cambridge.
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UNIT llIl Waiting For Godot by Samuel Beckertt

NOTES
Structure

7.0 Introduction
7.1 Unit Objectives
7.2 Background of the Play
7.3 Beckell’s Intuition: Nothing Really Ever Happens in Man’s Existence
7.4 Beckett's Use of Language
7.5 Beckett's Dramatic Technique
7.6 Summary
7.7 Key Terms
7.8 Answers to ‘Check Your Progress’
7.9 Questions and Exercises
7.10 Further Reading

7.0 INTRODUCTION

deservedly be called the father of the Absurd as his play Wairing
for Godot was to become the defining text of the theatre of the Absurd. He has inspired

well-known Absurdist playwrights like Tom Stoppard and Harold Pinter who have created
powerful texts of the form of the Absurd. Waiting for Godot changed the vocabulary
of drama when it first appeared in the 1950s and since then continues to be read as a

defining landmark in modern theatre.

The most interesting aspect of Waiting for Godot is its plot. There is no story,
unlike other plays, and there is no development or denoucment wtmeb.y one can identify
aplot. The plot has no single story, no tension and lhc_mfm no rcso]u(.;o:} The essential
situation remains the same: thatona given day, ata given place, Vlafimur and fistmgon
are waiting for someone named Godot. The absence of a plot is symbolic of the

meaninglessness of life itself. Because itis impossible to view and explain life in a linear
manner, the plot is non-lincar and random, The entry of characters on stage is abrupt

and so is their exit. This is a reflection of modern life, one without a centre.
This unit discusses the play Waiting for Godot from a critical perspective,

7.1 UNIT OBJECTIVES
\_—-—"“_——

you will be able to:

urd in Waiting for Godot
hnique of Waiting for Godot

g for Godot
o in Waiting for Godot

Samuel Beckett can

After going through this unt.
* Discuss the genre of Abs
® Describe the plot and dramatic tec
* Analyze central characters in Wit
* Appreciate Beckett's use of langu4g
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7.2 BACKGROUND OF THE PLAY

I

In the early 1950s, a number of dramatisis came forward — Ionesco, Adamov and Genel
among them — whose works can be put within the theoretical structure of what has been
termed as the “Theatre of the Absurd’. These dramatists did not regard themselves as
coherent group or school but all seemed to share certain attitudes towards the predicament
of man in the universe, a stranger in an inhuman universe. Essentially they were those
summarized by Camus in his essay The Myth of Sisyphus (1942), which diagnoses
humanity’s plight as purposelessness in an existence out of harmony with its surroundings.
Awareness of this lack of purpose in all we do~ the situation of Sisyphus, forever rolling
a stone up a hill, forever aware that it will never reach the top, is a perfect metaphof
here — produces a state of metaphysical anguish whichis the central theme of writers in
the ‘Theatre of the Absurd”. In their work, as distinct from the plays of Camus hi mself.
for instance, the idea is allowed to shape the form as well as the content: all semblance
of logical construction, of the rational linking of idea with idea in an intellectually viable
argument is abandoned, and instead the irrationality of experience is transferred 10
stage.
Recognizing such ‘strangers’ in stage characters in the 1950s, Martin Essli ;
his influential work, Theatre of the Absurd in 1961, He defined met;;f:y:::hp:;::ﬁ
this genre as presenting man’s metaphysical absurdity in aberrant dramatic style thet
mirrored the situation. The Theatre of the Absurd was never a formal 6 )fm
remained confined to post-war France mainly but with the arrival of B che.m;* ot
for Godor, it soared to international acclaim. Esslin's main ‘absurditicefs’ at:csBcé !
:t:iscm::tslincsco and Genet with less attention to Albee and Pinter. As the Cambridg®
The techniques are of the disruptive kind associated wig)
Jfarce but there is no presiding context of harmony 1o give
reassurance ta an audience. nstead there are stage images
of extraerdinary concreteness dissociated from phe mili :‘ :
that normally defines them.

Historically speaking, Wairing for Gador accompl;
plished what hed
for many decades, what even T. S. Eliot’s impassi Athad not been accomplis™.
3 st Passioned dedicar; A P
}:ﬁi‘zou:‘clfc . wa point of beginning. When Samye} B;?l::td % aco?mp:;:;xs
e Th’c ; ;oz no:’ [:'eedicl that he Was sounding the clarign cﬁﬁn doerieil o
performed i Paris in 1953 and inspired s . 003 Of twenti g
5 S inspired a great variety of ing century drama. el
0 u‘ centefed on !hc character of the eryptic Godot The °meach criticism, M
x::!;rmsy of mtctpmatigns and speculations, B.ut .nh:;a)' s allusiveness has druw(
e sm; ject .of the play is not God but the acy of it n commonly agreed e
passage of time and the wretchedness of man's iy 1ng. A curious sense 0:;06“
communicated by Beckett out of the very unpromising Nty about his destiny has
33,2 ; Material,
who are‘lw]:lt":o P:dnlﬂpal characters inthe Play are Viagim P
4 iting endlessly for a Mr. Godot, though the Mirand Estragon, two trd
e e o L
next day, Viadinnir and . from Godot, ot he has pospoe o v st
ot Y. stragon consider hanging the his visit and will co™ ol
involves the character of Pozzo, a sadistic masger and l"“usclves but donot. The subP
s cky, . L

+his mercilessly lyﬁl’“‘”




servant. These two characters epitomize the master-servant relationship. Everything Waiting for Godot by
can be understood as a metaphor for the human situation: Godot could be anything or Samuel Beckets
nothing, and in Vladimir's and Estragon’s journey through time it is pointless to consider

whether it is better to travel hopefully than to arrive, because arrival is never seriously in

question and even hope is scarcely possible. May be it is marginally better to travel than NOTES

not to travel, to keep on keeping on because there is nothing better to do but even that is
arguable. On the other hand, while these are associations the action of the play undoubtedly
C'ﬂrries for most spectators, and it is not illegitimate to read it in this way, the play is not
limited by such interpretations, it cannot be confined neatly and completely to them,

Indecd, Beckett himself has made gentle fun of spectators eager to know what his plays
mean: in his third full-length play, Happy Days, written in English and first produced in
New York in 1961, he has his heroine, Winnie, who is throughout the play largely buried
in & mound of earth, first up to her waist, then up to her neck, take exception to the
comments of a couple of passers-by who want 1o know:

What's the idea?....stuck up to her diddies in the bleeding ground?

What does it mean? What's it meant Io mean ?

To herself obviously, she does not mean anything, she just is. And in all Beckett's plays
we find a similar avoidance of exact definition, no doubt because Beckett himself does
not know, or is not willing to define for himself, who Godot is, what Winnie means, what
is the significance of the master-servant relationship sketched in Waiting for Godort and
fully developed in End Game or any other of the questions which arise while watching
his plays. And there is. anyway, something that tends to get overlooked in Beckett's
plays: a teasing sense of humour which makes even the blackest of them often very
funny. Beckett himself seems to be forbidding us to take him quite as solemnly as we are

inclined to.

Cueck YOUR PROGRESS

_ Name some of the popular Absurdist playwrights of the 1950s.

. Define ‘absurd plays” as per Martin Esslin.
| What s the real subject of the play Waiting for Godor?

INTUITION: NOTHING REALLY
N’S EXISTENCE

writer had to face in {he first half of the twentieth-century
he was living had lost its meaning and had simply ceased
10 mak ; held certainties had dissolved the firmest foundations of
ancd sense — p‘f‘;c‘iouslll)::pscd- Their works are cssentially a product of the European
optimism hac €O 1d Wars. The world which they hold

Predicame : i diatel after the Wor'
L immediately ; ey
Ploys jg ;ed ::,"‘:ﬁimu values have collapsed, all beliefs corroded, a world which can

H i 1ess. It is the picture of a world in
W ¥ generate despair and 2 feeling of meaninglessness p

Ch, as Yeats wrote: X
A wrywhere
The blood-dimmed tide i3 Joosed and evers
The ceremony of innocence is drowned:
X % e the worst Self-tmstrucrional
The best lack all convieliof, wihile Material 213

Are fill of passionate intensity.
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And suddenly, man sces himself faced with a universe that is both frightening and illogical
ina word, absurd. All assurance of hope, all explanation of ultimate meaning has suddenly
been unmasked as nonsensical illusions. Even kanguage has lost its communicative function
and has been reduced to empty chatter whistling in the dark.

Better even than the existentialist philosophers like Sartre, Beckett may be said ©
have incorporated all the features of the void which confronts man in his pnesci"l‘
compromise with the world. Beckett’s works clearly show that he is not a didactic
author concerned with putting across a message in literary form. Such ‘truths’ as he
does enunciate are the simple observations about the human condition that have beet
common since Job and Sophocles. Though he is obsessed by the loneliness of moder?
man, he has been able, like other great writers, to express his dominant theme in a sers
of works which surprise us by their variety. Beckett's Waiting for Godot is the most #pt
dramatic image yet created of our situation in a world without God, deprived of the
transcendent confidence that belief in the existence of God confers. For just as man
cannot live by bread alone, he now realizes that he cannot continue to live by mere
thinking or hanging on in vain for a salvation which does not exist. Waiting for Godo!
becomes, for those in need of uncertainty, a bible of pessimism.,

Waiting and not sure what you were waiting for — deliverance, a disaster. o
simply for something to happen it was understood that the texture of contemporary
experience was like that. Waiting for Godot is a dramatized metaphor for the most
general existential experience of humanity, the experience of something which we feel
ought to have meaning, ought to reveal its meaning, but which, from one day to anothe®
always fails to produce that meaning. Waiting for Godor depicts a world without any
divinity but a kind of malignant fate, a world in which man waits and hopes for something
to give a meaning to his life, and relieve him of the absurdity of a death that irrevocs

terminates all. But be waits in vain, and so our life is ag meaningless as our death. Ther
is little to choose between man’s life and a mayf

i : ¥'s: hence Pozzo's “the light
gleams an instant’, an instant only. It is, after all, a monstrous ;:r::‘::r :ml for the
individual, life is an eternity while it kasts, but that it s less than an instant with regard ¥
cosmic time, just as a man’s six foot is nothing compared with the i distance®
between the galaxies. immense di:

Man is held in a two-dimensional prison: time. In this nes o
is possible but man deludes himself that he i ,,mmssi‘:’s P“;_"TL only forward v
sort of goal. As Beckett puts it: & 0on his own free will to

We are disappointed at the nullity

of what we gre Pleased 1o
call attainment.

In Beckett’s best-known play, that nullity is named ity
because it launches ;

L il Y, from which the only ,e]easchc
res to distracthimself untl ‘Godorcomes, But a1 O e antes of man &
seen as death bccausc' man flatters himself with m,,dk;:ly death. He is not, m‘:onﬁs
f’“y‘h“‘g the expectation of which helps man (o bear hi .hm; thus Godot be put
« existence, Or as Estragon

We always find something, eh Didi, 10 8IVe us the jm

P Pressi ist?
Waiting for Godot presents the 10141 condition , Wi

Dubois remarks, a microcosm of the macrocey) Y man. The play is, as Jacques

N wWhich is gyr niverse:
we shall die,

old. The air is Judl of oy Crieg

coeeennoie day we were bom, one day
...... we have time 16 grow




!n the play, different characters enact Beckett’s intuition that nothing really ever happens
in man’s existence. The play ends as it began, with two tramps waiting in vain for Godot.
The dialogue continues on its doleful repetitive course, the “nothingness” of everything
becomes nauseating. There is nothing left for them but to try and hang themselves — but
alas, we know that they cannot even succeed in doing that. The idea of Godot as a play
in which “nothing happens twice’ is understood by no one so sharply as by the tramps —
Vladimir and Estragon — nothingness is what they are fighting against and why they talk.
Vladimir and Estragon ask questions and they make statements. But they do so as
though they expect to get answers or to establish facts. So all they ever do is pass time
with their words. To get anywhere, they would have to make that quantum jump of
realization that the words we have never really ‘mean’ only ever “say’. Granted every
day the chance and the materials of a new start, Vladimir and Estragon cling doggedly to
old habits and old masters. Although Biblical images abound as the common

old patterns,
wered — and when characters pray, the effect is

currency of hope, prayers g0 unans
bitterly parodistic:

Nothing doing! The Bastard! He doesn'’t exist!
So, life has no transcendental meaning. ‘We are alone’: and socially defined aspirations
are no less illusory than religious justifications. On a universal scale, civilization is reduced
to debris. while material circumstances are irrelevant to the human condition. Death is
seen as an avenue of escape, 4 line leading away from the condition of nothingness.
Birth and death are the defining facts of existence, diminishing the variables of individu:l
experience (o insignificance:

The essential doesn't change.....Nothing 10 be done.

For Pozzo, human existence is like the infinitely small fleeting instant:

They give birth astride of a grave. the light gleams an instant,

then its mght once more.
But Viadimir, who takes up the image, counters that life is long and infinitely large

because there is too much time {0 Zrow old and suffer:

Astride of a grave and a difficult birth. Down in the hole,

lingeringly, the grave-digger piis ot the forceps.

We have time to grow old:

The air is full of our €ries;

i i i lution as well as
In Waiti salvation or purpose, equaling thematic reso '
wo L haracters’ actions, is indefinitely postponed: promised

Meanj igni r the ¢ :

for an:nofnﬁ;:;lf:ﬁ?;;zm reached because l!w present is always today. Even

the negative ending of suicide proves .'“W“."e; s mgfl:u:nmmﬁ?:;;:glﬁ
by the slapstick crudity of Estragon’s over-sized trousers falling rou 3

imir says:

In this immense

We are waiting for Godot 10 coime = ) :

Whay g _ent? What docs the message contain? The same mystery but

also 5 oes God::{ rt;prese : s  isiion is what his name implies: just another

. & comparable hope 01 55 e somedivi mpoﬁucal,somimcllocnml.

tive God like all the other 1tle Gods fully to solve their problems and bring paint to

ol foc oD 5 wmt'akc {hey sacrifice the only real gift they have, their

it 2 :
f : Pointless lives, and for whosed 1o pastpone his visit. The 1o tramps contine (o
will, But alas! Godot continues po

confusion one thing alone is clear
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believe the young messenger who appears each time 1o announce that Godot will come
not that day but the next day. The image of man, always deceived in his dreams and
ideals, nevertheless perseveres in his illusions and utopias.

Itis, therefore. not difficult to understand that Waiting for Godot is the fullest
statement of the problem that has bedeviled Beckett, as it bedevils nearly everyone else:
how do you get through life in which nothing really ever happens? His answer is simplé
and not encouraging: by force of habit, by going on despite boredom and pain, by talking:
by not listening to the silence, absurdly and without hope. We can see quite clearly what
Beckett wants to express: human beings waiting for the arrival of someone or something
with whom they may or may not have an appointment. Are we not all born into this
world without knowing what our purpose is, are we not all, now that we are heré:
assuming that perhaps we have a purpose and that the next day will bring the moment of
revelation ~ and then night falls and we are told to try again the next day and 50 0%
forever after? Are we not all, whether we just hang around waiting like the two tramps
Vladimir and Estragon, or rushing about madly like Pozzo, trying to give our life some
purpose, trying to while away time in some fashion, knowing full well that without that
final knowledge about what we are here for, all our activities are merely futile anties”

Are we not all, like Pozzo and Lucky, subject 1o the most violent reversal of fortunes:

ion — as between Viadim -
dominance and subjection —as between Pozzo and Lucky? imir and Estragon

In Waiting for Godor, Beckett has employed j ely
s ntens i i S¢
expressive images, as most of the Absurdists do, 1o b,):,g ou:f:fggp"t;gl“':dr:;m
and irrational character of the hurlrrfm condition in post-way Eypg . Like the existentiaist®
he believes that the human condition does not fit intg neatly packaged He doe®
employ apparently unconnected exXpressionistic j ages and mo:;?s agm?n‘ialis‘-‘
: s 1 of despai C K fe ha®
observed, in Waiting for Godor, Beckey be pair. But as Kay Boy
. . % &an the construction of g bridge acros$
e S Nt S
Ways-;uumu)r'aﬂ s lisl:ilgls Sl:lc e parayzed wif, Am’mlgl; Godot was in ma"
it expressed hi by' R e B~ e development in Beckett’s wiiti®]
pressed his basic concerns ag faithfully ang sincerel itin Beckett's s o
never been a play about waiting before, that w ¥ as his novels. If the
ever thought of attempti
the seminal works of post-war Europeand :ﬁ::it makes Waiting for Godot O™
eclped and imitated by younger dramatists fike p
fifties to the early seventies. Ibee ang Stoppard from

U

ChEck Youg PrOGRESS
4. How does Beckert portray the woy

5. What does Godot represeny? aiting for Godot?




7.4 BECKETT’S USE OF LANGUAGE

Hugh Kenner has called Beckett ‘the clearest, most limpid. most disciplined joiner of
words in the English language’. Like music, his language is shaped into phrases
orchestrated and cunningly repeated. Beckett's prose is never solemn and he has wriuen'
some of the funniest lines in the English and French languages. Over the years, he has
pared down plot, probed to the core of his characters and experimented with syntax,
from the pericdic sentences in his early stories to floating phrases, incantatory repetitions
and simple questions or statements. Beckett is, as Dina Sherzer observes:

...at great manipulator of, explodter of, and performer with tire manifold

resources and possibilities of langiage.

For, the use of banal, everyday conversations mixed with literary language. the slang,
puns and modified clichés, the importance granted to talking (to make time pass). and
the careful creation of thythms and use of repetitions are all ways of demonstrating the
exuberance of language and Beckett's ability to play with itand to manipulate it, result in
a new and powerful dramatic expressiveness.

Beckelt was writing in the post-woeld war years in which all values had collapsed,
a world in which all assurances of hope, all explanation of ultimate meaning had suddenly
been unmasked as nonsensical illusions. Even language had lost its communicative function
and had been reduced to empty chatter whistling in the dark. In this world of absurdity.
where meaning either vanishes or proliferates beyond understanding, language itself
plays a double role. It is the oaly instrument with which the characters can hope to know
or control the world outside them but it can offer no true knowledge at all. Whatever
they say about the world makes no difference. Reality remains outside the grasp of the
language they have learned. And yet they go on speaking, for words are all they have.
Waiting for Godot, for instance, is a play in which literally nothing happens, a play
designed to show that nothing can ever happen in human life. Ttis a play with very little
action. Here we seem to have a maximum of words because nothing at allis going on
except waiting. The characters talk to kill time, talking for lalkiqg’s sake. Viadimir knows
the answers he wrings out of Godot's boy are empty of meaning: “Words, words™. Yet
after a pause, he adds: *Speak’. This is the paradox on which all Becke's work is built.
Language is a poor, faulty instrument but there is nothing else to WO{k with. Beckett's
2enius is (o turn words against themselves, making lhem show up lheur own emptiness.
His characters’ misery comes from taking words at lhelrfac.c value. Viadimir and Estragon
are reluctant to admit that the words are nOLS0 much their key to freedom as the stones

of which their prison house is made. '
age to see them through their daily life, Tine and

Viadimi o rely on langu
aSair:."i‘l“x.:zl:e? :: :7::‘;1: their hands. They try hard to use language as tlm,ysh».;. i,
With the precision and clarity which the acadc@ig tradition teaches. It isn’t pure desire
for knowledge that drives them put need. Viadimir fe_cls he m_h certainty. He labels a
atree, not a bush or a shrub (and as an extra ﬂt_)urISh names it a wnlI.()w) bccat}sc he
Needs 1 c'onvince his partner and himself that their anonymous ‘s.p.we is the particular
of appointment with Godot. Estragon needs to eal, and he dmmgu@m bc|wgcn a
A0 and 3 turnip and a pink radish or a black one because nc‘x'all. ff)r_ hlm,.are efnble.
Nlike Viadimir. he feels no need for extrd flourishes. Viadimir’s sohcnmfs H(m s‘lh'c
“arroyy peisa lz;conic answer: ‘IU's carrot’. Language lhflt r.eally waorks will satisfy
Wthengje need and then fall silent. Vladimir has to £o on spining words because he is
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hoping to satisfy his need — Godot's coming — which is only make-believe. It can never
be satisfied, so be can never shut up. In the absence of anything else, trying to be precisé
is better than nothing. It fills in the silence, passes time and stops things from sliding int0
grey, undifferentiated chaos. Estragon puts it graphically:

Evervihing oozes....It's never the same pus from one second to the next.

