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( Solved )

Q. 1. Critically comment on the following pas-
sages, with reference to the context:

(a) O, my offence is rank, it smells to heaven,
It had the primal eldest curse upon’t,
A brother’s murder! Pray can I not,
Though inclination be as sharp as will.

Ans. Context: These lines are taken from the
Shakespeare’s Hamlet, Scene 3 and Act II.

Explanation: The fear of God has been put into
King Claudius by a little drama piece Hamlet
produced at court. As Hamlet had hoped, the play –
which recreated Claudius’s fratricide – caught
Claudius’s conscience. In this soliloquy, Claudius
confesses the deed and recoils at its smell. It is “rank”
(that is, “rancid”), so rank that the vile odor wafts all
the way to heaven. Thoughts of heaven remind him
that his crime is the same as Cain’s, a crime marked
by the “primal eldest curse.” Unfortunately for
Claudius, although his inclination to repent is as
“sharp as will” (is as keen as a desire), he’s unable to
pray for forgiveness, because he’s unwilling to forfeit
his ungodly gains.

So while Claudius is metaphorical about the
“smell” of his deed, he is grimly literal about heaven’s
reaction. We, on the other hand, treat heaven as part
of the metaphor. “It smells to heaven” has become
pure hyperbole, a grander version of “it stinks.”

(b) What boots it then to think of God or
heaven?

Away with such fancies and despair,
Despair in God, and trust in Beelzebub...
Abjure this magic turn to God again.

Time: 3 Hours ] [ Maximum Marks: 100

Notes: Answer question no.1, which is compulsory and any four from the remaining questions. All
questions carry equal marks.

Ans. Context: These lines are taken from
Christopher Marlowe’s Doctor Faustus. Faustus isn’t
quite convinced that he has zero hope of heaven.

Explanation: Faustus’s logic in surrendering his
soul to the devil is similar to his thinking when he
turned to magic: “I am already damned, so why not
go whole hog?” In other words, Faustus has already
blasphemed against God, and has therefore lost all
hope of heaven. There’s no turning back now. In this
quote, he’s still considering the possibility of salvation
for himself. He seems almost desperate here, like he’s
clinging to one last hope, no matter how pathetic.

(c) Galatea never does quite like Pygmalion:
his relation to her is too Godlike to be
altogether agreeable.

Ans. Context: These lines are taken from George
Bernard Shaw’s play Pygmalion. In these lines
Bernard is showing that till what extent the
relationships are determined by the social norms.

Explanation: In Gilbert’s play, a sculptor, whose
wife is the model for his statues, develops seemingly
harmless relationships with his creations until one,
Galatea, assumes human form and becomes infatuated
with Pygmalion, the sculptor.  Galatea will, in the
play’s denouement, return to her original statue form
out of concern for the difficulties she has caused for
her creator and his actual wife, who, understandably,
resents Galatea’s presence and influence in her
household.

(d) ........as imagination bodies forth
The form of thinds unknown, the poet’s pen
Turns them to shapes, and gives to aery

nothing
A local habitation and a name.
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Context:  These lines are taken from A
Midsummer Night’s Dream by William Shakespeare.

Explanation: Shakespeare had a keen
appreciation of the value of imagination, as that quote
from A Midsummer Night’s Dream suggests. But
what is imagination? Is it a luxury – a chance
evolutionary exaptation of some otherwise less
essential neural circuit – or a purpose-made system
to analyse novel features in the environment? A
mechanism for evaluating counterfactuals -the what-
ifs?

I doubt that there is a specific gene for
imagination; it seems to me it may be far more global
than could be encompassed by one set of genetic
instructions. In what we would consider proto-
humans it may have involved more primitive
components: such non-linguistic features as emotion –
fear, elation, confusion – but also encompassed
bodily responses to external stimuli: a moving tickle
in that interregnum between sleep and wakefulness
might have been interpreted as spider and generated
a muscular reaction whether or not there was an actual
creature crawling on the skin. Imagination, in other
words, may not be an all-or-nothing feature unique
to Homo sapiens. It may be a series of adaptations to
the exigencies of life that eventuated in what we
would currently recognize as our human creativity.

(e) Have you not done tormenting me with
your accursed time? ...... One day, is that
not enough for you, one day he went dumb,
one day I went blind ...... One day we are
born, one day we’ll die.....