Words can't fix meaning totally but they can at least be used to make some slight
discrimination out of the coze, so the tramps go on practicing:

Our exercises....movements...elevations...relaxations....elongations.

As the drama runs its second round, in Act I1, the critical intellect is increasingly aware
of the lie, the confidence trick that is language. So, as Estragon bustles towards a W
diversion, delighted to have found something else “to give us the impression we exist’y
Vladimir's comment is ironic: “Yes, we're magicians’. The language of the pair have
inherited is a vehicle of illusion. It is a collection of technigues not for telling the truth bu!
for inventing and deceiving. When the conjurers are only second rate, or when the 2P
between lie and reality becomes (0o wide, language has to own up toits trickery: and th
is what this drama sets out to make it do. If the characters could see through languag®
they could also see through all those power structures it props up. They, of course, don't:
but the audience, sitting ata distance, has a better chance. While the characters are 00
dimly aware of the dangers of language, the audience sees their plight with pa;nful
clarity. Much of the dramatic pleasure — and uncase — that the play produces is i
feeling of the language — ground shifting underfoot, sudden estranging gulfs opening in
the words and phrases that are the small change of everyday life. Mrs, Rooney draws
attention to the same problem in Beckett's radio play, All that Fall:

Do you find anything...bizarre about my way of speaking? [ Pause |

1 do not mean the voice. [Pause]. No, I mean the words. /y S
to herself]. Iuse none but the simplest words, 1 hape,

find my way of speaking very....bizarre,

The language of Beckett's characters is pruned down 1o he mini nd backed VP
only where necessary b)( equally pruned down ang stylized mime l;? umla hrases
stark naked in all their triteness. Pauses and silences are rarelyh xR clp p poem*-
fh""f are c_arefully placed at sense points, 1o create more coh sy mllo‘l".
jeskiness is smoothed out into lyrical or dramatic thythms b ,ch, notless. Co
orsubtle rcpcfmons and balances, o the addition or s“blra]cti 'O';S‘ plac.mg of xmnplo«
the sentence, ‘I would have stopped you from doing whatey SNt s Hoxy doin f
coul:l have been more roughly expressed as ‘I°q have st er it was you wen.a evcf‘
was'; the lengthier version is better balanced and ,:gf:d You daing \;’h;loz;o's
tore symmetrical. rﬂ‘d

and yer | sometimes

the fit of Estragon’s boots, building up 1o the §
day". Estragon’s lyrical musing by the sty Plangent Perhaps you'll have socks

i o
‘T've always wanted to wander in the Py,gegn;llﬁ hc:‘;]sz“t fallen is rudely intcrf“pwd
e arted?*

But the comic finds on the rubbjsf.
Rhetoric can be dangerous. Vladimir's
the action it urges. In Lucky's speec
style turns everyone's stomach

Anguage can have a cutting ed iy
b, S:c:;o? the nobility of humane action ur’l
Py of the rotting fragments of ¥ :cjf'

and driveg them 1o murderous rage. what *




Qqqsciousm-:&ﬁ the characters have about their language develops in Act I, where the
initial focus is on the art and the use of conversation. Two different kinds of conversation

are set against each other.
The first is a demonstration of the emptiness of language, used not to probe a real
problem but simply to fill the silence with elegantly structured sounds. Vladimir and
Estragon are trying to talk ‘calmly’, to tum the panic of living and dying into manageable
words. to ward off the fear of the silent, unspeakable unknown:

It’s 50 we won't think....it’s 50 we won't hear:
When they speak this way, what they summon up are “dead voices', dry and sterile as
Sa{!d and usshes, not communicating, only rustling like leaves in the wind. Such conversation
brings more fear, insinuating the return of the insatiable dead, Possessed by that past
lhaf lives on through language, the conversation goes nowhere, turning round and round
on itself, and has only one possible outcome:

Estragon: What do we do now?

Viadinir: Wait for Godot.
When they try again, immediate
Estragon says complacently at
simply want to start and so, the

You can start from anything.
No doubt, what you hear are still the “dead voices” of corrupt language and corrupt
experience, but this time they brush that obstacle aside. Instead of circling on the old,
dead, known terrain, they move forward, establishing the conditions of conversing:

Let's contradict each other.. lef'’s ask each other questions.
1o which in a later exchange they add interruptions and insults. Viadimir brings the

dable topic of the traces of death that corrupt all life

subject matter back to the unavoi :
(* A chamel house! A chamel house!), but this time Estragon manages politely to defeat

hiny;

ly, they do better. “That wasn'tsuch a bad little canter’,
the end. This time they don’t plan to be calm. They
future of their conversation is wide open:

You don't have 1o look.

In Waiting for Godot, the language Veers between two characteristic extremes: soliloquy,

and the form of dialogue normally used by Viadimir and Estragon, which is constantly in

danger of drying up for the lack of any real communication between them, but s kept

Roing by in-built repetitive patterns which substitute for logic :}nd even, at times, for
| mode of waiting itself, dispassionate, avoiding

sense. This is the more or less neutral Mo X g
Cxlremes of pessimism and optimism, mainly concerned with passing time. As an

Audience, we are entertained by the characters” thetorical responses (o the tragicomic
ilemma of w aiting: we are 1ot involved initas & pgmonal expericnce. Wc appreciate
Witty and clegant antificialty of the lInEUAE while half our atention s elsewhere —
Wondering what external resolution € nd to their perplexitics, since it increasingly
s"'f‘c\'idcn { that they canniot find one for themselves. 'l'hus we oo are wcaqously
waiﬁ,,g for Godot, And it is within the frame of this act of waiting that the real subpq of
the play emerges: the unfol ding of speech. Beckc(.t wransformed a stage where nothing
h“l’pens into the i'ascinalin o place where the Joncliness of language was revealed.
Si W fett's language and has a wide range of meanings
ity ozl:lc';:c‘;;‘: u“;l:sg:i:;lezg i?)fa?le;w conventional Ways. He ilIqura!tes. for f:xambillel,
kdown of speech with the mime Vladimir uses [0 get across his question @ 1
o the tramps confront the enigma of

Ky and his bugs, or the frightcned silence W
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their relationship to Godot, or in Viadimir's final lonely, despairing monologue over the
sleeping Estragon. Beckett also offers a reinterpretation of the entire nature of silence.
In Beckett’s writing, silence expresses the sheer unknowableness nf everyvihing that is
not ourselves, and our lack of power to pierce through to that unknown. Learning 10
discover and respect the meaning of this silence is an important part of the experience of
watching any Beckett play.
The language of Beckett has purity, simplicity, a style which is a dimension away, In this
theatre of style and language, Beckett approaches Eugene lonesco. As the American
dramatist, William Saroyan. has remarked:

It certainly took tived Europe to make them, an

Jristhman and @ Romanian in Paris.
Tonesco is entirely unlike Beckett, but together they may be said to be the exponents of
antitheater. And Waiting for Godot is, as Eric Bentley says:

. 108 Jomb: but a landmark. If the form of the dialogue

is derivative, there is freshness and originality in the applicarion

of that dialogue 1o these purposes. Behind the mordant Mippancy

of the clowns we are made to hear ~ if in the distance - unother voice:

Beckert’s own perhaps, or that of the lamentations of Jeremiah, desolate
and dolorous. a voice of cosniic doom not wntouched by
fman dignity.

CuecK Your PROGRESS

6. What does Hugh Kenner call Beckett in the context of his use of language?
7. How does ‘silence’ make an integral part of Becket's language?
' e’

7.5 BECKETT'S DRAMATIC TECHNIQUE
SRS o

Madernism arrived in the British theatre with
reacl_ted the English stage, mc standard (hama?;fctchk:::n: \l::ssl\'l when Waiting for Godo!
Rattigan, or the later qQuasi-poetic comedies of T, § Eli el Coward and Te 8
these plx'i)'h were the naturalistic technique, drawing roo ot "I'hc common features
and socially situated characters: a form of dramatj m dizlogues, well-made PY
unchanged since the turn of the century, = -

Beckety's
(pactwas lnnease, Barely a decade later, jrs pn_mﬁ ‘;::‘ZS‘:;:

I theatee language and Godot was soon ackn,

Owledged a5 a oomean accq“ed

classic,

been. Like Maliere in the 17th century

instinctively the way things were goin 19th reel
A 2 and Oenluly. he pe

people would, therefore, be surprised if B:ki:( i dlong, Few critics and the? in
importance with the three masters, Smkesm‘ Mol :
much lo cxlc?d anfl modify the resources of the ;m " .
expression of the concems and anxieties of the & CEJ. Y0 adapt its millennial arts 1°
political and moral dilemmas of the Renaissance O%'M:lm as Shakespeare explored d

2 1ere adjusted the anarchic W



of comedy to neo-classical and rationalistic norms, or Ibsen created and transformed
patterns of naturalism to give perfect expression to the psychological ghosts that haunted
the bourgeoisic in the age of imperialism and capitalism, so Beckett has found the means
of setting out the metaphysical doubts that torment man in forms that, like all radical
_lnnovnlions. surprise at first and then in a short space of time begin to seem natural and
nevitable.

Beckett was one of the main exponents of Absurd Drama. Hence in his plays, he
flouted the conventions of conventional drama and the concepts of the well-made play.
A well-made play is expected to have a beginning, a middle and a neatly tied-up ending;
Beckett’s plays often start at an arbiteary point and seem to end just as arbitrarily. By all
the traditional standards of critical appreciation of drama, these plays are not only
abominably bad, they do not even deserve the name of drama. But Beckett's drama
aims to hold up a vision of the post-war world — a world devoid of all meaning, all
spiritual coherence. The basis of the well-made play is the implicit assumption that the
world does make sense, that reality is solid and secure, all outlines clear, all ends apparent.
Beckett’s plays, on the other hand, express a sense of shock at the absence, the loss of
any such clear and well-defined systems of belicfs or values.

In Waiting for Godot there is no plot, in the sense of a narrative with a beginning,
middle and end: exposition, twists and tums of intrigue, crisis and unraveling. Vladimir
and Estragon do their best to invent a plot, “waiting for Godot’, but it hardly gets off the
ground. There is simply a situation: two men loitering with intent, under a tree. But
Godot, for whom they are waiting, continues to postpone his visit. The play ends as it
began with the two tramps waiting in vain for Godot. “Messy” and "not well thought out’
is what Beckett impaticntly said of his own play that is now considered a model of form.
There is no structure, in the sease of a neat carving-up of the action into three or five
acts, with scenes advancing in logical sequence, entrances and exits motivated and the
whole wrapped up at the end and “finished with a bow”. There is, as Jennifer Birkeut

Says:
... string of tableaux with gaps between them, that lurch into

movement haphazardly, grind to @ Jralt like nendown clockwork,

(her when the light goes oul,

Ruby Cohn has in fact, listed the incidence of doubling in Godor. There are two acts,

'Wo days and two similar sets of incidents \fithm them. There are two prlcs: one

Contrasting with the other. Within the acts, within the couples, Synmm)d oppositions

fecur, A resume of either acts yields 3 parallel pattern. Two friends meet by a tree at

Wilight 1o wait for Godot. Aburdened menial and his master arrive, ?:flly awhile and
N leave. When the friends are alone again, & messe_nger arrives 10 inform :Tmhou that

Godoy will not come that day but the pext. The moon rises s lfh;lboy departs. Although
fricnds agree to go. they have not gone when the curtain falls.

and srop altoge

itics have assailed it as obscure

. tructured play though critics hav sc
u imgl‘::;, ltS ;‘ ‘:)?l(‘:ﬁg:?:l :nodc is not revelation but repetition, oF l‘aﬂfﬂ' repetition-
Wi s nt. Its cather than SymMeLrY: The play relies for its stru.cmml
g oSS t but on the retorn of Icitmotifs that weave in and

Ou $ion not on a forward movement !

G lhtfmgh the work. The most qb\'l

o %+ Which recurs in different guises
be done™

the phrase “We're waiting for

s of thesc is
W but there are others like “Nathing

dozen times,

Waiting for Godot by
Samwe! Beckett

NOTES

Self-Inswetional
Material 221




Whiting for Godot by
Samuel Beckent

NOTES

Apart from the leitmotifs, Beckett also relies on an elaborate system of counterpoint
between the two acts, Nearly everything in Act Thas its echo or parallel somewhere in
Act 1L The spectator may not hear every note ina symphony, but there are so many of
them that he will sense the unity of it before long.

The dynamics between Beckett’s characters too help to give the play its underlying
unity and its unigue quality of equilibrium by which everything balances out. The characters
interlock. in fact, with almost Racinian precision. At the extremes of the poised poles ar®
Vladimir and Pozzo who are divided both by their name-lengths and their temperaments
and the same applies to Estragon and Lucky, who even cause each other physical injury.
Estragon’s fear of *being tied" s reflected by Lucky's being tied in real fact. This kind of
balance is characteristic of the play. As Beckett once said, “Itis the shape that maters -
He is an artist for whom the shape is all important, and the *shape” of the relationships 0
Waiting for Godot between the four main characters is of more interest to him than the
characters themselves.

The most essential feature of Beckett's technique in Wairing for Godot is his
use of symbols. Perhaps the clearest of the symbols is the road. It offers a clear allernative
to the characters’ condition. Hugh Kenner points out that the tree suggests not only
crucifixion, but also the Tree of Life. There is a suggestion that because of its pronounc
axial properties, it may also be related to the *World tree” of Norse mytholog The uee
likewise gives tentative evidence of chronological stability and, hence, links b‘;{mn one
point in time and another. In Act II, the tree which was previously i)anc h duc
leaves, a change which implies a refutation to the understood hypothesis faj:n; that
"no(hix.\g happens The rope and the whip with which Pozzo uu-caw, . s :();15 o
authority, indispensable because custom, the normal bond of authori 5 arc syrfl have
broken down. The rope represents the symbiotic bond between Luc mz}:emb 7S Hats
and boots are two of the major symbols of the play. Viadimir, the l;kyk : 120;::;,0 is
assocnalcd.wuh the hat; the more !Jrosajc Estragon s i dcﬂlificd o d:n h:r ol s I'ull
exchange isa shuttle and symbolically, demonstrates one of the itht bt?ols. b
the play, pointless activity and the ultimate negation of m ey Consldcrau.oﬂb of
the game “All Fall Down’ are both tragic and comic: p oL Teumm n
S e s Wb G s AT i Estl‘agor; reozzm down epitomizes all falle

marks - ity >
The core of the Beckett play is emptiness, g ny that he s “all humanllf

absolute centre. It is this encapsulated space which i
most often associated with Becket. In é’Odo'W::i;h e
tainers and circles - s
T,Tck n:t;mcw_cl:-:s Nm‘t-s »boots, the low grave-like mound on hi its:
= Y , “The Net'; and in the cireular structure okt which Estragon § :
matic paradox of the play, the circle is simultancoys] play itsclf. Echoiné -
and a cage. Yendless and constricting. infin!

cleic area of dead space I
“K_: basis of the theatre im38
seen in the recurring sequen .

The crucifixion imagery is deej

B ply embedded with; 0
s Laks after their falllie in the shape of a cross, 1“")'2:!: the play, The bodics of PO}
and Pozzo §upPM_ed bc_tween the two friends — recalli are several tableaux Of“f
mlaa:g pamt'ul:g: oi[dz.e.'nrmﬁed Christ between tyy ‘h’ev;g in Ruby Cohn's words: et
stand on either s E im
John Donne's word:) E he tree and Estragon, in Panicuhucsmm and Viadit?™ o’ in

5, "Mine own cross 1o be” - s stretches out his arm®
takes up the yoga position of the tree. Ven passing through the cross: 85
According to Peter Griffith, Waitin
: h 8 for G, it
not only uses discourse but is about discou::io ’H be::‘m)gs 10 4 unique category i that "
- 1€ Observes tha-.




It explores a paradox at the heart of language: that this is

something which generates meaning only through its absiract

svstemaricity, but achieves thematie relevance through the

strictly marerial means of printing or of acoustic events.
He further goes on to add that much of the characters dialogic interchange and stage
business is derived from the conventions of the music hall and their speech is carivalesque.
In fact, Waiting for Godot owes a great deal to the circus. Pozzo is a kind of ringmaster
who eracks his whip and commands the show and Estragon’s dropping of his trousers is
pure clowning. Other popular forms of entertainment, (oo, are affectionately alluded to
in this play. The silent film comedy, which so delighted Beckett’s generation, has
bequeathed its bowler hats to the actors: that Laurel and Hardy lie to some extent behind
Vladimir and Estragon is certain.
The stagecraft in Waiting for Godor enhances its position as a drama of technique. The
setting must evoke a universe that offers very little. As Simpson says:

In Waiting for Godot the abjective of the producer should be to
that these four characlers are isolared in
world serves

create the feeling
Etemnity.....The vast emptiness about their
to emphasize their dependence on one another and their

isolation within the enormify of the universe.

The characters’ costume is very important. Though their behaviour is clownish, they
should not dress as clowns. Usually, Vladimir and Estragon appear as tramps in cast-off
formal clothes, They are run-down versions of the conventional people who live at the
centre of society, the same in kind. but tattered and living on the margins. The decentive
dignity of ordinary modern clothes leaves it to the play of words and action to disclose
the man under the mask.

To call Waiting for Godor obscure and unintelligible is to underestimate Beckett's
resources and unceasingly inventive technique which has enabled him to make art out of
material that in the hands of someone less gifted would seem Lo have been wasted.
Becket's theatre has always st and jmpressed by its barrenness but the final
impression that the plays leave is not bare but rich; they spark off such a hast of associations,
images, echoes that it seems e would pever come to the end of them. Beckett works
Within his ‘modern’ tradition as a great original and it would be difficult to name a single
Important playwright of the younger generation = from Albee to Stoppard - be it in
Britain, America, France Of Germany, who has not beent dfaeply gffec(cd by.B.eck.eu:s
example o influenced by his practice. Whatever posterity's verdict about his intrinsic
Worth and stature as a dramatist is, there 15 no doubt that it will concede, at the very
least, that he js one of the most mportant nnovatars in the history of the modern stage.

is § : ; -bution came at precisely the right moment; as
S is to some extent because his contrit -
One contemporary playwright Spurling, put it: =

Samuel Beckert was waiting for the theatre &3 the theatre Was

chetf.

waiting for Samue! Be

CHEC
for Godot docs not have a plot?
of Beckett's technique in Waiting for

Kk YOUR PROGRESS

8. Do you agree that Waiting

nique features

9. State one of the most U
Godor? /’,_/‘_’
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Call tustenrtionnl

3. The real subject of the play Waiting for Godot is the act of waiting.

4. In Waiting for Godot, Beckett depicts a world without any divinity but a kind of
malignant fate, a world in which man waits and hopes for something to give d
meaning to his life, and relieve him of the absurdity of a death that irrevocably
terminates all.

5. Godot is what his name implies: just another diminutive God like all the other little
Gods —some divine, some political, some intellectual, some personal — for whom
men wait, hopefully to solve their problems and bring point to their pointless fives,
and for whose sake they sacrifice the only real gift they have, their free will.

6. Hugh Kenner has called Beckett ‘the clearest, most limpid, most disciplined joiner
of words in the English language’.

7. Silence is an integral part of Beckett's language. He uses silence in all the
conventional ways. The dramatist illustrates, for example, the breakdown of speech
with the mime Vladimir uses to get across his question about Lucky and his bags:
or the frightened silence when the tramps confront the enigma of their relationshiP
to Godot, or in Vladimir’s final lonely, despairing monologue over the sleeping
Estragon. Beckett also offers a reinterpretation of the entire nature of silence-

8. In Waiting for Godot there is no plot, in the sense of a narrative with abeginning:
middle and end: exposition, twists and turns of intrigue, crisis and unraveling
Vladimir and Estragon do their best to invent a plot, ‘waiting for Godot', but it
hardly gets off the ground. '

9. One of the most unique features of Beckett’s technique in Weir: is
his use of symbols. e n Waising for Godot

7.9 QUESTIONS AND EXERCISES 4

Short-Answer Questions

1. What did Waiting for Godot accomplish that hag not
2. Who were the two principal characters in Waiting
3. In what forms is language used in the play?

4. Give an example of the use of symhols inthe play.
5. How is silence used in the play?

Long-Answer Questions

been accomplished car fier”
Tor Godor?

1. Write in detail about the Theatre of the .

Beckett. ABSUId with speciq reference 10 Samue!
2. Discuss the appropriateness of the title Waigin gfor G

" r

> Hoj” does Lucky's speech help in understanding Beck:l:'. . uage”
4. Wn::zc anote on the two central characters i, the o} § Vu‘:w on languds »

— the two tramps who wait endlessly for pp, a :d 4y — Vladimir and Estrag

- Godot.

5. Hf)w has death as a theme been dealt witp in Wais
6. Discuss Beckett's dramatic technique ip | g for Godor?

Vaiﬁllgfor Godor.
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UNIT IV Look Back in Anger by John Osborne
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8.0 INTRODUCTION

John Oshorne was the original ‘Angry Young Man’ of the post war British literary
scenario. His play Look Back in Anger brought a force and vigour to the British stage
that was missing after the Second World War,

Look Back in Anger (1956) is a play about a love tnangle involving an intelligent
an (Jimmy Paorter). his upper-middle-class, impassive wife (Alison)
end (Helena Charles). Cliff, a friendly Welsh resident, attempts
as a success on the London stage, and initiated the term
Osborne and those of his generation who used severity

and practicality in the theatre as opposed to the more escapist works of the past,
The play was a strongly autobiographical piece based on Osborne’s unhappy

o  the first wife of the playwright, and their life in an overcrowded
marriage to Pamela Lane, the forward to a career in theatre, Lane was

house in Derby, UK. While Osborne looked : L
More practical)and materialistic. She did not take Osborne's ambitions seriously. Italso
hing speech of secing a loved one die

i bome's earlier life-the wrenc
icso :‘l:lel:fa';z:":l::fc?;th of 1“1:0“135‘ Osbome's father, What it is best remembered for,

i iocrity of mididle- English life, which is
though, is Jimmy's outbursts against the mediocrity of middle-class e, wh
chafirte:ii;cn(‘lnl‘))y;is hated mother Nellic Beatrice. In lhe_ play, you lzc‘llsoasct: Jm::::
Pining for his lost love. Madeline, who'is based on Slellz{ Lll}den. a:;:)c:‘ (;: b; es:e o
st encouraged Osbome towrie Al e st ProVE 7. divocced i wife o
A elationship with Mary Ure. who played Alison. and in 1957, he divorc

Marry Ure.

but estranged young mi
and her arrogant best fri
to keep the peace. The play w
*Angry Young Men’ to portray

Selt-tnstrncvivwal
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8.1 "UNIT OBJECTIVES

After going through this unit, you will be able to:
® Recall important aspects of Osborne's biography
o Discuss Osbome's historical background
o Summarize the different acts of the play
o Identify and interpret the play’s use of imagery and symbolism
e Explain the different dramatic techniques used in play
o Discuss the different themes used in the play

——

8.2 BIOGRAPHY OF JOHN OSBORNE

R
John James Osborne was a distinguished English playwright. He was also a screenwrite:
actor as well as a vocal critic of the Establishment—the * Angry Young Man’ of British
theatre. His play Look Back in Anger brought about a revolution in transformine Engli
theatre and enthusing new dynamism in English drama, =

John Osborne, in his literary life of more than fort . ral
¥ years, dealt with seve
themes and genres, and wrote for stage, film and TV, His personal life was cxlrnvzls"‘

and iconoclastic. He used aggressive language to portray hi ; f
s Y his feelings not only on bel
of thepoliical causes he supported but lsoagainst is own family, incuing s wi'®
and children. This made him highly disreputable, ' Ing i

John Osborne was one of the first writers who ; e

o G ues it (il

position in the post-imperial age. He was also the ﬁr;ll Whu:mu‘: :lnd n;r(;lu;:zed B:no .
monarchy on an important public stage. Osborne's most P:)duc;(i)v -' ; p::‘re fro
1956 to l96§. during which he was successfu in making conte © years 5o d
now even clichéd onstage emotions, mptan accepli

Osbome also argued about the cleansin
and combined generous truthfulness with de

history owes much to them.  and therefore post-War British theat™

Osborne was borm on 12th December 1929
2 n i
3 ) d oC y ™ .
hism olher el ke lter wrote taught him, ‘Tt fagls'bom loved his father but dqspj
an invitation to my sick room’, yofhatred .., She is my dis
Osbome described her as “hypocriti ;
y al, self- . J
woman. When his father died in 194, hI: lef:::r zll"s‘lfbcd.<:ak:ula.u'ng and indlffe'e‘:"

elmont College— '."' 1
summer term of 1945 as he had hit the e entered the sehgo) but was expelled .nl

illegal ; aster, whe n:ng‘o

an illegal broadcast by Frank Sinateg, lhetwcmiﬁh‘cem hadAstruck him for liste™ %y
Aft ing hi u tcanst

hclookue:::ll:[')h"ngl‘h-ls school. Osborne wepy backtry B—

A P‘ : Journa ism for some time, He was © London to his mo(hefle’“c
WARIRS Wi Rloning a touring company ofjunma::;";m:em = worlddq.f.'.}«"‘

- S00n : i
got involve



as a stage manager and started acting after joining Anthony Creighton’s provincial touring Lok Back in Anger by

company. John Osborne
. Ofbonw, along with his mentor Stella Linden, started off with writing plays, co-
writing his first, The Devil Inside Him, which was thea directed by Linden in 1950 at the
NOTES

Theatre Royal in Huddersfield. During this time, he tied his knot with Pamela Lane.
Along with Anthony Creighton, a twentieth century British actor and writer, e wrote his
sscond play Personal Enemy, which was staged in regional theatres before he submitted
his most famous work Look Back in Anger. With Creighton, he also later wrote Epitaph
for George Dillon, which staged at the Royal Court in 1958.

Osborne greatly admired Max Miller and saw parallels between him and Max
Miller. He said the following about him:
(Max Miller) because he embodied a kind of theatre 1 admire most.
‘Mary from the Dairy' was an overture to the danger that (Max) might go too far.
Whenever anyone tells me that a scene or 4 line in a play of mine goes too far in some
way then | know my instinct has been functioning as it should; when such people tell you
that a particular passage makes the audience uneasy or restless, then they seem (to me)
as cautious and absurd as landladies and girls-who-won'L

Osbome made a significant contribution towards the revival of British theatre by
making it more challenging, audacious and experimental. He helped throw off the formal
Wﬁmdﬂwmm\andmmedmwmﬁmwwadslanguagc.mmml
rhetoric and emotional intensity.

Oshorme saw theatre as a weapon, Which would enable the ordinary people to
break down the class barriers. He wanted his plays to be a remembrance of actual

pleasures and pains. Osborne also brought about a significant change in the world of
theatre, influencing playwrights such as Edward Albee and Mike Leigh. He also received
a Lifetime Achievement Award from the Writer"s Guild of Great Britain.

In 1959, he joined the Campaign for Nuclear Disarmament. However, he drifted
to the libertarian, unorganized right, coasidering himself ‘a radical who hates change”.

In his personal life, Osborme was equally rebellious and daring like he had been in
his theatre. He had several affairs and was Known s one who often ill-treated his wives
and lovers. He got married five times, out of which four were unhappy unions, while the
fifih is supposed to be his final happy marriage. .

; - Person, Osborne depicts his

I Volume 1 of his autobiography A Better Class of Perso P

feeling of an immediate and intense attraction towards his first wife, Pamela Lane, Both

of themn were members of an acting troupe in Bridgwater.
: i defiant auburn stubble and I was
She had just recently shorn her hair down toa defiant &
impl’esSed by (}‘lc hostility she had created by this self-isolating act... her huge green
eyes which kor plead affection, pmfemb]y both, at least... She startled and confused
Me. There was no calculation in my instan

t obsession.
Although Alison Porter, the female protagonist in Look Back in Anger was based
W.Pmla. Osborne described her parents 45 ‘muc

h coarser”. He explained how at one
i i low actor was seen

Point ¢ i -vate detective 10 follow him after a fel :
'f“mb:i:; '?ipl;: Ex:;l(;p?nv: ::ashop. However, he did accept the fact that the actor in
Yuestion did have a homosexual crush on him. N 2 r
and outflanked by hostility... I had set off 4 crest o
dnger ;Iht: ﬁndt:::;i; mucn::ndorc than drowsy before my arrival... It was scarcely

lr“m""‘m- Pamela was the pattlement  was

I love him,

daenmned Oon. Sell-Instractional
Material pAl
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Osbarne and Pamela got married secretly in nearby Wells and then left Bridgwater
amidst an uneasy truce with Lane’s parents (Osborne’s hated mother was not aware of
the union until the couple were divorcing). While spending their first night as a married
couple together in the Cromwell Road in London Osborne said that:

I was unable to take my eyes off her. I watched her eating, walking, bathing,
making-up, dressing, undressing, my curiosity was insatiable. Seeing her clothes lying
around the floor (she was hopelessly untidy, in contrast to my own spinsterish habits)-
There was little doubt in my otherwise apprehensive spirit that | had carried off a unique
prize.... Perhaps 1 interpreted what might have been bland complacency for the
complaisance of a generous and loving heart.

Initially, they had a happy married life with them living at several digs around
London and finding work in London at first, touring then in Osborne’s case Kidderminstet
and Lane’s Derby, While Pamela’s acting career flourished in Derby, Osborne’s
deteriorated. As a result, she started having an affair with a rich dentist. This was during
1955, and Osborne optimistically spent most of time in the next two years waiting for the
possibility of reconciliation before their divoree. In 1956, after Look Back in Anger
opened, Osborne met her at the railway station in York. During this meeting, she (0
Osborne of her recent abortion and enquired after his relationship with Mary Ure, of

which she was aware, In April 1957, Pamela gave a divorce to Osborne, on the grou
of his adultery.

Osbome started having a relationship with Mary Ure shortly afte; Z cin
1956 when she was cast as Alison in Look Back in Anger. T{)e aﬂr'ari‘:'eeungr:
swiftly and the two moved in together in Woodfall Road, Chelsea proE

Mary was one of those unguarded souls who can make
by penguins or the wildest dervishes... [ was not in loye Tli:em::svcfz:gdncesr:wd
pleasure, but no groping expectations, just a feelin o 5
present, we were both content enough. g ﬂecnng hearCs sase,, For «
According to Osborne, contentment began to be i
. g - G ht
contempt for Ure's slabl{: family background, the triviali tfi’:c:rdh\evm\ pcalws.y and sl\l‘%l
them and a somewhat withering regard for her acting abilities s
I had stopped concealing from myself, if I ey, ¢
) el' f
an actress. She had a rather harsh voice and a tiny mgl;a (:_i;:‘m Mary was not mucri:g
but without any personal sweep to it - Hier appearance was pleds
Like most actors, she was hysterical when y
appearing every night to full houses. She also enterty u
wn:ilcf is only \.vorking‘ when he can be seen head d:vc: ﬂlc.common beliel thﬂyt)"
drinking/dreaming/farting/fornicating instead of maki type?v::: desk. Why are
l.BotI) of them were not loyal towards each other and fi : .m‘m? . gof
an affair with Robert Webber, Mary Ure left Osborne fingy ollowing the beginnit®
“The fact that my coltish liaison with Franc: *
: . rancine hagd 2
cqniuctt:jn’th Webber explained her oddly restrained behavti’zen_pm-emplw by M“’i o
might end in the bedroom but I found it naive 1g g Bzl ur in New York... Bet™
RS ECessan erc:
Aﬂer.Mary Ure,.Osbome met his third wife 1, : arily began th S
through social connections, e-Wiiter Penelope Gilliatt-ini"

nemployed and resentful Whe"



In his autobiography Almost a Gentleman, Osbome says:

!l was not so much chastity that wroubled me, but the withdrawal of feminine
intimacy. And now, here 1 wis, giving a routine interview 1o a young, animated
woman, seemingly very informed and quick to Jaugh... 1 was already engaged in
the prospect of mild and easy flirtation. 1 hadn't marked Penelope down in any
appraising way as a future sportive fancy, but I had always been addicted w0
flirtation as a game worth playing for itself, One main attraction Penclope held for
Osborne was her red hair 1 took red hair 10 be the mantle of goddesses.

Despite her being married and Osbore knowing her husband, Gilliatt; he set out to

seduce Osborne and succeeded in doing $0.
Penelope’s behaviour and my own during the weeks that followed were probably

grotesquely indefensible.
Osborne and Gilliatt were married for five years, during which time she gave birth to his
only natural daughter, Nolan. However, Osborne had an unpleasant relationship with his

daughter, He threw her out of his house when she was seventeen and they never spoke

again. According to Osborne, his marriage with Gilliatt suffered because of her

unnecessary obsession with her work, which was writing film reviews for The Observer.
1 tried to point out that it seemed an inoedinate amount of time and effoet to
expend on a thousand-word review to beread by 2 few thousand film addicts and

forgotten almost at once.

He also observed in her 2 growing prelentiousness.

*She wats to become increasingly obsessed with fripperies and titles ... She 1ok 10

calling herself “Professor Gillitt™.!
The strains in their marriage were further worsened by Gilliatt's alcoholism and her
spiteful behaviour, which was deeply felt by Osborne. This resulted in Osbore having
an affair with Jill Bennett. This affair was also followed by a swift marriage.

Their marriage lasted in @ unstable form for nine long years. which was reduced
to mutual abuse and insult with Bennett provoking Oshome, calling him ‘impotent” as
well as ‘homosexual’ in public as early as 1971. This was cruclty which Osbome
reciprocated, turning his feelings of biticmess and resentment about his declining carcer

onto his wife. B
Bennett's suicide in 19901 generally believed tohave been aresult of Osborme’s !Ej?cual
of her, He said of Bennett “She was the mast evil woman I have come across’, and
showed open contempt for her Suicide: -
:c wiis @ woman s0 demoniacally possessed by A..vanoe that she died of it.

How many people have died in such a manne of va;nce; h‘nus ﬁmﬂ‘;‘ t;:.:":cv:

ifeti A i and plagiarism. ’
gesture, after a lifetime of glad-1ags porrowings, thefl e

been oneof the few ariginal 0 PO o iy per, he spent alf the S

the nine years I lived b‘":;h“::nsﬂ,m:wk dressage lessons, that most intensive

bed, There was a shoet per?
course in aids to severe a4 . .
obituaries of Bennett and disagreed with

Os’yb‘myc scemed torelish in reading l:(;ﬁ‘;y ournlists nher
Nlnls Of lncn‘, Which wm wlnl mﬂfy pmr l dld e\.m‘h‘“g l

T ; hful of lav
.. sounding like a puppy with a MO ved, Indeed after we separated
but it eV 2 e, During & television

could to scrub up her diction.
3 & even wor
and she was oonsigned 1o lesser parts l:\;’:‘:'_"m shye was quite inOOl“pn'.hensive
Series,.. even by the pier-<nd standards '
and crigd out for sub-titles-

reissisim-
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Osborne signed off the chapter on Bennett with perhaps some of his most damning

prose committed to print.

Adolf [Osbarne’s nickname for her] has left half a million to Battersea Dogs’

Home. She never bought a bar of soap in all the time she lived with me. Always,

she cried poverty... It is the most perfect act of misanthropy, judged with the
tawdry, kindless theatricality she strove to achieve in life. She had no love in her
heart for people and only a little more for dogs. Her brand of malignity, unlike
Penelope’s went beyond even the banality of ambition.... Her frigidity was almost
total. She loathed men and pretended to love women, whom she hated even more.
She was at ease only in the company of homosexuals, who she also despised but
whose narcissism matched her own. T never heard her say an admiring thing of

anyone... Everything about her life had been a pernicious confection, a sham.

He finally concluded with a detestable image stating that his only regret is that he was
unable to defecate in her open coffin,

His fourth marriage was with Helen Dawson who was a former arts journalist
and critic for The Observer. This final marriage of Osborne’s lasted until his death, a0
seems to have been Osborne’s first happy union. Until her death in 2004, Dawso?
worked carefully to preserve and promote Osbhorne’s legacy. Osborne died’decply in
debt, his final word to Dawson was: Sorry. After her death in 2004 Dawson was buried
nextto Osborne. '

These details of Osborne’s disturbing personal life are important )
R 2 : as they are strong!y
reflected in hss writings, particularly in the play Look Bactk in Anger, ]nyl;g ;[ay, the
character of Jimmy Porter seems autobiographically inspired with ranti icion
general contempt for all. b
Osborne suffered from a serious liver crisis in 19 i ecame 2
diabetic. He needed to be injected twice every day. Dye to g;’a wia e ek his
diabetes, he died in 1994 at the age of sixty-five at his hone 1o P 1c200nS O
Arms, Shropshire. He is buried in St. George's churchyarg, (. <o "o €4
his last wife-the critic Helen Dawson. She died in 2004, Shropshire, along
Déja vuis the sequel to Look Back i i
was Osborne’s last play. In it, Osbome vn.::? the o g 25 Publshed in 1991 e
Jimy's anger isstill here, but ke Osbormeng gty ze eglf the Porters Iwenty years lat:d'
off with age, Jimmy’s anger is at best powerful in its m::; anger seems to have ¢
Some of the important works of John Osborne were - fonglc appeal.
¢ The Entertainer (1957) e
® The World of Paul Slickey (1959)
® A Subject of Scandal and Concern (1960)
® Luther(1961)
® Plays for England ( 1962)
® Inadmissible Evidence (1964)
* A Patriot for Me (1965)

ChEck Youg Proc
1. Who was John Osborne?




8-_3 HISTORICAL BACKGROUND

During the times when John Osborme wrote Look Back i i
: ¢ Back in Anger, the follo incid
were taking place in the outside world: R

COld war

Post World War 11, the western world got divided into two major power blocks: the US
and the USSR. The former was identified with the ideology of capitalism while the latter
was a socialist state. Between these two blocks, England could at best manage to secure
a st?condary position as a pawn of the US. This proved harmful to the confidence of the
nation’s spirit and gave a blow to the English pride.

Independence of colonies

Following India’s independence in 1947, many African nations also began to gain
independence one after the other. Therefore, people like Colonel Redfern in the play
found themselves in a peculiar situation with nowhere to go. The land they had ruled till
then had forced them to leave, and the land they had left many years ago, seemed

strange and different.
People like Colonel Redfern were people who felt out of place everywhere, and
through the character of Alison’s father, the playwright has drawn attention to such

pitiable yet annoying characters.
Political situation of England in the 1950s

In all, the English nation was battling external blows and internal turmoil. The successive
Conservative as well as Labour regimes could not do much to solve the problems of a

nation that found itself powerless in the middle of the twenticth century.
The glorious dream of colonization Was Over and England had to wake up toan
unpleasant reality. The problems of corruption, unemployment, class system and unequal

development remained.
Angry young men

David Hare said about Osbome
Itis, if you like, the final irony :m::
15,108  distrustful 0 !
R:::?Z ::;ank;ls.lsh public life an jmplicit assumption that the head and the heart
are in some sort of opposition. If someoae is clever, they get labelled cold. I they
ire emotional, they get Jabelled stupid. Nuhing_bem!das the English more (ha:n
someone who exhibits great feeling and great intelligeace, When, as in John's
case, a person is abundant in bath, the English response 13 totake in the washing
B and bolt the back door. ihan i
Ost W, cich dramai characterized by what later came (0 wn as
orld War Il Brkish i is one of the most important voices

i Osharne
Tation of the Angry Young Men o ¢ reflected in his political commitment

ing kg;"emﬁon because the intensity of his ange
akeen sense of social injustice:
The position of England Was peculiar after the ?econd “éof'-dh“é'; 1.,, thi
Mational politi - where the ‘sun had never set on the British Empire 1
4 e .1 being one of the most recent one (1947).
\ 1 apl 0 >
Fq gmning 10 lose colomes rap d'y w]a : g : e
Iwing India was a series of erstwhile colonies coming onto :

at his memeorial service:
governing love was for a country which
seem to be both clever and passionate.
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NOTES

The British common man soon realized where his country stood and a sense Of
betrayal began to setin. Morcg\'tr. England was faced with many internal crisis of its
own. An unrclenting class divide was realized by writers like Osborne to be a residue 9f
feudalism that still persisted in the minds of people. As much as Britain took pride i
being a democracy, the divide between the elite and the working-class persisted.

n the education system, it was more apparent than in other places. This was the
period when the white tiled institutions as they were referred to came up. These were
the universities meant for the common people unlike the prestigious red brick institutions
restricted to the elite few. For individuals graduating out of these colleges, life becam®
even more difficult. In the first place, the state dared them to dream and then squash
that very dream for them. Having secured a degree, acommon young boy or girl coul
aspire to white collar jobs, but at the time of reckoning, they had the ‘red brick’ graduales
to compete against. Comfortable and rewarding jobs had always been the privilege of
the aristocratic, and things still remained the same. These young man and women had ©©
struggle against a monstrous class divide that often led to frustration and therefor®
pessimism.