Context: These lines are taken from very
inspiring play named as – “Waiting for Godot” written
by Samuel Beckett. It is the play which describes life
and death. These lines are taken from act II of Samuel
Beckett’s play.

Explanation: In these lines Beckett’s view of
life that reverberates in several of his works “they
give birth stride of a grave, the light gleams an instant,
then it is night once again”. Pozzo and lucky go off,
leaving an omnious silence, but through out all the
darkness and despair, the once barren tree has
produced few leaves and Vladimir and Estragon’s
friendship will continue. These lines represent the
extreme frustrated condition when Pozzo and
Vladimir are talking to each other about time and other
things.

Q. 2. Discuss The Alchemist as a comedy of
character and event.

Ans. Ref.: See Chapter-4, Page No. 134,
Q. No. 11, 12 and Page No. 135, Q. No. 13.

OR
Examine Doctor Faustus as a tragedy of neu-

rosis and relate it to the predicament of the mod-
ernist hero.

Ans. Ref.: See Chapter-1, Page No. 28, Q. No. 9
and Page No. 29, Q. No. 10 and 11.

Q. 3. Critically examine the role of the chorus
in Eliot’s Murder in the Cathedral.

Ans. Ref.: See Chapter-7, Page No. 260, ‘Summary
of Second Choric Speech’ and Page No. 261, ‘Critical
Commentary on the Chorus’s Second Speech’.

OR
Critically comment on the significance of

“dream” in the title of the play A Midsummer
Night’s Dream.

Ans. Ref.: See Chapter-2, Page No. 68, Q. No. 34,
Page No. 69, Q. No. 37 and Page No. 51, ‘The
Dreams’.

Q. 4. “Hamlet’s soliloquies reveal the tragic
flaw inherrent in his character.” Critically com-
ment.

Ans. Ref.: See Chapter-3, Page No. 95, Q. No. 14.
OR

Discuss The Playboy of the Western World as a
Comedy of situation that also traces the develop-
ment of its protagonist.

Ans. Ref.: See Chapter-5, Page No. 204,
Q. No. 17 and Page No. 176, ‘Modern Comedy’.

Q. 5. “Pygmalion hinges on the contrast of
characters.” Critically comment with reference
play.

Ans. Ref.: See Chapter-6, Page No. 242, Q. No. 26.
OR

Critically examine Waiting for Godot as an
Absurd play focussing on the existential crisis of
man.

Ans. Ref.: See Chapter-9, Page No. 330, ‘Godot
and The Theatre of the Absurd’, ‘What do We Mean
by Absurd?’, Page No. 331, ‘What do the Absurdists
Deal With?’, ‘Theatre of the Absurd and the Audience
Response’ and ‘Godot as an Existentialist Play’.

Q. 6. Discuss the formulation of Elizabethan
tragedy with reference to the prescribed plays.
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Ans. Elizabethan tragedy reflects the interplay
of the Renaissance and Reformation strain. This
characteristic is found in protagonist, the structure of
the play and the use of devices and language in
Elizabethan tragedy.

The Elizabethan hero is a new man. He is not the
medieval manwith his olds beliefs. He is a man of the
Renaissance. He doesn’t kneele before the authority
of tradition, of God, etc. He is a man who wants to
look at reality through his own eyes. Marlowe’s
Faustus embodies this feature, he wants to know more
and have more; embodies the desire for major
knowledge and power, he represents man’s effort to
be like God. The deep motive which moved and
inspired Faustus were the same motives which 1oved,
for instance, Lorenzo Valla. They both perform a
changed behaviour towards the authority which is
accepted no longer, it is put in doubt. The Renaissance
man wants to look at reality with his own eyes and
not through those of religion. He wants to have a direct
and personal experience of things.

Shakespeare’s Richard III is a man of Renaissance
as well, in the sense that he crushes the order and is
not scared by divine punishment. In fact, he plots
against the life of his brothers and nephews to improve
himself (Machiavelli’s influence). Another character
who embodies this feature is Hamlet, who is another
man who doubts of all previously established
knowledge. Hamlet is the modern man who is
conscious of his doubts, he does not understand his
world, but has no solutions ready at hand. Reality is
no longer clear and he proceeds through doubts. In
this sense, the famous monologue (to be or not to be)
ends with the stress on conscience, on man’s thought
which makes everybody coward, because makes him
linger. But, of course, Hamlet’s problem is not
cowardice, his problem is that he is the new man and
as such he decides his action and his moral behaviour
according to his reason, his proceeding is dialectical.

Elizabethan tragedy developed from the
experiments of men like Marlowe and Kyd was really
a new and distinct type. Elizabethan playwrights
discarded classical restrictions as the unities of place
and time. The complete separation of comedy and
tragedy were discarded. They gave a picture of human
life as affected by sin and suffering which in its
richness, its variety and its imaginative exuberance
has never been equalled.

The greatest master of Tragedy was Shakespeare,
and in Tragedy he reached his greatest height.
“Hamlet,” “King Lear,” and “Macbeth” are among
his finest productions, and they represent the noblest
pitch of English genius. Of these, “Hamlet” was
perhaps most popular at the time of its production,
and it has held its interest and provoked discussion as
perhaps no other play of any time or country has done.

The splendour of its poetry, the absorbing nature
of the plot and the vividness of the drawing of
characters who marvelously combine individuality
with a universal and typical quality make them appeal
to people of all kinds and races. But much also is due
to the delineation of the hero, the subtlety of whose
character and the complexity of whose motives
constitute a perpetual challenge to our capacity for
solving mysteries.

“King Lear” owes its appeal less to its tendency
to rouse curiosity than to its power to awe us with an
overwhelming spectacle of the suffering which folly
and evil can cause and which human nature can
sustain. In spite of, or perhaps because of, its intricacy
of motive and superabundance of incident, it is the
most overwhelming of all in its effect on our emotions.
Compared with it, “Macbeth” is a simple play, but
nowhere does one find a more masterly portrayal of
the moral disaster that falls upon the man who, seeing
the light, chooses the darkness.

OR
Discuss the Romantic and Modernist concep-

tions of character in the presentation of Jimmy as
the play’s protagonist.

Ans. Ref.: See Chapter-8, Page No. 312, Q. No. 4.
Q. 7. Write short notes on the following:
(a) The Theatre of the Absurd
Ans. ‘The Theatre of the Absurd’ is a term coined

by the critic Martin Esslin for the work of a number
of playwrights, mostly written in the 1950s and 1960s.
The term is derived from an essay by the French
philosopher Albert Camus. In his ‘Myth of Sisyphus’,
written in 1942, he first defined the human situation
as basically meaningless and absurd. The ‘absurd’
plays by Samuel Beckett, Arthur Adamov, Eugene
Ionesco, Jean Genet, Harold Pinter and others all share
the view that man is inhabiting a universe with which
he is out of key. Its meaning is indecipherable and his
place within it is without purpose. He is bewildered,
troubled and obscurely threatened.
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The origins of the Theatre of the Absurd are rooted
in the avant garde experiments in art of the 1920s and
1930s. At the same time, it was undoubtedly strongly
influenced by the traumatic experience of the horrors
of the Second World War, which showed the total
impermanence of any values, shook the validity of any
conventions and highlighted the precarious- ness of
human life and its fundamental meaning- lessness and
arbitrariness. The trauma of living from 1945 under
threat of nuclear annihilation also seems to have been
an important factor in the rise of the new theatre.

At the same time, the Theatre of the Absurd also
seems to have been a reaction to the disappearance of
the religious dimension form contemporary life. The
Absurd Theatre can be seen as an attempt to restore
the importance of myth and ritual to our age, by making
man aware of the ultimate realities of his condition,
by instilling in him again the lost sense of cosmic
wonder and primeval anguish. The Absurd Theatre
hopes to achieve this by shocking man out of an
existence that has become trite, mechanical and
complacent. It is felt that there is mystical experience
in confronting the limits of human condition.

As a result, absurd plays assumed a highly
unusual, innovative form, directly aiming to startle the
viewer, shaking him out of this comfortable,
conventional life of everyday concerns. In the
meaningless and Godless post-Second-World-War
world, it was no longer possible to keep using such
traditional art forms and standards that had ceased
being convincing and lost their validity. The Theatre
of the Absurd openly rebelled against conventional
theatre. Indeed, it was anti-theatre. It was surreal,
illogical, conflictless and plotless. The dialogue
seemed total gobbledygook. Not unexpectedly, the
Theatre of the Absurd first met with incomprehension
and rejection.