Jimmy porter’s anger is a result of this pessimism. He is a frustrated young mai-
who is educated, but runs a sweet shop. These are the men Osbome chose to rep
in his writings.

The important characters in the play are as follows:
o Jimmy Porter

o Alison

o Cliff

e Helena

e Colonel Redfern

CHECK YOUR PROGRESS
4, List the incidents that were taking place i ‘ : :
play Look Back in Anger was \m",itt.t:n.l SyE during the time whe? ®

5. How is Post World War I British drama characterized?

8.4 APPRECIATION AND SYNOPS|S :/_/

if

The story of this play concerns mainly Jj
marriage. Itis the story of a young unfm{ur:t‘: z.::::er and ks vaife Alon and::‘
the test of class divide time and again. Whose love s called upon '

The play opens with a fairly sim b
§ plc do S - . . i In
:::)lc nnd:!l;: men of the l;c;t:lsc reading the S:cn;l:;b::\:zp‘:x thel;v ife m;:eg;oﬂ "
roduces this impression of domestic peage S TR
From the first conversation between Jimm,?:l:(: xgmlbnge 't. immediately e o
develops through marital tension to the entry of an e e e
Helena’s entry into Jimmy's bed coincides wj Fatsider-Jimmy's second ¥ In e

. th Alison’s ex;
second act, Ali Y SON's exit use-
Son returns as a changed woman ang Helengy exi?:)frrn :rl: ihl:o hous®*
s from the hovs



The plot is centered on Jimmy, and it concerns all th in his ki
uﬁ'_ccled to some or the other extent by his unyielding angeesel?;ckpl; hl:nl{df: w'hu(: e
;;mon of Jimq\yandr\lison. and a suspect promise of peace between themy'm: cu\:cllus::
. uritl:.achcd with Alison's return at which point structurally, the second woman is made to
The other important character in Jimmy and Alison's life is Cliff, who acts as a
counter to Jimmy with his warmth and friendship towards Alison. The plot involves
action in the Porter household, with Jimmy as the ceatre and the two women enterin;
find exiling it at different times. A central feature of the plot is domestic tension thagt
involves all other characters such as Cliff, Helena and Colonel Redfern-Alison's father.
The sequence of events is linear with the plot maintaining causality. In the tradition
of naturalistic theatre, characters are well defined and explained together with their
physical features and behavioural traits. One event follows another and the movement
of time i teleological. As in the play Look Back in Anger, the two acts begin as parallels
to each structurally, with the same set of two men lounging in their chairs reading the
pm“awomcm’ﬁmdmcm lnmcpkx.dlmmmcwmwmsmuoduced
htenedauhccndoanOnemd throughout Act Two. In the

in the beginning and is heig
end, the dramatic tension is resolved, though the symbolism suggests it is probably short

lived.

CHECK YOUR PROGRESS

6. Who is the protagonist of the play Look Back in Anger?
7. Whois Clff?

8.5 IMAGERY AND SYMBOLISM

Imagery is anything that appeals (0 a0 of the five seases, like touch, smell or vision. You
might see the object or at times just imagine it whereas symbolism is representation of

anything with the help of an example.

8.5.1 Dramatic Techniques
enhancing the meaning and

Dramatic techniques are used by the playwright for ¢ ; :
understanding an‘:ongsl the audience. Some of the dramatic technigues used in the play
Look Back in Anger are 8 follows:

Jimmy and Alison refer to each other

e Ani : : In their conversations, :
asn];:‘;: mtﬁf,gel mpecti\ncly. Bear stands for male suenglh. and aggression
while the squirrel represens female fightincss d duum;n lhclu}"eoonvetsahms}
Jimmy and Alison often resort (o this imagery: €specit ¥ A
dramatic teasion. Jimmy's angeris associated with his masculine aggression and
Alison’s silence énn be interpreted 45 her subrrxission Tosplay prvthegics ¥ “h
sexual violence that is als0 suggested by thisimagery:

* Symbolism: There were many objects that were symbolic. Some of them were

as follows: : i e
. . with the scene of Alison at the ironing
0 'l-h . A bOﬂrd:Thc pmyownb \\l. : ; ;
bo:rﬁ::'iim Helena at the same in Act Two. T‘hc (;fonlng t:oard is
representative of domestic space with the woman inva ved in chores.

Look Back in Anger by
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| Look Back in Anger by While Alison is seen to be ironing clothes at the opening, the men are seenas

[ Jokn Caborne reading the newspapers. There is a clear demarcation of space between the

genders that is also representative of conservatism of British society. The

only scene where Alison appears to be at peace is when she is seen ironing

NOTES clothes. Inhabiting female space gives her a sense of comfort and security in

this set up of gender discord. Also, the difference between the papers and the
iron is the contrast between male intellect and female domesticity.

o Trumpet: In the play, the playing of the trumpet is never seen but heard from
another room. Jimmy's playing of the trumpet is symbolic of protest. When
Jimmy is absent from the scene, his presence is asserted by the sound of the
trumpet. When Alison and Helena are on stage, they discuss Jimmy whose
absent presence is asserted by the sound of the trumpet from the adjoining
room.

8.5.2 Characters

In this section the major characters of the play Look Back in Anger have been discussed
indetail:

o Jimmy Porter: Jimmy Porter is the protagonist of the play, He i ng
man who rails at everything from the upper class womzn {o mﬁl;:lné:‘gorym)lf:znd
homosexuals. He is dissatisfied with the political, social and cultural system
him and is critical of everything. Not a likeable character, Jimmy Porter has a
important place in the history of post War British theatre. Osborne made JimmY

stand up for all the discontent of his generation, and A Sy
an unbearable character. made him into a peculiar

I My is'capablg of verbal and emotional violence that he inflicts almost constantly
on his wife. He insults 'hcr parents, provokes her regkicly bot & ‘somewhcfc
dependent on her emotionally himself, He reveals his childhood exmeriences O
being alone with his dying father and his mother's betrayal inslill‘s)ea sense ¢
universal betrayal from the female sex into him, This Oedipal instinct can be s¢¢"
o be n.mmfwwd in his relationship with Alison as wej] as Helena. H ht;cks
Alison’s personal belongings in her absence g5 he e rof
betraying him to her mother, constantly suspects he

Helena, the other woman in his life, emotionally <at:
f 4 ¥ Y satis’ i . sth her
ootern T s v ey e
lowzn'dm;e ht::IsHpny T Ran attimes and disgust ang anger a?oll;cr {imes
im. However, onc may like o dislike Jimpmy i
anger, which is the heart of the play. ¥ but one cannot ignor®
e Alison: Alison is Jimmy's wife who serv
¢S as the punchi immy’®
anger throughout the play. From the opening scene 1o mc'?aihgug; ::5 a
of class and their relationship gets COmp?;:;:f_gct affected by their differenc®
contrast to Jimmy’s railings with her quie I many ways, Alison stands "

Alison's silence can be read in man

SO . Y ways. It coy .
who‘u' tired 9!' .ycllmg but has not given);p :md ‘l;:ebc the silence of somcil’:i
medium of hitting back. From a woman's refore has chosen ano!

hei : : n's point of vi .
choice as an instrument of resistance whey the l::nv::;r' this seems ahlzf»l‘ing
not give up §

Self-instenctional

-~ [ . |



even for a moment. For Jimmy, Alison's silence represents the indifference of the
people of her class who are so caught up in their self-satisfied worlds that they
refuse to acknowledge the trouble of others.

Alison's character undergoes much pain and suffering in the play as she loses her
child in her womb. On her return after her miscarriage, Alison acknowledges to
have felt what Jimmy always talks about-loss and suffering, In the end, Jimmy
and Alison appear to unite ata deeper emotional level than before.

o CIiff: Cliff is Jimmy's friend and partner in running the sweet stall and lives with
them in their house. He is close to Alison, and shows her sympathy and warmth
when Jimmy hurts her. His position is peculiar in the Porter household as he acts
like 2 foil to Jimmy and as a protector Alison. He admits that he finds the
menagerie unbearable but is unable to Jeave it because he loves Jimmy and Alison

very much.

Cliff is seen to be pulled into marital discord and is generally made to receive

Jimmy's sarcastic punches, yet he seems to be happy in the middle of it all. Jimmy
and Cliff engage in role playing and sing and dance together, also hit each other in
a typical man to man friendly manner. His emotional closencss to these two is
revealed at differcnt points in the play.

With Helena's entry into the houschold, CHff becomes upset as he sees the
unsuitability of it all in Alison’s absence. His character is important as he is a
counter to Jimmy's aggression with his friendliness and warmth. He is also the
neutralizing factor in the Porter household that is filled with acidic anger because
of Jimmy.

o Helena: Helena is Alison’s friend in the play, who also becomes the second
woman to Jimmy in her absence. Helena as a woman is different from Alison in
many ways. While Alison belongs to the conservative upper class in society,
Helena is an actress who s independent in her eamings and her thought.
Helena is sexually more assertive than Alison and untike her, rails back at Jimmy.
Her personality is a countes toAlison’s and wl]apS_cxler_ls her mglacmgm
in Jimmy's bed. However, Jimmy's relationship with her is short-lived and with
Alison’s reappearance, Helena feels a heavy sense of moral guilt and leaves.

¢ Colonel Redfern: Colonel Redfern is Alison’s father in the play. Jimmy refers

i iti i lwca:mlmduswdwhyu;esun;s
10 him as the leftover of the British Empire whoca
not shining for the British Empire anymore. For him, Colonel Redfern represents

futile reminiscence about 8 past that is dead forever. '
As a post war young man, Jimmy is able to see what the old men like Colpftel Redfern
are not able t y?u ﬁq cm; secthe end of the British Empire and the dec!mm.g place of
fitain in e:,'d lml‘ﬁyc He can sec the traces of colonialism and feudalism in modern
English qovéie,y gz('m:fauwr-in- ven relate to the present completely.
: : in Indi i le set
g Al his life, Colonel Redfern Was P:"nﬁdc;‘::‘:mb;‘:z g;;:::m 9497‘:“:’:;
J}?&hﬂd el ruled_ovcr ui::l]l:? an England that Was high on its nfle over one-
fo g unveal for him. He India, an erstwhile colony of

from
5 Urth of the world, and he came back defeated r
2lang,

i ith the loss
ack Lo wWas tr)mgtocometoleqnswu '

Icam‘tl: bg:p;e. [t was also no longer important in the
it e‘o Therefore, people like him were out of place

oy ¢ England the Calone
W, ‘e(’““fs and the destruction ©
™ international political €€
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NOTES

everywhere and chose to live in nostalgia. Itwas this class of people that Jimmy had no
tolerance for and he says he pities people like him,

Colonel Redfern’s character is important in the play for understanding the position
of people like him who are the fallouts of imperialism, Also, his background explains
Alison’s difficulties in adjusting with Jimmy's class of people. Her upbringing had been
narrow while Jimmy's life was out in the open. Colonel Redfern refers 1o his wife’s
interference in Alison’s married life and shows himself as an understanding and sensitive
Tather.

§.5.3 Themes

The basic themes discussed in the play Look Back in Anger are as follows:

* Class divide: Jimmy and Cliff are shown to be individuals who are very consciot$
of their class. Helena and Colonel Redfern are the other characters that represen

aclass of people different from Jimmy's. Helena is the new woman of liberalized
west who chooses her own moral codes,

The Redferns are the elite who seem to be indifferent towards Jimmy's class of
people and their problems. The playwright has drawn in charseters from differe™®
backgrounds and thrown them into situations of conflict and tension that reve®
their essential differences. The web of human relationships is woven aroun
‘class” in the play and the dramatic tension is sustained on these differences @
incompatibilities. Through this play, Osbome
mindsets of English people for whom
the society and the one that is

* Anger: Anger, 45 much as it
theme of the play. Anger is i
but in itself toe. Angeris

is also commenting on the feud:

] class is a reality thag cannot be erased from
I'“‘“’“m‘:"m] inshaping the identities of people-

is & mode of release for Jimmy is also an importa™
mportant not just for the object it is directed agai®®
negative emotion that feeds into the one possessing y
Lok B.:..r;_-fc in Anger has mostly been 'lrllE,a‘pm[.Ed for its tit) . Al Pasl
nostalgia and reasons for resenting i, However, the char o [‘E.'ﬂIECtb olpuﬁ-‘.‘f
cannot merely be seen as an instramen; of anger at things :;iq :fn; ETH.:.I' tout

his is & psychologically complex and e i 5
anger is as important as the reasons for i, onally devastated character, JimmY

Hi: P p o a1
many kinds on the people around him: ve 1 s makes hirm inflict violenc®

thal, emotiong] i

. : and psychological-

Timmy's character is powerful but repulsive because of b . ]ggn: o his
s anger. Osho

given the modern stage a character thy can . i
but has at the same time given a case s stand for his generation and "mhi“

Ly - .
mothers leaving his father and his Eruﬁu-itﬁ?;h;fﬁ; immy’s Ch“dmﬁ:
himself are some of the reasons that maje hirm an e £ a respectable ) ole
and selfish person. wnally hurtful, vulner®

Osbome’s play also explores the mar
: ; - y facets of . ang®
can _1ls:]f be an escapist route for frusirageq I:,;r al:f.'ﬂ m:\d the fact that ;ﬂ?hf
audience can ask the following questions: Ple like Jimmy. In the end-
o Du::s railing change things, or walking oy into the
o Isn'tanger that does not translate ingg, action i Streets?
. Poten; ted?
"I'here.fm'e. in the end, _th.e nature, strength ang effects of and wasted ik
questions to be delved into, *OF the anger remain intri#




Lovk Back in Anger by

CHECK YOUR PROGRESS Johm Osborn
8. How do Jimmy and Alison refer to each other affectionately?
9, State the themes that are discussed in the play Look Back in Anger. NOTES
ACTIVITY

Watch the 1959 British adaptation of Osborne's Look Back in Anger. Pay
close attention tothe ways in which Jazz has been used in the film (to intensify

Jimmy's angst).
D You Know
Look Back in Anger was re-made as film1989. directed by Judi Dench for
Thames Television.
8.6 SUMMARY

In this unit, you have learnt that:
o Look Back in Anger (1 056) is a play about a Jove triangle involving an intelligent
but estranged young man (Jimmy Parter), his upper-middle-class, impassive wife
(Alison) and her arrogant best friend (Helena Charles). CIiff, a friendly Welsh
resident, attempts to keep the peace. The pla)f was a success on the London
slage, and initiated the term *Angry Young Mcp to portray Osborne and those of
his generation who used severity and practicality in the theatre as opposed tothe
more escapist works of the past.
e John James Osborne was 2 distinguished English plawﬁgm. He was also a
screenwriter, actor as well as a vocal critic of the Establishment—the *Angry
Young Man’ of British theatre. Hi Look Back in Anger brought about a
revolution in (ransforming English theatre and enthusing new dynamism in English

v 1 would enable th ordinary people t
| e to

« Osborne saw thealre a5 & WeaPa which woukd enable £ 8

: l:])::c :::\me class barriers. He wanted his plays to be_a rjexncmbmnoe 9f
i d pains. O also brought about significant change in
:Ttual pl:as;x r:s a‘:e Ii)nfluc:-ncing playwrights such as Edward Albee and Mike

atre, - . 0 .
L:i ;‘m:l : (;l%‘o ::eoci\'Ed 4 Lifetime Achievement Award from the Writer's Guild

of Great Britain.
v ife are important as they are strongly
* Detai '« disturbing persond! P :
re;lcn::i:': O:mincs. paniculaﬂ)' in the play LaoL Back-m A.nger. }n this p}ay.
the Charalc':er of Jin\;y er seems au(obk»graphlcall)' inspired with ranting,
suspicion and general contempt for all.
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| Look Back in Anger by ® The scquence of events is linear with the plot maintaining causality. In the tradition
dotn Onlrnt of naturalistic theatre, characters are well defined and explained together with
their physical features and behavioural traits. One event follows another and the

movement of time is teleological.
NOTES

8.7 KEY TERMS

I

* Distinguish: Make oneself prominent and worthy of respect through one’s
behaviour or achievements

® Clichéd: Showing a lack of originality

* Libertarian: A person who believes in the doctrine of free will

¢ Reconciliation: The action of making one view or belief compatible with another
e Turbulent: Characterized by conflict

¢ Misanthropy: A disposition to dislike and mistrust other people

e Detrimental: Tending to cause harm

® Prerogative: Aright or privikege exclusive toa particular individual or class

* Semblance: The outwards appearance or a
the reality is different

* Demarecation: The action of fixing the boundary or limits of something
¢ Complacent:
achievements

© Liberalize: The act of making less strict

* Facet: A particular aspect or feature of something
* Rant: Speak or shout at length in a wild and i
¢ Lament: A passionate expression of griefor g
e Zeal:

pparent form of something, esp. when

Showing smug or uncritical satisfaction with oneself or one’s

Passioned way

Orrow
Great energy or enthusiasm in Pursuit of a cayge or an objective

8.8 ANSWERS TO

‘ R R e
CHECK YOUR PROGRESS’

1. John James Osborne was a distinguished En i .
and & vocal critic of the Eslablishmcnl_meg‘ ::;:y‘;; ':ght Screenwriter, ac:::
theatre. His play Look Back in Anger brough gbey, mgf Man’ of the Bnli,',g
English theatre and enthusing new dynamism in Englishq Sl
< i . rama.
2 Osbomc' : made a sngmﬁgam contribution towards the reviyg o by
rmaomkm]g it morc.Challcngmg’ m'.d ious and s erkomaa o :z lexsh themg’lm
na consttmr?ls of the Previous generation, gng turned the ped X 2 rds
language, theatrical thetoric and e€motional inlensity isoion [ov'Y

Osborne saw theatre as a weapon,

actual pleasures and pains. Osbome
the world of theatre, influencing
Leigh. He also received a Lifeti
of Great Britain,

i alsq broughy about 3 significant change in
me Acthjnghls Sch as Edward A lhoe and MiKE
CYEMment Award from ghe Writer's Gull




3. Dejavu is the sequel to Look Back in Anger and it was published in i X
was Osborne’s last play. In it, Osborne visits the life of ::: Porters twlegngg; ;:;: o B“fai"."o,”‘;i',;,”
later, Jimmy's anger is still there, but like Osborne’s own zeal that seems to have
cooled off with age, Jimmy's anger is at best powerful in its nostalgic appeal.

4. During the times when John Osbome wrote Look Back in Anger, the following NOTES
incidents were taking place in the outside world:

e Cold war
e Independence of colonies _
¢ England going through internal turmoil

5. Post World War II British drama was characterized by what later came to be
known as the generation of Angry Young Men. John Osborne is one of the most
important voices of this generation because the intensity of his anger reflected his
political commitment and a keen sense of social injustice. The position of England
was peculiar after the Second World War. In the international political scenario,
where the ‘sun had never set on the British Empire’, it was beginning to lose
colonies rapidly, India being one of the most recent (1947).

6. The plotof the play Look Back in Anger unfolds around Jimmy, and concemns all
other people in his life who are affected to seme or the other extent by his
unyielding anger.mphymdswim&eunm of Jimmy and Alison, and a suspect
promise of peace between them. The end is reached with Alison’s return at
which point structurally, the second woman is made to quit.

7. Cliff i the character who acts &s acounter to Jimmy with his warmth and friendship
towards Alison. The plot involves action in the Porter household, with Jimmy as
the centre and the two women entering and exiting it at different times. A central
feature of the plot is domestic tension that involves all other characters such as
Cliff, Helena and Colonel Redfern, Alison’s father.