One of the most important aspects of absurd
drama was its distrust of language as a means of
communication. Language had become a vehicle of
conventionalised, stereotyped, meaningless exchan-
ges. Words failed to express the essence of human
experience, not being able to penetrate beyond its
surface. The Theatre of the Absurd constituted first
and foremost an onslaught on language, showing it as
a very unreliable and insufficient tool of communi-
cation. Absurd drama uses conventionalised speech,

clichés, slogans and technical jargon, which is distorts,
parodies and breaks down. By ridiculing conven-
tionalised and stereotyped speech patterns, the
Theatre of the Absurd tries to make people aware of
the possibility of going beyond everyday speech
conventions and communicating more authentically.
Conventionalized speech acts as a barrier between
ourselves and what the world is really about: in order
to come into direct contact with natural reality, it is
necessary to discredit and discard the false crutches
of conventionalised language. Objects are much more
important than language in absurd theatre: what
happens transcends what is being said about it. It is
the hidden, implied meaning of words that assume
primary importance in absurd theatre, over and above
what is being actually said. The Theatre of the Absurd
strove to communicate an undissolved totality of
perception – hence it had to go beyond language.

Absurd drama subverts logic. It relishes the
unexpected and the logically impossible. According
to Sigmund Freud, there is a feeling of freedom we
can enjoy when we are able to abandon the straitjacket
of logic. In trying to burst the bounds of logic and
language the absurd theatre is trying to shatter the
enclosing walls of the human condition itself. Our
individual identity is defined by language, having a
name is the source of our separateness – the loss of
logical language brings us towards a unity with living
things. In being illogical, the absurd theatre is anti-
rationalist: it negates rationalism because it feels that
rationalist thought, like language, only deals with the
superficial aspects of things. Nonsense, on the other
hand, opens up a glimpse of the infinite. It offers
intoxicating freedom, brings one into contact with the
essence of life and is a source of marvelous comedy.

(b) Conventions of Romantic Comedy
Ans. Ref.: See Chapter-2, Page No. 64, Q. No. 24.
(c) The use of myth in Modernist drama
Ans. Ref.: See Chapter-6, Page No. 239, Q. No. 3.
(d) Comedy of Humours
 Ans. The Comedy of Humours refers to a genre

of dramatic comedy that focuses on a character or
range of characters, each of whom two or more
overriding traits or humours that dominates their
personality, desires and conduct. This comic
technique may be found in Aristophanes, but the
English playwright Ben Jonson popularized the genre
in the closing years of the 16th century.
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Jonson dissociated himself from this degenerate
meaning of the word humour, took it back to its
original physiological sense and fitted it into the
context of his concept of the nature and function of
comedy. Just as a man has in his physique a dominant
humour, similarly he has in his psyche a dominant
passion. Under the influence of this dominant passion
a man may become, as the case may be, greedy,
jealous, cowardly, deceptible, foolhardy, and so forth.
As Jonson clarified in the Prologue to Every Man
out of His Humour, he was taking the word
humourfrom medicine and was using it as a metaphor
for the general disposition of a man-that is, his
psychological set-up. He explains that:

When some one peculiar quality
Doth so possess a man that it doth draw
All his effects, his spirits, and his powers,
In their confluctions, all to run one way;
This may truly be said to be a humour.
Ben Jonson’s comedy is called the comedy of

humours as it aimed primarily at the representation
of such characters as were motivated mainly or
entirely by their peculiar, dominant passions or
humours. Jonson felt that, in the words of a critic,
“The purpose of comedy is to note those elements in
human character which are either naturally and
permanently dominant in each man, or which on
occasion, in the hazard of life, overflow and exceed
their limits at the expense of the other contributing
elements to represent a number of characters
differently humoured; and in the clash of contrasts to
paint with pleasant laughter, the moral of these
disorders”. The comedy of humours had a highly
didactic aim which was sought to be realised through
satire levelled at various humours. Volpone is a satire
on cupidity and depravity of human character. The

Alchemist on greed, Bartholomew Fair on hypocritical
Puritans, The Silent Woman on jittery melancholiacs
afraid of noise, The Staple of News on irresponsible
news mongering and the uncultured craving for thrills,
and so on.

This genre of drama allowed Johnson to dispense
with the traditional clown or jester. The farcical
laughter arising from the grotesque and slapstick farce
of clownery could be substituted by the clash of
humours. Secondly, it provided a meeting-ground
between classical theory and modern life.Thirdly, as
the introduction of humours put the dramatic emphasis
on character at the cost of incident, it threw out of
favour, once and for all, the comedy of mere intrigue.
Lastly, it rendered it possible for the master of satiric
comedy, the doughty champion of classicism, and the
most powerful of Elizabethan realists to be united in
the same man. Jonson threw the massive weight of
his dramatic genius against the current of popular taste
and succeeded in pruning the romantic excesses of
Elizabethan comedy.