8. With affection, Jimmy and Alison refer to each other as bear and squirrel. Bear

stands for male strength and aggression while the squirrel represents female
flightiness and charm. In their conversations, J m_\myja_md Alison often resort to
this imagery, aspeciallymmnulSofm_manc tension. Jimmy's anger is associated
with his masculine aggression and Alison’s silence can be interpreted as her
submission. The play resonates with sexual violence that s also suggested by this

imagery. .
9. The themes that are discussed in the play Look Back in Anger arc as follows:

o (Classdivide

® Anger

ND EXERCISES

89 QUESTIONS A

Short-Answer Questions
I. What questions did Osborme
2. Write a short note on the conce
3. Give a brief overview of the play’s
4. Discuss the character of Jimmy Porter.
5. Give a character sketch of Colonel Red
e Sd]—lmtturn‘unal
Material 243

raise through his waorks?

ptof ‘Angry Young Man'.
historical backdrop.

fern as @ man emblematic of England’s
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NOTES

Long-Answer Questions
1. Discuss the dramatic techniques used in the play Look Back in Anger.

2. Discuss the role of Colonel Redfern—Alison’s father.
3. Comment on the play’s autobiographical element.
4. Discuss the importance of the play’s historical setting with special emphasis 00

the Cold War period coterminous with the waning English pride.
5. Discuss the animal imagery and the significance of the game with which the play

ends.
6. Comment on Jimmy Porter’s tag as *the Angry Young Man'.
B ™

8.10 FURTHER READING
Heilpern, 1.; John Osborne: A Patriot for Us. London: Chatto & Windus, 2006.
Osborne, J.; Almost a Gentleman: An Autobiography, UK: Faber & Faber. 1991.




UNIT V: The Birthday Party by Harold Pinter

Structure

9.0 Introduction

9.1 Unit Objectives

9.2 Background of the Author
92.1 Important Events

9.3 Works by Harold Pinter
93.1 The Theme of Pinter’s Early Plays
932 Reception

9.4 Summary and Critical Comments
94.1 Actl
942 Actll
943 Actlil

9.5 The Theme of Protest and Subversion
951 Language, Silence and Pause
052 Language and Structure: Dashes and Pauses

9.6 Society and the Individual

9.7 Summary

9.8 Key Terms

9.9 Answers to ‘Check Your Progress’

9.10 Questions and Exercises
9.11 Further Reading

9.0 INTRODUCTION

was Harold Pinter’s first commercial production as a playwright. It
was a full-length play. He started 0 write this after his work as an actor, in a theatrical
tour. Those were the times during which, his lifestyle was in ‘filthy insane digs” (as
described by him). Later, he described his acquaintance with ‘a great bulging scrag of a
woman® and a man who lived in the sordid place. This cheap place of living became a
Prototype for a shabby boarding house for the play, the woman and her tenant, the
models, It also housed the characters of Meg Boles and Stanley Webber.

iece of work, The Room, was a play that had a single act. In The
4 on themes and motifs that he had also planned to use
for The Birthday Party, ™ addition to a few of his s ubsoquent plays. Pat of these
themes are the failure of language 0 function as & satisfactory 09 l o‘fcqnm‘umcauon,
the use of place in the form of 2 sanctum that is desecrated by intimidating Impostors

4nd strange uncertainties that shroud or Warp fact.
| also directed by Pinter. Tts premier show was

i .leng wis

'“"mr::ﬁcg:,’::rf; m“E':::;:‘d‘,) :?;th\ﬂﬁﬂtalre. on 28 April 1958. Ttachieved a lot
OfSuccess there and fles‘o incﬂs tour to Oxford- However, when Pderw ordered for
tbe moved o London and then be opened at the Lyric Opera }_kn.:sc in Hammersmith,
" Was reviewed harshly. This resulted in it closing down within a week. Of all the
"®Viewers. Harold H obsyc;n of the Sunday Times was the only one w'ho felt that the play
w"""Prmni’ R < ... Pi fer's wmkwas\et)’mglﬂa'fll\(}\\ms lllﬂnmfﬂdblurbmg

sing. In his view: 117 the timing of his review was not

ing . ; 'k eVer,
w drresting talent in theatrical London. Howe®
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sufficiently quick to benefit the production in any way. The show had already stopped
due to feeble spectatorship, which comprised one matinee audience of six and continuously
aggressive reviews. A large number of critics were of the opinion that Pinter was
struggling in darkness and was negatively affected of Samuel Beckett (Waiting for
Godot), Engene Iongseo (The Bald Prima Donng) and other avant-garde writers.

Soon after, Pinter was awestruck when in London the play was given a thoroughly
ruthless treatment by critics. However, he was aware that this was the first instance
when he had received negative reviews and it failed to dim his passion for writing:
Actually, his work became the dramatist’s first full-length *comedy of menace”. A group
of protagonists held Pinter’s status as a leading playwright who thought ahead of his
time. The productions that followed were reviewed more positively. These included the
play’s 1964 revival at London’s Aldwych Theatre and its 1968 Broadway premier at the
Booth Theatre in New York. By the mid-1960s, the growing admiration of drama and
the success of other plays by Pinter, including The Dumbwaiter (1959) and The Caretaker
(1960), had made up for negativity directed at The Birthday Party. Then, The Birthday
Party gained repute as a classic in the genre of drarma, a genre that was defined &
Theatre of the Absurd by literary critic Martin Fsslin,

9.1 UNIT OBJECTIVES

After studying this unit, vou will be able 1o;
* Discuss the life of Harold Pinter
* Comment on the works of Harold Pinter

. Su:mmm‘iz: and critically comment on Acts I, I] ang I of The Birthday Party
* Discuss the theme of protest and subversiop,

9.2 BACKGROUND OF THE AUTHOR

05e o kg
comfortable with his father, who was a dmn:-_mgm pe;}:ih&uﬁfaw‘"“ he was 1%
out, Pinter was mve.dﬁ‘r:rmﬂ’u_et:ity w%wm‘mwﬁmanﬁhlﬂﬂr];wnﬂ
when he was Iﬁﬂpmlﬂi from his parents, His lite works EI'EH;.I deal of i
pla:,rs., which included: The Bi-.l"fliufﬂl}l Pﬂm' The Cﬁ"ﬂfﬂker ‘;_:HFI‘ISEE[ t‘l.ln'm]:[}r..
Betrayal. He had twenty-one screenplays 10 his credit » The qumecamlﬁf.m"
The Go-Between, The French Liewtenant's Woman, et & Comprised The S¢
Pinter also directed twenty-seven theatre L
: ; ; . Productj e
Joyce's Exiles, David Mamet's Oleanna, seven plays :;ﬂSMs which included .m:*{"
own Flay's including his latest, Celeprg ion, pai with Imon Gray and many ©
Ko e i e T e o1
e had spoken ahuuthlm mmt a play to a fi5 e to write plays in
drama department at Ilinsml University. This frie;  found the Was an :mphﬁmﬂtlﬁ
Im}m'li];'i“ut::: o ﬂ?mﬂa}'m"}ﬂ"m" W“&mmrm@m?wpafd’“
the play, seript tobepftpamdmmemk Pinker rart: university to P !
esking him orejctthe Whole idea. Late,hesat down mﬁﬂi"ﬂi o et
playin



His hard work resulted in a one-act play which was titled The Room. This pla

::; large mmheraf:mﬁw that would poriray Pinter's subsequent wm,mﬁeg

outing circumstances which progressively featured menace and mystery. These
circumstances deliberately omitted the justification or motive for action. Further, in the
same year, Pinter built his style in another one-act, The Dumb Waiter. This was about
two coniract killers who worked for a secret organization. They are assigned to kill an
unknown person. In this second play, Pinter introduced humour, generally in the form of
wp@: trivial eonversation, The increasing nervousness of both the men is concealed
within this humour, Their conversation on whether it would be correct to say *light the
kettle' or ‘light the gas’ is full of crazy humour and terrific absurdity. The debut
performance of The Dumb Wiiter was at the Hampstead Theatre Club in London, in
1960, Pinter continued writing many absurdist works of art. These comprised The
Caretaker, The Homecoming, Betrayal, Old Times and Ashes o Ashes. He even
composed several radio plays and many books of poetry. His screenplays comprise The
Frenech Lifufﬂﬂﬂf"ls H‘EJ.I'H:JH, The Last n'f-'m“ and The Handmaid s Tﬂi@. Mﬂ.]'.ljl'
awards were conferred upon him. These awards included the Berlin Film Festival
Silver Bear, BAFTA awards, the Hamburg Shakespeare Prize, the Cannes Film
Festival Palme d"Or, the Commonmwealth Award and the Nobel Prize for Literature.
His rare approach and knack for building suspense and thil without being famboyan:
sarned him wtmost respect among the playwrights of his day. Harold Pinter passed
away on 24 December 2008, when he was 78. He had been battling cancer since a long
e, He is survived by his wife, Lady Antonia Frasct

3.2.1 Important Events

Yarold Pinter was borm on 10 October 1930, His father’s name was Jack and that of his
nother was Frances. He first experienced war in 1939, This was World War I1. The
arly times spent by him at Hackney Downs Grammar School are significant because:

« He came in contact with an English teacher, Joe Brearbey.
» He portrayed the character of Macbeth in an amateur school production, which
attracted reviews in the News Chrenicle.

These events mukplamrmmlwtulw'?.w

Pinter. Thereafier, he enrolled pimself in the Royal Acad A, durin
the autumn of 1948. In the early years of his life two incidents stood out distinctly, his

oen . h nlmm@mddnmaasanartandl-‘tispnmmfresisw_
w;':;“]j‘i“r;“:‘ﬂ's:f“  for Nat o refused toenlist and declared himself
i 3 con ler . - ace in October 1948, As aresult of this,
in 1949 ﬁuﬂim et tribunal and arrested and fined twice.
L . Ru:dﬁmydﬂmmﬂﬁﬁaﬂﬂn&ﬂmmpletdy
Following tis, be quit ' it smallroles on BBC radio. 1n 1950,

on read -ting, His career g0t

his ﬁ::ll ;ﬂﬁﬁiﬁmmﬁme in the form of Focus on Football Pools and
Wo of his I ublished i the August numb'?r of Poetry London. At one
poesms alsn g0 F with learning the art of speech.

b ) 1 occupied
Mt of time Harold thg@fzcmngﬁﬂnr speech and Drama, from January o

® altended (wo terms at the i i of
I : , bmﬁkmtmsmreerwasmmﬁd .
Uly 1951 This was the time that gave pinter the are and other classical drama in

hich was the most receplive age for
Academy of Dramatic Art, during

i akes|
ww Mc Masierto engage® 0 tﬂgageday iihaclingpfm‘ith'@- ing and consolidating
o 4, He launched on his first book, Dwarf,

his x For six months Pinter Was
> POsition j iterafure T
th SimLD“ in thf.:l 1:;}:1& uf litera Sramatic COmpATES His slage name

became David

The Birthday Farry by

Harold Pinier
NOTES
|
Self-Inemmeeinmal
Marerial M



The Birthday Party by
Harold Pinter

a8

NOTES

Self-Inyetiomol
Material

Baron and he married Vivien Merchant, who was his costar in Bournemouth. This was
on 14 September 1956. Since 1957, after the production of Pinter’s “The Room' at
Bristol University Drama Department, he never looked behind. Since this production,
Pinter has been played all over Europe, in the United States and in Russia too. Pinter
was the actor, director and producer for his own plays and also for those written by
others. Films were made, based on his plays and his association with production and

acting on BBC, Radio as well as television, had been a close one. His was astoundingly
versatile.

9.3 WORKS BY HAROLD PINTER

R

Pinter's complete collection that includes Radio, TV and stage plays is available in the
four Play Collections, published by Faber and Faber. A list of their publications sufficiently
contains all his works, The only play, which is not part of this list, is Celebrations of the
Year 2002. The publications also comprise his poetry and prose, Celebration and the
Room (London: Faber & Faber, 2000), Collected Screenplays | {London: Faber &
Faber, 2000), Collected Screenplays I (London: Faber & Faber, 2001), ‘C‘,”“.,ed

f:‘;:;f'f%;,m (London: Faber & Faber, 2001) and The Dwarfs (London: Faber &

Plays 1: The Birthday Party, The Room, The Dumb Waiter, A slight Head Ache, The

Hothouse, A Night Out, The Biack And White (short story), The Examinar: n:
Faber & Faber, 1991) 2 amination (Londo

Plays 2: The Caretaker, The Dwarfs, The Collection, Th " : ]
Trouble in the Works, The Black and White, Reguest Sm: I;,‘Z;;nrmém :s;d“;::x
Offer (London: Faber & Faber, 1996) ' o (o, ope

Plays 3: The Homecoming, Tea Party, The Basemen; La

» D . % 4 i ight,
That’s your Trouble, That's All, Applicant, Interview, p;, alo;l::;ap;'. Silence A;,:gfn‘
(short story), Old Times, No Man's Land (London: Fabe: o Three; feay 05

ré& Faber,
Plays 4: Betrayal, Monologue, One For The Road, Mountai 1997) o
Voices, A Kind of Alaska, Victoria Station, Precisely, The Nam Language, Fam™
Time, Moonlight, Ashes 1o Ashes (London: Faber & !.’ilber ew World Order, Party
1949-1977 (London: Eyre Methuen, 1978), + 1998) Poems and Prose:

Th
Methuen, 1978) The Trial (London: Faber & F:b ‘:'rﬂf;;; icreenplay (London: E¥™
Prose and Politics 1948 — 1998 (London: Faber & F- ) Various Voices: Poet™

v & Faber, 1998
9.3.1 The Theme of Pinter’s Early Plays

The Caretaker gave Pinter the break his

‘ g i $ career needeqd ;
serious attention, ‘wl_nch a playwright of his stature degm; c‘;ﬁcl’ this play, Pinter E‘."
theme ina more distinct way. Batty found a theme that wa . leer‘could present %
says; Thef Caretaker was a refined form of the the ik o COmmon in all his plays-’
force behind most of Pinter’s writing. Tt was poss concerns that was the driving

: ible to preci ) .

0 don'nnalc. ) dcﬁne. areas of territory and the abilil‘:tc: cly Cxamine human imp¥
Pinter’s early work, his plays, The Birthday Paryy, The leem in such things "
as }v_cll work of prose, Kuellus and The Examination gpe al{’:;"' and The Dumb %'f‘;is
fascination for violating presence and an intruding f ifferent expressions © i
environment have prominent marks of his dent 'ee. All these works, space ¢

Birthday Party, rotates around this simple prcnl:: es,';“hi_:f all his preyious plays: e
+ 1HIS prem

ise involves a tug of W



for superiority. between inhabitants and intruders of the territory. Goldberg and McCann
have invaded Meg’s and Petey's territory as they have come to keep them away from
S.lzmlc_y. Similarly, they are also invaders for Stanley. since they have come to take awa
his r?tuge, The main highlight of the tug of war between the individual and society is thz
manipulation of space and violation of territory.

9.3.2 Reception

When The Birthday Party came to fore in 1938, all critics united against it. The play
Sl}ockcd reviewers, when they first saw it in London. *What all this means only Mr
Pinter knows' (Manchester Guardian Review, 29/5/1958). The majority of senior critics
inclusive of Kenneth Tynan spoke on the play. Tynan defined it as ‘a clever fragment
grown dropsically, with symbolic content, & piece.... full of those parancid overtures that
seem inseparable from much of the avant-garde drama’. This observation featured in
The Observer of 5/6/1960. After two years. Tynan, accepted his failure to recognize the
quality and promise of Pinter’s The Birthday Pariy.

Harold Hobson stood out against the flow of opposing criticism: he acknowledged
the dramatic power of Pinter, announcing, *Mr Pinter, on the evidence of his work,
possesses the most ariginal, disturbing and arresting talent in theatrical London’. Herber
spotted a unique vaguencss and unconformityin Pinter’s plots. The feature which people
regarded as ambiguity was the highlight of Pinter’s success and charm. Catherine [tzin
and Simon Trussler, who worked in close association with Pinter, as directors of the
production of his play recollect their first response 0 Pinter. ‘Michael Godron sent me
The Birthday Party when it was first going to be done. I didn't know who Harold Pinter
was but IHiked the play immensely’.

Peter Raby has traced change in the reactions of the public and the critics towards
Pinter. To begin with the response of the academia, Raby says, 'If Pinter was embraced
warmly and relatively early by the academia, he had been treated a little more erratically
by theatric critics. The Birthday Party foxed them in the 19505 with the striking exception

of Harold Hobson, who had the benefit of secing The Room in Bristol. The Birthday
trical literature that was a challenge for the director, actors

Party was anew type of thed e
and the audience. Audience at Cambridge and Oxford were not affected by any criical
e roqan was poskive As your pas b 8 U0 sk

adjusted to both, early Pinter and successive shifts and developments in his work.
Batty remembers that The Caretaker, received later i.n_|960::/:; “"C:‘n;ed very
Positively. It was portrayed asa fascinating and uncomprot! mg:m‘ : ar:w‘ :vafr:n
indication of a kind of masterpiece. He says that the reason hi rcs.po iV : Th:

Birthday Party carlier were negative V&> the shock with which it was TS
y Party carll characteristics. He also

Shocks stemmed from its allegorica! structure and caigmatc : :
"‘membci:lt’hani The Birthday Party: which signified Pinter's first major entry into the

theatres of London West Ends. W35 recipient of critical backing and snobbishness.
CuECK YOUR PROGRESS
old Pinter.

written by Har .
» reated, when it appeared in

1. Name any two plays 19587

2. How was ‘The Birthday P arty
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9.4 SUMMARY AND CRITICAL COMMENTS

9.4.1 Act 1

The play opens in a living room set-up of a house, in a seaside town. The room is almos!
without any furniture or any artificial look. As seen by us, the room has a table and
chairs and opens into the kitchen, The kitchen has a hatch, which Meg, the lady of the
house, uses not only for transferring things but also to converse. The first scene introduces
the following two characters, Petey, the husband and Meg, his wife. She talks to Petey
through the hatch, as he comes into the room, sits on the chair and starts read the paper
that he has got with him. The start of talks between Meg and Petey is about cornflakes,
fried bread and the news in the paper. This conversation is pretty dull and routine. They
live in harmony and are not persistent in their thinking, The blending of the difference
between the awful food they have and the silence of serving it, is funny. Questions from
Meg like, *Are you back? and “You got your paper? indicate that she is willing to start
aconversation. She has seen Petey walk in and read the paper, still she begins questioning:
although aware that he will not be answering them; the conversation is as routine a5
cornflakes and bread. Petey's answers to Meg are generally in the form of ‘yes, the
cornflakes is nice; outside is nice”. The next question from Meg asking if Stanley WaS
up, also lacks relevance as she is aware that Petey has not seen him, since, he had just
walked in: Meg wies to caich Petey’s attention, she desires his appreciation of the breakfis!
served by her and shows no hesitation in appreciating him for having read some nice bit$
from the paper. yesterday.

Her ignorance in comparison to Petey is evident with her ‘O 1" cr
that "it gets light later in winter’. When she picks up sock:elro(;:n‘dwt:e“ 4 lflll'(:l:"‘
simple chores carried out by both of them confirms how simple the fam'lc £ a;hc first
scene shows some of the methods that Pinter uses for creating the at i ';’ of his
choice. According to John Russell Brown, the play had “U°°eededgbec mosphere peins
and silence used by Pinter. “The play starts with silence and the twj Qe e tion
of Meg, who is far behind the stage is answered by Petey only inlc'c repe':aled unS -
three questions sounded repetitivy .
d'mclu‘:e their actual motive?c eatfists. However, Progressive changes to the 107

Meg shows that she is curious about the name of the
ababy. She also exhibits her immature wi ;
alittle boy is also evident. Her way of mmﬁxiaggaﬁby girl. Her wish ©0 h:::ﬁ
In the meanwhile, Meg and Petey have talked about Stanle amiable comic characn ]
whom Meg is concerned about. Itis worthy to consider Ni ¥ Who lives with them oS
about their simple household: 1gel Alexander's observall

“The opening sequence opens 4 ga

: : ! P between the aspiras (5

PR i ; 1 acte
ar;d d\eu“ib’ehl;a'_/ufr t:’)?l is maintained in increasingly Painﬁlli}ash'om of the ch't‘lé“of he
play.... Litestablishes is a domestic routipe of almost kil on until the e s
enquiries sa:m:lblhc mﬂnkes and her interest in the girl ;):::8 ?hmdom yet M :pe .
m‘?ﬁ wiﬁ: st?o: the 10 Lady Mary Splatt indicyye great ey ke nc: S!ph“"c
) Withering of age and the seajiy, o Expectations thal © .
that she sounds like a silly old woman is fhy £ ol custom, One of the rea™ e

i
he
of

girl, who has given birth

enjoying providing breakfast for her hush, s vocabulary s stil] that of & b"
s sband and look; §
hopes will be a bay. Her unquenchable fo, Ing forward to the baby that

A ’ Iy and h :
good intentions have a quality of heroism,ywhichp‘f‘ley S resigned acceptance ©
audience.’ Surviv

€S even the laughter of



Petey says that two men came to him on the i i
could stay in their house for two days. When Meg'::sa:sh wu:ﬁnlﬁm::ll: ‘lhu;:':em)ey
that he said nothing and that they will be coming again to find out. The repetitive u e
and shon answers indicate Pinter’s manipulation of language as he wills, M g ::xnons
and avid desire 1o be socially approved are evident in the conversation limt f’(g)llows-my

Meg: Are they coming?
Petey: Well, they said they would
Meg: Had they heard about us, Petey?