However, a very grave danger inherent in the
envisagement and representation of humours was the
possibility of a falsification of human nature. The
characters were apt to grow wooden and monotonous.

In spite of their realism and vividness Ben
Jonson’s humours are open to the charge of being
psychologically to o simple. It is often said that he
was not acquainted with man in his fullness and that
he built on the surface and built but a single storey.
The complexities of human psyche find no expression.
There is no light and shade, the cross-play of motives
is apt to be neglected; and above all, he misses the-
inconsistency which is so powerful an element in the
nature of us all.
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( Solved )

Q. 1. Critically comment on the following pas-
sages, with reference to the context:

(a) To be or not to be : that is the question;
Whether ’tis nobler in the mind to suffer
The slings and arrows of outrageous

 fortune,
Or to take arms against a sea of troubles
And by opposing end them ?

Ans. Context: These lines have been taken from
Shakespeare’s Hamlet.

Explanation: This soliloquy, probably the most
famous speech in the English language, is spoken by
Hamlet in Act III, scene I (58-90). His most logical
and powerful examination of the theme of the moral
legitimacy of suicide in an unbearably painful world,
it touches on several of the other important themes of
the play. Hamlet poses the problem of whether to
commit suicide as a logical question: “To be, or not
to be,” that is, to live or not to live. He then weighs
the moral ramifications of living and dying. Is it nobler
to suffer life, “The slings and arrows of outrageous
fortune,” passively or to actively seek to end one's
suffering? He compares death to sleep and thinks of
the end to suffering, pain, and uncertainty it might
bring, “The heartache, and the thousand natural
shocks/That flesh is heir to.” Based on this metaphor,
he decides that suicide is a desirable course of action,
“A Consummation/Devoutly to be wished.” But, as
the religious word “devoutly” signifies, there is more
to the question, namely, what will happen in the
afterlife. Hamlet immediately realizes as much, and
he reconfigures his metaphor of sleep to include the
possibility of dreaming; he says that the dreams that

Time: 3 Hours ] [ Maximum Marks: 100

Notes: Answer question no.1, which is compulsory and any four from the remaining questions. All
questions carry equal marks.

may come in the sleep of death are daunting, that they
“must give us pause.”

(b) I think a woman fetching a man’s slippers
is a disgusting sight ... I think a good deal
more of you for throwing them in my face
who cares for a slave?

Ans. Context: These lines are taken from
Pygmalion by George Bernard Shaw.

Explanation: As far I remember, Pygmalion is
the first play I’ve ever read. I’ve been tempted by
Oscar Wilde, but Pygmalion was also at the top of
the Ugly-Duckling – Makeover Stories list, so it got
the honor. It’s a short play and it works well in audio-
book because you get to listen to all the accents and
the story is all about the accents.

Phonetics expert Henry Higgins bets he can teach
Cockney flower-girl Eliza Doolittle to pass for a
duchess at an upcoming ambassador’s party. His
theory is that an impeccable diction is the most
important thing about being perceived as gentility.
Although being packaged as a romantic comedy
(Shaw himself called it “A Romance”), he actually
seemed to go for anti-romance. All readers expect
Eliza to fall in love with Higgins and she does, but
then she begins seeing him for the hyper-rational,
egomaniac he really is. And all readers are expecting
Higgins to fall in love with Eliza, but we’re never
sure if he ever does.

(c) When I behold the heavens, then I repent,
And curse thee, wicked Mephistophilis
Because thou hast depriv’d me of those joys.

Ans. Context: These lines are taken from Act III
and IV of the Comic Division of Tragedy of Doctor
Faustus written by Christopher Marlowe.
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Explanation: The scene is not without its
thematic connection with the main Faustus scenes.
In the first place, the clowns reduce Faustus’ practice
of magic to its lowest denominator. Their punishment
by Mephistopheles also prefigures Faustus’ own at
the hands of the devil that he serves. More imme-
diately, however, the metamorphosis of the clowns
into a dog and an ape ironically comments on Faustus’
earlier dreams of transcendence through magic. For,
like the clowns, he too has been practising magic to
pursue his baser appetites, and the metamorphosis
he has undergone through magic has helped to make
him merely an itinerant magician who delights in
playing petty tricks with petty mortals. Gone is the
earlier titanic aspirant of the opening of the play. An
inner degeneration has overtaken Faustus and the pity
is that he is not even aware of it.