Petey: They must have done.
Meg: Yes, they must have done. They must have heard this was a very good boarding

house. It is. This house is on the list.

Iivespective of the fact, it is obvious that Meg wants the house to be on the list. She also
fantasizes of succeeding as an enterprising boarding house owner. The irony is visible
when it is known that there is no one besides Stanlcy Webber who s staying at the guest
house, “The house on the list" also has other implications. Meg is prepared for visitors.
She has room ready for them. This was not expected because earlier, there were no
guests at the boarding house and Meg had no clue of them either, Her willingness for
Goldberg and McCann also shows that the house is destined for what follows. Meg than
says, that she was going to wake Stanley. Her words show her concern for him. When
Petey talks about a show, coming t0 the town, she immediately thinks of Stanley. She
reacts that Stanley could have been init. had it been on the pier. When Petey tells her
that Stanley had no role to play in it because it was a show without dancing or singing,
she is completely shocked. How coulda show be without singing or dancing?

Meg had liked to hear Stanley playing the Piano. As she remembers Stanley, she
decides to call him down. Petey's asks if she had taken him a cup of tea and if he had
drunk. This shows that this is Meg’s daily routine, s is her routing of waking him up.
Her style of calling and waming sufficiently establish a decper affection in Meg for

Stanley, than a landlady would generally have.

Petey: Did he drink it?

Meg: | made him. I stood there (il he did. I am going to call_ him. Stan! Stanny! Stan!
I'm coming up to fetch you f you don't come down! I'm coming up!I'm going to count
three! One! Twao! Three! I'm coming 10 getOU:

Finally. oo reaches Stanley’s room. <he exhibits no formality. Stanley’s
Shouts n::iall:;cngi ]Zl:,rm:- inform us of het being infami_llly ghysic‘a.l. (When she returns,
she is breathless and arranges her hair). Petey has & quict disposition and woulfl never
"tbuke Meg; he greets Stanley witha good morning and remains cal;: :tl)llthfl wm:(,‘ 1;:
Characier of Stanley is unsuccessful unshaven, undisciplined and s g I" y rm ; & ©
' Wearing a pyjama jacket and glasses Itis not e4sy tojudge Meg s| f: ings for Stanley.
i;‘e reproaches him all the while and heis impudent with his negative responses.

€a: S at last, has he? He's come

Sanley; 1 gigy leep atall
you hear that Petey

Me :
8 You dj A all? Did
I did not sleepat all? D! o ke a good boy Go

SUppases q
se? Now you eat up thos¢ € { :
Meg reprimands him like 3 child. Stanley feases her likea friend.

down at last for his breakfast.

Too tired to cat your breakfast.
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Meg: What are the cornflakes like, Stan?
Stanley: Hoerible,

Meg is disgusted, Petey had praised the same flakes some time back. Even the
advertisement said that they were revitalizing.

When Stanley recommends that be goto the second course. Meg instantly responds.
Moted that when Meg eriticizes Stanley, she always addresses him in the third person. #
‘he’, even when she is talking to him. The dialogue between Stanley and Meg has a very
delicate comedy, griping you though the situations and the characters are dull.
Stanley: No breakfast. All night long Ihave been dreaming about this breakfast.
Meg: [ thought you said you didn’t sleep.
Stanley: Day dreaming. All night long.

He cautions Meg that he would goand have breakfast at one of the elegant hotels of the
front, Her instant response is that he wouldn't get a better breakfust there.

Peiey gives no opinion about food, weather or people. When Stanley questions
him about the weather, his simple response is that there was a good breeze blowing:
without calling it cold or warm. He supports Stanley when Meg refuses 1o give il
breakfast and goes back to work, without tea o any word of complaint. Stanley criticizes
sour milk and holds Meg responsible for Petey going away without havine tea.

The conversation between Stanley and Meg is pleasant and affectionate.

The scene where Stanley and Meg are alone reveals a bit of their relationshiP
Nigel Alexander describes itas normal concern assorted with Meg's sexual awaren®
of him as a man.

“What is unusual is the use of this comedy to provide informati i« infiormnatio?
helps the audience to predict the relationship between Meg a“dmg{;r:::;';fm his

appearance. Her frustrated maternal sexuality is clear dn 1 kel
. . » dangerously unstable an ;
to explode. Stanley's framtic flare-up has been predicted alt ¥ T
unexpected’. houg

Stanley carries on rebuking Meg. He even taunts her abony the boarding house-
Stanley: Visitors! Do you know how many visitors ) - et
here? Meg: How many? ® ¥ou have had since 1 have
Stanley: One,

Meg: Who?

Stanley: Me! I'm your visitor,

The sentence from Meg is a significant repetition of g, : opleg”
does not have to try to draw Stanley’s : N h;:uw being ‘on the I“"j[‘ _h.':jn i
- L15 natural, Her objec™ . ..

 SuEpeg - i
conveying that he could not reach for her. She W;gi?;tﬁraﬁgphﬁsn?ﬁr?ﬂﬂﬂ
tanley hi

di.hLTmﬂ'.'l': yel her remark I!||'|:'_'I|J ‘e bad® sounded
more loving and indicative

Meg ruffles Stanley’s hair as she passes Whil:ﬁi?;:gui:m ke *,:,Euﬂf‘
immediatcly aficr rebuking ber, Stanley admits his g “ d' ows her arm away. HD., "
know what I'd do without you Meg. You don’y demP:; Eice on her by saying: y
of it. You succulent old washing bag," though.* Then he says



Meg: I'm not! And it isn’t your place to tell me if Tam!

Stanley: And it isn't your place to come into a man’s bedroom and wake him up.

Th:)esc lines sh?w how Stanley was woken up by Mez. Meg’s is not satisfied with only

. r housekeeping and cooking being praised. She desires to be courted and pursued too.

She wants Stanley to praise the cup of tea and also say that she was desirable. She

1gnores Stanley’s attempts 10 0ppose her and she tries to get him to respond. Try to get

the hidden meaning of the following conversation.

Meg: Stanley! Don’t you like your cup of tea of the morning- the one I bring you?

(and later)

Meg: (shyly) Am I really succulent?

When Stanley says that he would prefer hertoa

that.

Meg: You're just saying that.

Stanley's declining patience and Meg's increasing sensuality ultimately ends with Stankey's
hoerible. Obviously, he is tired with Meg's

eruption of disgust, He discards Meg's tea as
overtures. He suddenly becomes a formal guest and reminds her that he was only a

boarder.
Stanley: (violemiy) Look why don’t you gel this place cleared up! It’s a pigsty. And
another thing, what about my room? It needs sweeping. Itneeds papering. I need a new

oo,
Meg:
afterncons there.

Stanley irritatingly recoils from her. He goes

Meg continuously pursues Stanley erotically.
a cigarette and tickles {he back of his neck. The sinistet inclination of the guests, whom

Meg refers 1o, is clear as she announces their chances of coming, Stanley’s fear of

being found and hunted down is clear when e does not want to believe Meg. He is also
{ them. Stanley seems 10 know them when

anxious to know their names and more abou .
he wants to keep them away from the house. His nervousness is extreme when he asks,
“why didn’t they come last night. if they were coming?' It was possible that he was
temporarily relieved thinking that they may not come atall.

When he addresses Meg a5 Mrs Boles his breakdown is evident. He becomes

weak and all his responses are grunts. He groans, falls forward and holds his head with

his hands,
bty Meg is kind and skillfu} with$
to play it again. She tries COMIC, _
that Stanley’s fears are related tosome guilt of his past ‘
aﬂm Stanley talk about his past, we know about his carcer s a pi
aborted concert. Surprisingly during this conversation, '
st
Stanley is so much affected by f the twomysteriou
safe haven. o
As Stanley is intrigued by the new visitors, We wonder what was troubling him.
eg fears Stanley going aWaY:
;h;'leg: But you wouldn't have 1089 awayif
"ano on the pier.

cold in the nose, she dares him to do

(Sensual, stroking his arm) Oh! Stan, that’s & lovely room. I've had some lovely

out and quickly comes back with a cigarette.
Stanley’s anger is clear when she asks for

ommends his Piano skills and coaxes
sed and sad. Mark Batty believes
life, which he is evading. As Meg
anist and about an

tanley. She
heis

the fear 0 s men coming to his

you got ajob, would you? You could play the
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His past success and failure are connected with his piano skills. Stanley's reference
10 his carcer as a pianist is both, comic and pathetic. The drama lies in the sequence in
which Stanley makes these statements. Later Meg, says that she enjoyed watching him
play the piano, she repeats his story about the concert and is funny in getting the details
wrong. She dents status still further when she gives him a toy drum for his birthday.

Stanley’s daydream of his success in the past can be considered tragic, because
now itis lost. Nigel Alexander finds Stanley's frenzied outburst logical to Meg and his
relationship with his own parents.” His relationship with his parents has been uncasy. As
he talks of his “great success’ (the concert at Lower Edmonton). ‘My father nearly
came down to hear me. Well I dropped him a card anyway. But I don't think he could
make it, No 1 lost the address that was it.”

Surely, he does not want to recognize himself as the son and lover of Meg's
desire. His fury has always been part of his history. Stanley has no precise answers 10
Meg's questions. He has no specific reply about the place and payment. * At Berlin, it is
afabulous salary and all found. Then to Constantinaple, Zagreb, Viadivostok. it is world
tour with flying visits to what's its name. What is the name is the question.” Stanley
keeps Meg spell bound by the narration his concert at Lower Edmonton
champagne that night, the whole lot of them. So far, Stanley's ascens
towards a throne, but this is immediately followed by a fall, Stanley talks of beine crowned
the King of Artists and then, 2 victim of a conspiracy. Stanley’s faq b

: ; her coul see the
great splendour and adoration. Was it because the father did not turn “P"L\Ihfn;u:\cre any

impact of his father's absence? Why did Stanley initially s 1 sent hi

when he had lost his address? Did he even have the oy sttt don b wekt
between them, before the concert. There are no ans
play is enjoyed.

. Everyone had
ion suggests a rise,

address or was there no contact
Wers 1o these questions, still the

Stanley now confides in Meg. He wants 1o talk
was appointed to play in another concert, of which he d
The space is now vague and unidentified, When he w
They wanted to subdue Stanley. He hates the v
identity to settle his score with them. He tells Jac
but we are not told who that Jack is,

about their bad treatment. H
OES Not remember the location-
entlo play, the place was deserted-
hole thing; he wants (o know theif
k that he can collect that information

Stanley’s coarse words to Meg, *You're just <
cracking words of fear suggest a threat, Meg‘sjenlr::t;:d l\)ulece Of rock s
Stan. You stay here, you'll be better off. You stay with % ords D L awa)';_
concern as well as fear for Stanlcy. Stanley slubbomly m&:‘?kj Meg', are woftfso"’s
who were supposed to arrive, or any enemies of s fear, sbout the viif

His joke about thei S

Is joke about their arrival today, with 3 w .

at'v:nlion away from the men who are coming, The};::l berrow IS Strange, It diverts our
tried to nullify Meg's fear, PEMSE persists though Stanley 145

Lulu comes when Meg is gettin .
part of the extended family of Mciv andgp:?;,i\rzr;::; ;humﬂg Lulu is a neighbour afng
that was kept a secret. All through Mrs Boles and Luly Ushe had bought some(hl“o
the door, trying to listen to what they say, S conversation, Stanley sidies

The conversation betweén Luly and
but not simple. Lulu’s remark that the room
Stanley when he says that he had sanitizeq it
and baffling people with small lies. His Story

fvt;:lsct)i’f:'hcr Meg’s departure is inI'U"“ill

that N 2ets an alyyrd response fi¢

o Lute 8 Stanley carries on cheati”®
it about being 4t the e at half-P**



six in the morning, before his breakfast, was a lie. S
N $ . Stanley knows that Lulu knows
his lies and Lulu knows that Stanley was aware of it. " g
Lulu’s nearness with the Boles family is ascertained
hen she enters th
She tells Stanle e it e
y that he should shave and h ;
i goieii change. She indirectly tells us that Stanley
o *‘Don’t you ever go out?— I mean what do you do, just sit around the house all
km);; ;ng— hasn't Mrs Boles got enough to do without having you under her feet all day
Stanley shows his presence of mind as well as a turn of phrase, The second
retort, after * | ——in the room this very morming, I always stand on the table—when
she sweeps the floor is followed by the ‘where” and ‘no-where game of words between

them,
When Lulu goes out, Stanley inspects himself in the mirror. When he looks at

himself and washes his face, it shows that he was affected, though he does not show it.

McCann and Goldberg arrive when Stanley is all alone. He sidles behind the door
and avoids as far as possible. Goldberg and McCann come in through the rear door.
Goldberg has a briefcase while McCann has two suitcases. Stanley has by now sneaked
out. Mystery and suspense rise when McCann asks Goldberg if they were in the right
house for he saw no number on the gate. ‘T wasn't looking fora number”, says Goldberg,
which means that he had found what he was Jooking for. Goldberg’s clearly commands
McCann, which is evident from his speech. He has brought MeCann for a holiday. He
tells McCann how to relax, “The secret is breathing. Take my tip. It's a well-known fact.
Breathe in, breathe out, take a chance, let yourself go, what can you lose?'

Goldberg knows that McCann's is uneasy tries to restore his confidence. He
remembers Uncle Barney, whaois his ideal. He nostalgically recollects his visits to the
sca-side resorts, Brighton, Canvey Islands, Rottingan where he went with his uncle,
every second Friday of the month, Goldberg finds words insufficient to describe the
enormity of the man and adds, ‘he was acosmopolitan’.

Three things emerge in the scene petween Goldberg and McCann. The first, that
Goldberg had a son ‘who used to carry a few coppers, for anewspaper, probably, o see
how the M.C.C was getting on overseas’. He himself never carried any money; he only

carried a good name, as per the advice of his grand uncle Bamey. The second thing we
mity and power of his position. We also leam about the

learn about Goldberg s the €Ror
trust hetwwuiimn and Goldberg. Goldberg has done alot for McCann and McCana
has proved his trustworthiness- -
Goldberg’s formal attitude and address in the nature of their
gives a professional look to the entire situation.
Goldberg points out the similarities and dlﬂ'a;;loes
businesses, Goldberg continues 10 speak when Meg wb .
Mannered with her. Goldberg asks Meg what her hus kad b
Ielevany since Goldberg has met Petey carlicr and asked hi
M ing house.
G €2: Very pleased to meet Yo
N Oldberg: We are pleased (0 ME¢t
fea: T
G “8: That's very nice.
Oldberg: You are right. How often

present occupation

betwoen his current and previous
alks in. He is polite and well-
id. The question seems
about staying in their

you LO0.

do you meel someone jts pleasure 10 meet?

The Birthday Party by
Harold Plnter

NOTES

Self-fnstrucrional
Marervel

155



The Birthday Party by
Harold Pinter

NOTES

Self-Tustrucrional

advantage of Mr and Mrs Boles. He is persistent in defending himself, telling them that
there was nothing for them in that house from any angle and that as for him they were
justa dirty joke, they did not matter to him.

Stanley's defiance of them and his attempt to get an advantageous position fail.
Stanley is first graciously asked to sit, when he declines; McCann and Goldberg tum
slightly firm till he finally gives in to McCann and sits. Their attitude gradually turns more
intimidating, infecting the viewers with Stanley’s nervousncss. An interesting thing in
Pinter's novel method of portraying characters is the concern it can gather for the non-

hero protagonist, despite all his flaws. Stanley can neither be trusted, nor be hated and
yet no one wants to see him harmed. Everyone wants him to be safe.

Stanley does not get intimidated by Goldberg and McCann. He is daring and does
not hesitate to reject Goldberg's authority when Goldberg tries to dominate him, Stanley
tries everything to frustrate them. But Goldberg and McCann are unyiclding; they ar¢
determined and use every tactic to control Stanley.

Stanley's test begins on the most chimerical base. He is blamed with getting 00
everybody's wick; he is accused of treating the young lady Lulu, like a leper, He is asked
to explain why he forced Petey to go out to play chess and drive Meg crazy. Irrelevant
questions, such as where had he gone yesterday and the day before? What did he wear
last week? And where did he keep his suits? Follow. These are meant 1o intimidate an
weaken him. The comedy gradually transforms into a crime thriller. Why did Stanley
abandon their organization? Goldberg's mention of the *old mum® an

§ da *personal hurt’
hint that he may have kr'xown Stanley more closely, or may be related to hli);ml(;?wcver-
Stanley's response indicates his carelessness. After a ridiculoys exchzmg(; of words:

meant to keep ridiculousness of the play intact, the dialogue is restri

i ; - stricted to short sentences
as in the case of a pursuit. They are hunt : o
and weaken him. = ¥ nting Stanley and the words are like darts to injurc

Stanley is accused of his wife’s murder, then of esca
beginning of the conversation looks like a hide and

Goldberg: Where did you come from?
Stanley: Somewhere else

Goldberg: Why did you come here?
Stanley: My feet hurt

Goldberg: Why did you stay?
Stanley: | had a headache

Goldberg: Did you take anything for it?
Stanley: Yes

Goldberg: What?

Stanley: Fruit Salts

Goldberg: Enos or Andrews?
Stanley: En-AN—

Ping from the wedding itself. Th¢
seekofwords;

Goldberg: Did you stir properly? Did they fuzz?
Stanley: Now-now, wait you

Goldberg: Did they fuzz? Did they fuzz or digpy they fuzz2
729



All questions end with the verdict that Stanley had been disloyal to the organization.
Goldbcfg asks one last question which confirms that Stanley was part of their group
Stanley is caught, when McCann takes his glasses away. More questions evoke memodes;
and confirm the places Stanley is linked to. Stanley had washed the last cup at Lyon's
Corner house at Marble Arch on the Christmas before last and his old mom was at the
sanatorium.

What was the reason for Stanley Jeaving the girl he was about to marry, why did
he not come to the Church? Goldberg and McCann try o trap Stanley with their words.
Staley is being victimized by words that are weukening his will. They arc targeting his
sensory nervous system and diminishing his power to resist.

What was the reason for Stanley to change his name? They do not find Stanley’s
answer to be funny. He had changed his name because he did not remember the other
one. The answer sounds like a lie. Joe Soap is his new name, which he gives them.
Goldberg calls him a sinner.

The most critical question asked is if Stanley recognized ‘the external force’
qualifying the external force with ‘responsible for you', *suffering for you'. When Stanley
breake down. Goldberg and McCann consistently bog him by strange and confusing

possibilities and ask him to solve problems that have no solution. One such weird question

was whether number 846 was a possibility or a necessity, or both.

McCann's job is to contain and force people to toe Goldberg's line and to endorse
Goldberg's ruling as well as implement it. Goldberg’s ultimate declaration of what he has
been trying to assert is revealed by his words, ‘Right! We are right! And you are wrong,
Webber, all along the linc. McCann supports him withan endnote, ‘all along the line.

Stanley is now being morally accused: he is called the root of contamination of

womankind and also a lecher. He will be avenged for this. The following questions

increase Stanlcy's nervousness to the level of incoherence. The continuous questions:
“Why don’t you pay the rent? Why do you pick your nose and _wha!’s your trade?",
become rapid and more frantic. He is questioned about history, cricket and gossips and
end up with the typical riddle about whether the chicken came firstor the egg.
Goldberg and McCann bank on Stanley's failing senses and nerves with expletives
of *he doesn’t understand! He doesn'tunderstand! He .wasaunnor‘lomc cloth (the one
he uses as pyjamas) and that he had manipulated his birth sheet (sin of incest). Stanley
*s punishment was due for betraying the country, deserting or killing his wife, sins with
women, ctc. Stanley's secms helpless, at utier Joss and in extreme need of help.
Stanley's abrupt outbreak when he kicks Goldberg in the stomach is followed by

is SRS : .« head to protect himself, with McCann on his heels.
Ut running with 8 B by e 005 pormal only when Meg arrives. She Jooks

Goldbe ins calm. They ry t© I ; 3 :
fidiculorugs i:rl:\u:m‘;sks McCann how she Jooked in er party dress. e c{\mus:sr_n
looks imbecile, Goldberg's words et his culture; he praises her S"Peff*"a“géd :':Z
€qually well-mannered to Petcy and Luluand iiqmdc lf?:ms hs);amly \?ye ll‘n':i:lly Meg
inevitable, Goldberg's aughtiness 24 egreflec e
; ; . : tite for admiration and

Was g i Jadioli. Meg s has astounding 8PP

3 ptgnP. now she seems :n sw  immediately. He asks for every fight to be turmed out

rienced Goldberg kne ike that of a dream.

and ey : -« torch on, U
lls McCann to switch his 1r¢ Kind words, thougha deception, are effective.

'S . ino voice and . ]
ngg?ﬁfn:fr m:;:lz‘:‘ﬁd make them confident. He coaxe:‘ M:vge: ;a::s a ‘:;a‘s;
When she is nen!:;xs. he tells her 1© speak from the heart. He

He is
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reveal her real feelings when she looks at Stanley. Goldberg also deals with the stage.
Just as Meg is about to start her speech, he tells McCann to shine the light on the
birthday boy. instead of Meg.

Though there is simplicity in Meg’s speech, it not only reveals her feelings for
Stanley but also shows her womanliness. As her speech is spontancous, the words are
liberal and sincere. She describes her long connection with Stanley. She openly praises
him, ‘he is a good boy, although sometimes he is bad’. Her affection for Stanley i
undivided and no one in the world knows Stanley better than her, although Stanley does
not believe it. She publicly announces her absolute love for him; she could do everything
for him. Meg's emotional sobs, when Stanley is there on his birthday reveal her gentle
feelings for him.

She shows that she is glad because of everyone's (Goldberg and McCann) presence
there that night. This is an irony in context with the incidents that follow, When Lulu’s
comes to the party, enthusiasm is added to it. Stanley is made to sit as Goldberg speaks
on how valuable true feelings are in the life of a man. He exhibits regret on mi:sing the
age when he could express love, feeling of cheerful friendship and affection without
being ashamed or self-conscious. He shows that he is happy at havin 2 heard Meg’s
toast to Stanley, which was not common in today’s world, with its sincerity and deep
sentiments. He was happy to see that love is still alive in a few hidden oomch He again
speaks about the things he cherished in life. Goldberg believed that life qh'm_"d have
quality and not just be long. His belief is in living close to everything oﬂbr;d by nature
and enjoying the plain joys of man’s labor and toil. His definition of recrea[ionyig g
humour, a day of fishing and some gardening, He had even constructed a n.h;usc-
Goldberg abruptly moves to the other joys of life in a town, Abisoh b gr;«: 35
deeply linked to the theme of the play, Goldberg talks about the R 81 y chance e
had earlier talked about to McCann. He had also asked him wh, (: places that Stan g
th'ese places. The two places spoken about by Stanley are Tcaci e; hlt;, w.as a(;v;f:o‘s
Library. When Goldberg refers to the same places, it s n Fullers an s
credentials. Then, Goldberg begins to speak about Mes" $ suspicion on Staney
reall i ; pc a mMeESSPECchao 2 ) y was

y sentimental and heart renting for him. gain. Her speec

Goldberg is awestruck by Meg” complete .
Stanley for it.‘iulu focuses hi,r a‘:tge:s\lion on Gmb?mm 1o Stanley and congratulate®
superb. Meg retums to Stanley kissing and pmrmizin;gﬂi:,hm speech, she says. W3°
When Lulu asks Goldberg from where he 1 ; .
Ehem that his first speech was at the Ethica] hall in :’a;a:vm 10 speak so well, He le:)l;
The necessary and the possible’, The reader w ater and the speech was

Goldberg was interrogating Stanley, he had asked h‘_::"d remember that previously whe?

says that she could bounce up to the ceiling and -pra“wdg:r for being o bouncy girl- She
$50. Lulu’s physical c]oseﬂcs:

to Goldberg is evident when Goldberg s re s
rib", Lulu is cap(ivz':ted, she responrdgs witll': Thl:s%n": how You go, you're cracking, 3
hhae;pg :_t:sthGoldbergim i, :ll,?} appeared out of nowhere gng m:n"‘alzgiem in her eyes. She i
about his mo(iu:r The adu stz?:“ t1ons him about his wife his & mm e W
80 ; aptation has been altered (o some SWer is the same 23 al:
it is the park and the young girl he had Kissed in the first :;;‘:‘(:' instead of [h|e-| cﬂ:

3 € is missing. He @



remembers to mention the little bo i ifyi
ys and girls clarifying that he has i i
:\;\;’een Mcn;. l.;:::hough Nat is his real name, his wife also addressed h‘i.;xi:slf;en:neen;msuh;
y'S Servi nicest food to him and urged him to eat it while i ‘
Gokers e e hecofin ! ntoeat it ile it was hot. Lulu’s asks
: she was a girl. This hints at an identity crisis i
::k: and a telepathic quest. Identity is lost as & result of missing rooz. Mcg'smmogf
¢ father, who had promised to take her to Ireland, but had finally left alone.

' McganndCannamnowmﬂdngnbounhcirchildhoodmm i
:l) childhood is a refuge into the peace and comfort of the past, intoa wo;l:'chl;ar:;?t
alf of the things they talk about are either overstated or completely invented. 4
Meg talks about a pink room, with pink curtains and a pink carpet and musical
boxc's all over the room, She never fell sick because her father was a doctor. Meg’s
magical world is not yet over. Her nanny sung for her. All of them appear con'lple[eoly
dl'ul_lk now. Meg compliments McCann about his voice. When he is asked by Goldberg
1o give them a love song, he begins to sing & folk song about the lovers, Paddy Reilly and
Bally-James-Duff. After the song Lulu suddenly says that she wants to play a game.

They agree to play blind man’s bluff. Meg plays blind first, since McCann shows that he
does not know the game. Lulu explains it to him. In the middle of the game, Goldberg is

seen patting Lulu and

Meg is seen touching McCann.

mun.McCannbmakshisghssesaMpmsdwdmmmms

When Stanley plays the blind
he falls. Stanley tries to throttle Meg and

way. Stanley’s foot is caught in the drum and
vitiate Lulu. As the lights go out and McCann loses his torch Stanley trics to get even
with the women. He also dislikes men who are self-indulging with other men and drinks
This shows Stanley’s increased annoyance about Meg's pleasure-secking attitude lowards;
him. Stanley is seen bending over Lulu whom he has placed on the table. When McCann
and Goldberg see him inthe torchlight, be simply chuckles. He chuckles louder as McCann
and Goldberg come closer to him.

9.4.3 Actlll

The following moming, Petey as usua
the hatch indicates that it was Stanley

is aware that it is Petey, at once she tells him
Pours some tea for Petey and informs hint that s
he has a bad headache

for the two men. She says that s
Was deep,

|, walks inwitha newspaper. Meg's question from
and not Petey who she was expecting. Once she
that she has nothing for breakfast. She
he was going to shop for something nice
and Petcy tells her that her sleep

, > k last night that she noticed nothing.

Mee's behaviour shows that she was SO drun

Meg's SPZgCCh that follows later reveals {he risk to Stankey, although she herself does not
; the morning, when Meg had taken a cup of tea 10

Underg g N
tand what she had seen- 1P d by McCann, Who said that he had already made

S‘ﬂnle ? ne
y's room, the door was OPcmat they were awake and wonders why Stanley was
d Stanley know them?

‘ea for stan . .
ley. She is astonis :
IWake 50 earl d slightly uncomfortable. Di
g . She feels strange and shg £
ince Sanieg o many ricnds, s SAOAMIDeE with Gokdberg and MCann oes 1
SUrprise her. She wonders why GoldPerE and McCann had come down (.):’h ur;aldnst :11
® Moming, Why did Stanley notcome? HOWEVer che consoles herself Wi thoug

4 he ust have slept again. door being lammed
m 3 i
; sl ars the sound of 2 ing s

.

A ,shehe :
s Meg gets ready 10 80 Smﬁ::rgmanley was coming down. She is

Upgy..:
lairs and stops, wondering W
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The Hirthday Party by about his breakfast because there were no cornflakes. To Meg's surprise, it is Goldberg

il e who comes down. When Meg asks if Stanley was coming down and his reply hints at
Stanley's fate,
Goldberg: Down? Of course he's coming down. On a lovely sunny day like this he
NOTES RERNEED

shouldn’t come down? He' ll be up and about in next to no time.,
Goldberg's comment indicates that he does not consider Stanley better than himself.

Now Meg is in love with by Goldberg’s car. She goes for shopping with a slightly
uncertain state of mind, concerned about Stanley’s breakfast. Petey enguires about
Stanley, which Geldberg does not give a clear indication about. He again talks about his
reluctance w comment on Stankey’s state, He had doubted the authenticity of his diggnosis
since he had no centificate. We know now that Stanley was being attended on by Dermot,
because he had a nervous breakdown.

To answer Petey on the reason for the sudden nervous breakdown, Goldbers
replies judiciously. He refers to Stanley's nervous breakdown as a foregone conelusion.
The previous night’s Incidents arc a perplexing mystery for Petey, When he reached
the house, there were no lights. This was weird. Tt was even stranger that the lights

came back as soon as he inserted a shilling in the slot, Goldh ;
i ' & ted the whole
incident as a minor breakdown of fuse, Tg rejecied the w

Petey's concern about Stanley increases and he says that
doctor in case there was no improvement in Sianle
hirm that everything has been taken of and he did not ne

X SVina ed 1o worry about Stanley
because he had been ‘treated” by him. When MeCann saig that *Stanley was absolutely

quiet now’ creates a morbid atmosphere. Things that were
completely horrific, Brotesgue have now (U

1 he would have o call 2
¥'scondition. However, McCann tells

Petey is still not completely aware of their e
“f interfere. Goldberg mt‘prms Petey that they wil] “D:t:n?n]:lbfrg does not want i
him to go back to the seaside, Petey leaves them alone, Gﬂldic.l'g :,r-ur I1|nf:h anl for st"-"'
ITIS SETious NOW.

distress can be clearly seen, he shouts o MeCann fior |y
. . : nf "
into strips and for asking too many irritating ques; ur his Lﬂndencjrﬁf[cuﬁng the ]:mP*r

Goldberg admits to his restlessness, ;
] A : - Inthe it in i
s, Ein Bt gl Tusass rarely did Iﬂgf;tm of the present *thing ", it !1'5
W jm McCann di.«fdnses anew angle about the, Mcc: Ea'lm- 1- G
reality and wses his name, “Simey”, to find the facts, Gﬂ]dﬂn - maaboc Ooibo
that name and gets violent when MeCann goes up. 15 Goldhe Warns McCann, not 10
because he doesn't want Stanley 1o suffer? "2 is emotionalty distur®
When he talks o McCann abou lif and

el his pring;
‘the line”. Goldberg repeatedly speaks about :i:;;‘:dplﬁ,hc sa1ys that he has Fuilo'-"s:
TS, Gumhﬂg was a self i

man. In school, ke was good in every sypi
! _ : Ty subject and hy e
importantly his physical fitness was g its peak {gz:fﬂﬂ‘nt everything by heart. M

Sy . 5
before his death. Note that his faiher called him B enny :::;EMET@;:_III?. his father’s infu_l'f' )
imey, Two of the M
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p{nnciplcs that he learnt from his father were: o1

::lfc. ?oldbgrg‘s father told him that all his life lm“hfdv::vn:c:zll::::ctﬁ;;umm
w&:r urm?us'duty and avoid being judgmental. He had also wld him to lookaﬁerpeoprlg
were socially backward, The courtesy of wishing ‘good morning’ to the neighbors

:lvm also cons.idcrcd significant. Nevertheless, the mast important principle was lt%) kee;
Gléll(';xmnl): un{ted. The ffzmﬂy is the base of ane’s existence and should never be igncu'cd‘f
u“f’nk?erg 's disperses his thoughts into the past in an attempt to trace his family tree. His
king goes out of control for a while but later, regains control after a short silence. He
again admires his fitness. He expresses the importance of his motto, ‘work hard and
play hard— and respect thy father and they mother.” The irony is that immediately after
he declares fit, he is breathless and asks McCann to give him mouth-to-mouth respiration.
Lulu enters as soon as McCann has helped Goldberg to breathe normally. MeCann

is shrewd to Jeave them alone.

When Goldberg and Lulu are left alone, they blame cach other for being taken in. Lulu
aceuses him of ravishing her innocence. She expresses doubt at his intention of walking
into her room at night, with his briefcase. Goldberg remarks that she too was not innocent.
Pinter's use of repartee is at its best when Goldberg and Lulu are talking.

Goldberg: A girl like you, at your age, at your time of health and you don’t take to
games?

Lulu: You're very smart

Goldberg: Anyway, who says you don't take to them

Lulu: Do you think I'm like all other girls?

Goldberg: Are all the other girls like that 00?
When Lulu accuses Goldberg of using her. he straight away refutes her by asking ‘who
used who?' Lulu replics that a boy *Eddie’ was her first love. She forgets to say that he

was Lhe last one 100
Her complaint turns funny and hilarious indeed. *You quenched your ugly thirst.

You taught me things a girl shouldn’t know before she’s been married at least three
times.” Goldberg's calling her Schumulu and Lullalu sl}ows his contempt for her. The
implications of McCann, being attached © Church s necessary for understanding
When he dismisses Lulu by accusing her

Pinter's view on the Church and the Clergy-
inbed’, be preaches what everyone does but no one
Lulu herself had asked forit.

Kind of spending ‘too much time !
practices. He advocates Goldberg's attitude because
her with a torrent of questions.
hen she does, she quits the room.

McCann catches hold of Lulu and starts leb[ rorizing
Lulu is not able to comp end all this at first, but ¥ s, she quits U
Stanley is now wearing 4 4arK well-cut suit, He has shaved and is holding his broken
Spectacles. Goldberg and MeCant s atisfied in the way they have changed Stanley.
He not only looks better, buts ‘27" man.’ act to Goldberg and
. ) s MOk Ie 10 Lo
In the last scene Stanley 1S totally sUDIMISSIYE Padues of Stanley’s

i Their savage misbehaviour and festivity

Me e s ivity
Cann’s “relish’ in their v:ctorz)'.n e it Their delight \wih their winon S' anley
aved him. He had many ailments

trampled spirit enlivens the dem
frightens the audi that they have §
nce, Theytell Stanley 2
and was coclfcy:i. He wasyin amess and had m.med ol et w:j\l?'fn;et"r:f‘:\]?zﬁlﬁd g“;
?l":’ rheumatic. He was also shortsight epilepuic- They i #7° .
edge. o
. : aperate. They would give him
They had a way to cure him- & place for him 106 P mable goods. Inshort,

: i 3 i |
new pair of spectacles, season (ickets and discount 01

Harold Pinter

Self-In strmctiomal
Material

63



/

/

J

f
f

The Bintkday Party by
Harold Pinter

264

NOTES

Self-fasiewe nanal
Mawerial

they will care and treat him. The advantages and perks promised by them are usually
identified with the life of a successful man. ‘Club Bar’ reserved table, a free pass. They
promised to care for his spiritual as well as physical well-being. Stanley will conform to
the physical, socio-economical and religious pattern of society. They will be proud of
him.

Stanley is unable to control his body as well as his mind. This can be seen in his
response to Goldberg’s and McCann’s last questions. He is not able to talk and he only
makes incoherent sounds; he clenches and unclenches his fists il they start o tremble.

Intheend, he is completely paralysed, Goldberg and McCann consider him fitto
be taken away now. When Petey enters the hou i

He has now turned into a vegetable in the hands of Goldberg and McCann. who will
control him the way they want.

They ignore Petey's protests and Goldberg threatens Petey that if he tries to stop
them, they may take him along with Stanley.

Petey is not strong enough to fight them but he does not want Stanley to surrender.
Finally he tells Stanley, ‘Stan, don't let them tel] you what to do,"

The play ends with many questions and controversies. Meg is not aware that
Stanley has been taken away. Even, Petey does not tell her about it,

CHECK YOUR ProGREss

3. Which two important events does Act IT comprise?

4. How does Pinter make his comed

same time? ¥ successfully comic and menacing at the

IMponance : L s
drama. He repeated the same to Me| Gussow afer tye :(:::::3: :'l\g ;;bversnon in his
“The Birthday Party’ can be visualized as 4 dramg fort - 2 ;
from diﬁa@l angles. Although outwardly, Goldbery mmg g e s;.jbve:':‘
but Stanley is alsoqneof them Goldberg and McCang blame himm seem hlfe mt_m‘ ‘?on'
and sabotaging their organization o which he tog belongeg M of depravity, violati
Stanley protests as the key protagonst, ko A
df:stro)vd by oppressors, l.t does not matter what thesa Oppress B
bigger prc_:blem. The play 1s @ show of ANgry reaction yng phmZT tand for, which ;c;
Stanley kicks Goldberg in the stomach and his patience 5 assault by Stanl e
manner. €0ds in a comie byt evasiv

is afchd. exploited and finally

According to Batty, the reason fir man’s wegk
his lack of knowledge of external forees, social or
organizations and social arrngements that sym

POsition i g uncertain future and
bolize subn:.' 'T_ho'-lgh the play crilici-lf:s
not geared for communicating such message, sionand obedience, yet it

The resistance within the play
early plays. They successfull ¥ convey
Irving Wardle used the ‘comedy of m

resides "

gomkie;i;::.:;hmcl Sramatc energies of piner’

% mplicj " ions-
nace’ to describe p; e Political Sggestiof

o
inler s wOrkS.



~ Other writers like Michael Scott, perceive in Pinter's plays, a deeper focus on the
victim ll:mn the invader. However, in ! The Birthday Party’, Goldberg and McCann are
the dominating characters. According (0 Michael, the play showcases Stanley's existence
and his vulnerability. Both, the Janguage and the characters of the play are dislocated.
Stanley the victim becomes the aggressor when it comes to Meg. Take the following as
anexample: , ‘

Look at her. You're just an old piece of rock.cake; aren’t you?) That's what you
are, aren't you? When there is no centre of stability, no foundation for one’s existence,
avictim can be an aggressor, an aggressor a victim, and words such as ‘good” and “evil’
become meaningless These divisions don’t exist in Pinter's characters: “It’s rather
ridiculous 1o try to understand people in those kinds of terms. Evil people. What the hell
does that mean? Or bad people. And who are you then if you say thal, and what are
you?"

The point of focus is not marality but relationships among people and how people
deal with each other within ‘a territorial struggle’? In this context, Francesca Coppa
discusses three chief issues in his essay— ‘The Sacred joke: c_:omedy and politics in
Pinter’s early Plays’. These issues are political concerns of Pinter, responses of the
aidiences and Freud’s joke theory in context of Pinters plays. The fact that the characters
»f Pinter cannot be forgiven and Pinter tries to create sympathy for them, makes it
lifficult to decide how audicnces would respond in such situations.

Pinter creates such situations in which the audiences are almost forced to support
sither the victimor the joke teller. If the audiences choose 1o laugh, it wonld be equivalent
o take the aggressor’s side and not to laugh would mean that they are supporting the
sictim. Thus, the comedy of Pinter works as 2 test to find out whom the audiences
uppart. 5

According to Francesca Coppa, Frend's joke theory is a valuable key to understand
hich he wrote in the beginning of his carcer as a playwright In this
that the plays written by Pinter are ‘variations o:dtiﬁ
ubjec inance. control, exploitation, subjugation and victimization. They are m
ft,’,ﬁ:fﬁms It is also said that the ,oks used in Pinter plays are capable of
reating moments which can cause dramatic Crisis. -

finter’s plays W
ontext, Christopher Innes says

.5.1 Language, Silence and Pause
11962, while delivering a speech at Bristol University. Pinter sa:d. h:: chalI::;;:er r(i:xlr:
‘age who can present no convincing argument oF mfonm'l:;l_: ::ml P::) o e
p PASyeau beliavioorac bis MUREU D 8 i ds lll thcseylshings. The more
'8 legitimate and as worthy of atiention 25 09 v, an'r:; statement is enough
e experience the Iess b - b i 'docﬁ ot like to use language
"erstand how Pinter uses language in bis B ki .d of words and language
LS deag and stale, The quote given pelow shows what kin

55 him or saddens him: ‘ T
"4 Watching e appear on the page, rom iS L4 CELE o moshing
e Same time | have another strong feeling 3DOU NN R B 0L v spokenin
o han Mausea, Such a weight of words confronts us €2y ~)h Ik.of it a stale dead
:1 Hext such .Ls this. words writien by me and by ?::::;:lrpl::itu«l"W-;- s ik
(.a::“k’gy, o edleusy rcpc:llctl 7 lwnmm::‘twcrcmnc byt and step back inio

fgless. Given this nausea, it’s very easy 10 b

vaHPI:w;
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paralysis, But if it is possible to confront this nausea, to follow it to its hilt, to move
through it and out of it, then it is possible to say that something has occurred, that
something has even been achieved. ..’

The language arises when we are not able to express ourselves, when we are
trying to hide something or when we are not willing to express ourselves. In the characters
created by Pinter, silence speaks louder than the spoken word. In order to express this
point of view, Pinter says, “There are two silences. One when no word is spoken. The
other when perhaps a torrent of language is being employed, This speech is speaking of
a language locked beneath it. That is its continual reference. The speech we hear is an
indication of that which we don’t hear. It is necessary avoidance, a violent, sly, angu ished

or mocking smoke screen that keeps the other in its place. When true silence falls we
are still left with echo but are nearer nakedness.”

He also says. ‘I think that we communicate only too well, in our silence, in what
is unsaid, and that what takes place is a continual evasion, desperate rearguard attemps
to keep ourselves to ourselves. Communication is too alarming. To enter into someon®
else’s life is too frightening. To disclose to others the poverty within us is oo fearsome 3
possibility.”

9.5.2 Language and Structure: Dashes and Pauses

The most striking feature of Pinter's comedy is that his comedy is successful as well 85
menacing. In order o achieve both these opposite effects, he uses a high-level comic
technique. To create the specific effect as per his wishes, he uses a structured and cut”
to-size language. The use of this kind of language is appreciated even by Pinter’s critics:
from stressed Stanley Webber ‘Is the number

846 possible or necessary?” and *why did the Chicken cross the road?' is able to mainta®

comic facade of his play as well as com

disturbing, vet not fu[] Y One can perceive something more serious. alarming 2"
: ot fully ords that have been used.” Another com*
device used by Pinter is 1 act : sed, s
by Meg in the play titled,
“The Birthday Party’.

The reason behind Pinger : g
to map the themes of the play, * comedy is not only to create pleasurable situations ™

. i . a
work is not funny. It rcans thay the qup S ¢ fital event, it does not mean th
SR X a : e {
i udiences have taken the side of victim and 1t

inter’s plays is that of absence Of‘:i;i:
used in the play but by the subtext of he play. nollz:lhr: ?\Eﬁ?: . meamng o'f-“::btex
hipd the worgse?n:] ::::n; '°r o ;
R e T Myt i ﬁl_:cghl; Eiclha‘c‘l Sco}l, Pinf;:; wi ant
e

1S
i



Another peculiar feature of Pinter’s writings is “Pinter 3 i
: ) f pause’. Under this feat
hc' uses three trail dots, silence and indication pause, all ata time when the mdiem:su;z
\s.‘ulmg to he.:u' the dialogues of character. Some critics feel that Pinter uses these
pauses. for his convenience. To this, he answered, these pauses are ‘not formal
;q\vehnlcmcs or stresses but part of the body of the action”. He adds that if actors play
is characters properly, they would realize that all the pauses iven in hi b
s pauses given in his plays are
) To justify his point of view, he also says. *The pause is a pause because of what
has just happened in the minds and guts of the characters and a silence equally means
that something has happened to create the impossibility of anyone speaking for a certain
amount of time- until they can recover from whatever happened before that silence.”

Thus, these pauses are an important part of his play which guides the actors and
director about the tempo and rhythm that they have to follow while enacting his plays.
While talking about the use of dots and dashes in his plays, Pinter ironically says,

‘I've had two full-length plays produced in London. The first ran a week and the
second ran a year, Of course, therc are differences between the two plays. In “The
Birthday Party' Iemployeda certain amount of dashes in the text, between phrases. In
“The Caretaker" I cut down thé dashes and used dots instead. So that instead of ‘Look,
dash, who, dash, 1, dash, dash, dash.” the text would read: ‘Look, dot, dot, dot, who, dot,
possible to deduce from this that dots are more

dot, dot, I, dot, dot, dot, dot.” So it’s
popular than dashes and that’s why “The Caretaker” had 2 longer run than ‘The Birthday
party'. The fact that in neither case could you hear the dots and dashes in performance

is besides the point. You can’t fool the critics for long. They can tell a dot from adash a

mile off, even if they can hear nothing.’
n addition to *Pinter pause’, he also uses sounds like caahhs and uh-gug to express

love, coquette, domesticity, external danger, solace, threat and internal fear.

What words say and beyond

Pinter is popular not only for his use of language b
He creates climax and tension at appropriate place
the appropriate time is capable of revealing more
words. For instance, he says:

Yes, he’s....still asleep

ut also for his great sense of timing.
s in his play. His use of language at
than the apparent meaning of the

Let him...sleep
- » 2 J T .flle

These lines are spoken perhaps to hide Stanley's regression ind foetal position s
i in a womb. mi: B E:B pot sure what the speaker intends t_o speak by using the word
“sleep’. Thus, this word speaks more than its apparent meaning.

The way Pinter manipulates rhythms is rather difficul ‘fo d;scnbea'l Syperis
follow a particular kind of phrasing till ther® is lengthening of subtextual pressife.
Sh""e"i“g or ;:ickening of Etlerancc. Therefore, the sound itself gives aclue about the

Change of engagement.

An example of this is seen in the last episode of The B .
ndow and enters by the pack door. Petey studies the

irthday Party:

(Meg comes past the Wi

f"om page of the paper) Meg (coming downslage): Thecar s gone.

Petey: Yes.
Meg: Have they gone?
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Petey: Yes.
Meg: Won't they be in for lunch?
_ Petey: No,

- Meg ; Oh, what a shame. (she put her bag on the table. ) It's hot out. {She hangs
her coat on a hook) What are you doing?

Petey:Reading.

Meg:Ts it good?

Petey: All right. [

(She‘sils by the table) Meg: Where's Stan? (pause) js Stan down yet, Petey?
Petey; No....he's ..

Meg: Is he still in bed?

Petey: Yes, he's....still asleep.

Meg: Still? He will be late for his breakfast,

Petey: Let !iim ...Sleep.

9.6 SOCIETY AND THE INDIVIDUATL,

Let us look at Goldberg, McCann and Stanley Webber i ¢ A . '
one of the four plays by Harold Pinter ends in ﬂievaba:::th;:: :’:’;l;day Party’. ii;‘::
Birthday Party,itis Stanley who's virtually annitilateq, pie Bl o
fmm.whe:c he had taken refuge. Pinter is not abje 1o properly define tlf i m“mhc
s trying to personify through the two characters of Goldberg and Mec. HosemAe T
asserts hum_amly 1S quite puzzling since he makes the Vcry insmmiomcmann. How P"'lblc
for structuring human morality and welfare, the agents of immora]i.( ‘ la,:c responsi
The hero, who is also the vict e e
casy 10 link him with humanity. Alth in the
does not really get our approval. feaders’ sympathy. he

Stanley

Pinter portrays Stanley as an obese shamblin

X : v $ 2 and up e is
resiling in a rundown board‘mg house near the 5oy Heis ul:;ek\)’::mb]e l.ndw'd".a' Who:;
!IOUSC am_i get the opportunity to boss over the adoring Jaq Euestin thar dilapidat
is recognized as an accomplished pianist. ¥ Whoowns the properly. HE

However, even this convenient and | '
unable to forg_el the memory of him zlrnvl:nr::u;f;:-e-,:i :1:;1;5] ‘ .
locked up. He'is surrounded by foes, whe when they acyyq °;lly 10 discover the hall all
form of a fluent Jew accompanied by an Irish henchman They A, they seem 1o be in the
from Stanley's nightmares. © Y appearo be the characters

He falls fast. At the end he s taken g ‘
cleaned and bundled into shapeless trousers. Iti

NeTe is intruded upon. He is

Yinastate of
I ) d
S not my 1o I‘Cc, a" Scmbbcd- an



Goldberg ’ ; e

;:::9 charactef is definitely ruthless in showing and cxaﬁng his bowéi: However, he
: s not use his power to please himself. He acts as the crusader and is theré to confront

laﬂk‘)’ who has betrayed the organization they all worked for and vanished after
committing fraud. Goldberg is said to represent threat to the individual’s freedom in the
name of care and social responsibility. He is a semi-educated Jew who is able to flannel
well, However, the pattern and the total effect of his speeches that the play is dominated
by, reflect the culture of a person who is successfully heading a family and a business.

InAct 11, Gokdberg’s speeches clearly praise the pheasures associated with bayhood,

how the fit man enjoys his walk in the sunshine, etc. all of which tantamount to verbal |

lorture for Stanley. However, by the time we reach Act I Goldberg s patterned !oquamty
becomes more arbitrary. Goldberg’s speeches, in particular, when be is alone with
McCann have no role to play other than ‘creating a scene” and drawing attentionto the
lack of culture in Goldberg by forcing him to utter slogans.

At this paint, we do not respond o the parody of institutionalized caring. The
description of the same s quite a farce, restricted only to the image of the helpless victim
and how he is rendered specchless.

The way Goldberg seduces Lulu by engaging her emotionally is characteristic of
any man of position in society. Italso contradicts Goldberg’s claim of self-control.

‘pracl‘ioes is clear in the contrast between

The gap between what he preaches and
the Sunday school teacher, whom he only kissed and his present behaviour.

His speech about how the youth of his day and age whose hallmark was temperance
differed from today’s youth who are perverted appears jarring.

“When [ was a youngster, of a Friday, Tused to go for a walk down the canal with
ved down my road. A beautiful girl. Whata voice that bird had! A nightingale,

my word of honour. Good? Purc? She wasn't a Sunday school teacher for nothing.
a little kiss on the cheek — I never took liberties—we

Anyway, 1'd leave her with :
weren't like the young men these days in those days. We knew the meaning of respect.”
This speech is in contrast with his dialogues with Meg and Lulu where he is at his

flirtatious best and proves whata rascal he is. '
ave a look at you. What a carriage. What's your

“Walk up the boulevard. Let's ha
opinion, McCann? Like 2 Countess. nothing kess. Madam, now turn about and promenade
10 the kitchen, What deportment!” _— ek
i identify the weakness of a woman the morment
Goldberg is a shrewd man who can identify the wed ‘
he meets lhem? l':: is able to gauge Meg's liking for good clothes, simple pleasures,
Partying and of course her love for Stanley. —————
isfyi ' desires without letting Chis
Goldbera is capable of satisfying allofMeg s '
Mtentions e\l')ecnrg : caac also knows that Lulu is not only younger put far more vulnerable
i han Mcg and is completely knocked

as . s Jess inhibition { Y
St e Lulufl;:;i'; ina short span of time and trusts him completely

down by Goldberg. She fulls
Within minutes of meeting him. e _

She St . from Goldberg when she meets him in the last Actbutis
€Xpects Seriousness ing him of taking advantage of her.

hun by hi nds up accus
his casu: r. She ends up
S % SRR GRS is scene reflects how capable he is of

i inth
Goldberg’s off-hand mannet with Lulu., in
"elaxing in even the most eritical OF <erious CIrcumstances.

a girl who'li

The Birthday Pqny h
Harold Pinter

Seif-Instractionn!
Material

269



The Birthday Party by
Harold Pinter

270

NOTES

Self-instractionul
Material

Goldberg: Whoopened the briefcase, me or you? Lulu, schmulu, let bygones be bygones,
do me a turn. Kiss and make up.

Lulu: I wouldn't touch you.

Goldberg: And today | am leaving.

Lulu: You are leaving?

Goldberg: Today.

Lulu: (with growing anger) You used me for a night. A passing fancy.
Goldberg: Who used who?

Lulu: You made use of me by cunning when my defences were down.
Goldberg: Who took them down?

Lulu: That’s what you did. You quenched your ugly thirst. You taught me things girl
shouldn’t know before she has been married at least three times!
Goldberg: Now you are a jump ahead! What are you complaining about?
Enter McCann quickly.

Lulu: You didn't appreciate me for myself. You took all
your appetite. Oh Nat, why did you do it?

Goldberg: You wanted me todoit, Lulula, so | did it

Goldberg draws the blue print, commands as well as issi i

s X y commissions ann carmies
itout. Tbeym the culprits and they have assigned different roles ﬁﬁ,ﬂsﬂidguldbcm
keeps his civility as well as good manners while McCann does his dinyjobs.

pATie prvious seens with Lulu, itis McCann who gets her going. Other than Stanie¥
shfa is the only other person in the play who gets subjected to nte ROl e
It is done to keep her out of their way. Trogation by

those liberties only to satisty

MeCann: Your sort, you spend too much time in bed
Lulu: What do you mean?

MecCann: Have you got nothing to confess?

Lulu: What?

MecCann: (savagely) Confess!

Lulu: Confess what?

MecCann: Down on your knees and confess!

Lulu: What does he mean?

Goldberg: Confess. What can you lose?

Lulu: What, to him?

Goldberg: He's only been unfrocked six months

McCann: Kneel down woman and tel] me the Jatesq!

Lulu: (retreating to the back door) I've S '

going on. I've got a pretty shrewd idea.

McCann: (advancing) I've seen you hangj °
. . . : n l i

soil with your goings on. Out of my sight !g B Rock Of Cashel, pmfamﬂs 2

cen everything thyy’s happened. I know what'$



Lulu: I'm going, Goldberg is like almost all of Pinter's characters, a liar. So are McCann,
Stanley and Lulu. It is difficult to count the lies they tell, they not only revert to them, and
they plan them for calculated ends and purposes.

Stanley, McCann and Goldberg studied in the light of Guido Almansi's essay Pinter s
Idiom of Lies emerge as confirmed liars, perverted humanized animals who have no
£rain of truth left in them.

‘But ﬂllhﬂqgh the Pinterian hero is ofien as hesitant as a pig. stumbling pitifully on
every word, covering a pitifully narrow area of meaning with his utterances, blathering
through his life he does not, like any honest animal seem tocomplain or grunt or giggle or
grumble to give an outlet to his instincts, desires, passions of fears.

He mumbles in order to hide something else. Even when he grunts, his grunt is a
lie. Pinter’s characters are often hopeless, stupid, vile and oy l;:'ﬂl::{ i
always intelligent enough in their capacity as careful and pelflsm‘ hmi:"d et ying
10 others or to themselves, to hide the truth if they know [m.lh 4 uu%cﬁll : e;'vert:,dair:
00 cunning in their cowardice to be compared to noble animals. They are pe

their actions and s - h - eciprocal
s speech: hence human . ;
R : misunderstanding
He rejects Pinter’s language as itis based 00 "-mhz,?: gencrosity and openness in
‘;_"'d misinformation, It spurns sincerity, honesty: lingd
Wvour of the diabolical game of hide and in The Birthday Party except
Itis true of the language used byall the cmmaers.ln‘ Stanley's stccess story as
Petey, Their sojourns into the past are lies, ies andonl{b':;h-m’ Meg’s pink room in her
A Pianisy, Goldberg's as an orator, abeloved soasd 1S characters except Petey is
ather's hoyse have been woven on the SPOL
tnlSIW()nhy_

seek.

i the

the characters is not du'c o
Tl g int 4 Z isruptive by intention, as a
ﬁ&:’;‘;xﬁﬁ:ﬂi;‘:g intentions: S elufs: it afﬁﬁgg for);nmnchg the
€4pon of attack and exploitation: : %mnkywbabhe'dm“‘mm
et of ityg) ang litany. The ::msﬂ"“"“"“"’m°f ized: resulting into an incoherence
Fa ritual with the spee <h that is completely mxscnkd' the ritual serves only as a
logic of the exercise. Matter has

Ctalyst 1 the final catastrophe.
PROGRFSS

;cK YOUR
CHEC different angles?

be Visual,f:ter from his interaction with Lulu
h

y in the Janguage of

5. How can The Birthday Party i
s
6. What do you Jearn about Goldber?

VY//'.—‘_
ACT:dI:aw a contrastive analys iy withThe

s
Read another play by Harold P
Birthday Party.
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Dip You Know
In 2005, Pinter was awarded the Nobel Prize for Literature.

9.7 SUMMARY

In this unit, you have learnt that: pragr

* Pinter’s complete collection that includes Radio, TV and stage plays is available
-inthe four Play Collections, published by Faber and Faber, A list of their publications
sufficiently contains all his works, The only Play. which is not part of this list, i
Celebrations of the Year 2002. The publications also comprise his poetry and

.. iprose, Celebration and the Room (London: Faber & Faber, 2000), Collected
Screenplays I (London: Faber & Faber, 2000), Collected S creenplays 11 (London:

Faber & Faber, 2001), Collected Screenplays [y (London: F; 2001)
and The Dwarfs (London: Faber & Faber, 1990), oo Faber,

_® The Caretaker gave Pinter the break his career needed. Afier this play, Pinter

got serious attention, which a playwright of his sta

. . s stature 2 ould
present his theme in a more distinct way. Ba deserved. Pinter ¢

ookl ; s named Goldher ont
kpowa why they're lh.c;re except for Stanley, Stanley, fﬁit:dbgﬁci'z;::,zally
disgraced by the appalling pair is taken awayby them 1o an unkm)xs:g stination-
Theé Birthday Party culminates with 30 seconds of g totally blank n destinal
screen.

| 98 KEY TERMS  SeemT———

* Playwright: A person who writes plays for the lhea[er_ television, or radio
* Spectators: People who are watching ay event, s n,

* Awestruck: Impressed bysomc(hing ; ¥ 5 ponts evgnl
* One-act play: Having only a single act

® Criticism: The act of expressing disy - :
opinions about their faults or bagd quwtiespm"al of someone or something and

* Impudent: Having no showing res;

° Menaclng: Likely to cause you h

* Misgivings: Feelings of douly of
whether or not something is the

am or dangcr

' anxiety aboyy : :
ghithing to go ™ MENt happen, or abol!



9.9 ANSWERS TO ‘CHECK YOUR PROGRESS’

1. The Dumbwaiter (1959) and The Caretaker (1960) are two of the plays written
by Pinter.

2. The Birthday Party was treated with almost unanimous critical hostility, when it
appeared in 1958.

3. Acttwo comprises the interrogation and the birthday party.

4. Pinter makes his comedy successfully comic and menacing at the s
a high-level comedic technique.

5. The Birthday Party' can be visualized as adrama full of

from different angles.
6. Goldberg is clearly a charmer who is able [0 give a woman exactly what she
wants. He knows what every woman'’s weakness is and is able to behave with

them in the manner that appeals to them. This is evident in the manner in which
he treats Lulu and Meg who have very different personalities. He is also capable

of making serious situations appear casual.

9.10 QUESTIONS AND EXERCISES

ame time with

protest and subversion

Short-Answer Questions
1. What were the important events in Pinter’s life?
2. List some of the works of Harold Pinter.
3. What are the two key events in Act I of the play The Birthday Parn?
4, Whois Goldberg?
Long-Answer Questions

1. How was The Birthday Party received?
2, Explain the use of language, silence and pause in The Birthday Party.

3. Write a detailed note on: the theme of protest and subversion.

4, Discuss how society and the individual are depicted in the play.
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