Acts III and IV,  like II and III, are also separated
by the entry of the chorus. This time the chorus
informs us that after visiting various cities and royal
courts Faustus returned home to the delight of his
friends and admirers, who were missing his company
badly. He gave them great joy and satisfaction with
the accounts of his travels and new discoveries in
astronomy.

(d) Astride of a grave and a difficult birth
Down in the hole, lingeringly, the
grave-digger puts on the forceps. We have
time to grow old. The air is full of our cries.
But habit is a great deadener.

Ans. Context: These lines are taken from
Samuel Beckett’s Waiting for Godot. Vladimir is
unable to take death seriously, leading us to believe
that his earlier humanistic concern for Lucky’s
welfare was just his impression of what he thought
a person would do.

Explanation: Pozzo’s view of death seems
disturbingly extreme, but he’s actually not telling us
anything we don’t know. Death, he says, is inevitable.
When a person is born, he begins his fall toward the
grave. The only difference between his statement
and what is perhaps a more common view of death
is the amount of time that passes between birth and
death. In our case, a lifetime, in this image, the
moment it takes to drop into the ground.

(e) ... as imagination bodies forth
The forms of things unknown, the poet’s

pen
Turns them to shapes and gives to airy

nothing.
A local habitation and a name.

Ans. Context: These lines are taken from A
Midsummer Night’s Dream by William Shakespeare.

Explanation: Shakespeare had a keen
appreciation of the value of imagination, as that quote
from A Midsummer Night’s Dream suggests. But what
is imagination? Is it a luxury – a chance evolutionary
exaptation of some otherwise less essential neural
circuit – or a purpose-made system to analyse novel
features in the environment? A mechanism for
evaluating counterfactuals – the what-ifs?

I doubt that there is a specific gene for
imagination; it seems to me it may be far more global
than could be encompassed by one set of genetic
instructions. In what we would consider proto-humans
it may have involved more primitive components:
such non-linguistic features as emotion – fear, elation,
confusion – but also encompassed bodily responses
to external stimuli: a moving tickle in that interregnum
between sleep and wakefulness might have been
interpreted as spider and generated a muscular
reaction whether or not there was an actual creature
crawling on the skin. Imagination, in other words,
may not be an all-or-nothing feature unique to Homo
sapiens. It may be a series of adaptations to the
exigencies of life that eventuated in what we would
currently recognize as our human creativity.

Q. 2. Jonsonian comedy redirected attacks
from persons towards follies and foibles. Discuss
with reference to The Alchemist.

Ans. Ref.: See Chapter-4, Page No. 131, Q. No. 7,
and Page No. 134, Q. No. 11 and Q. No. 12.

OR
Tragic irresolution is the dramatic strength of

Doctor Faustus. Discuss.
Ans. Ref.: See Chapter-1, Page No. 33,

Q. No. 17.
Q. 3. Trace the development of Beckett’s

martyrdom in T.S. Eliot’s Murder in the Cathedral.
Ans. Ref.: See Chapter-7, Page No. 285,

Q. No. 15.
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OR
Critically comment on Shakespeare’s use of

Romantic Comedy formula in A Midsummer
Night’s Dream.

Ans. Ref.: See Chapter-2, Page No. 46,
‘Romantic Comedy’.

Q. 4. ‘‘Hamlet’s character is the prevalence
of the abstracting and generalizing habit over the
practical.’’ Discuss with reference to the play as a
revenge tragedy.

Ans. Ref.: See Chapter-3, Page No. 84,
‘Reinventing Hamlet’ and ‘Privatisation of Hamlet’.

OR
Discuss The Playboy of the Western World as

an extravagant comedy and a dramatic
bildungsroman.

Ans. Ref.: See Chapter-5, Page No. 185, ‘The
Playboy as an Extravagent Comedy and
Bildungsroman’ and Page No. 184, ‘Theme of Role-
Playing’.

Q. 5. ‘‘Unlikely conversions, miraculous
transformations and providential assistance are
inseparable from comedy.’’ Discuss with reference
to Shaw’s Pygmalion.

Ans. Ref.: See Chapter-6, Page No. 217, ‘Comic
Conventions’.

OR
Critically comment on Waiting for Godot as a

play establishing new conventions for modern
theatre.

Ans. Ref.: See Chapter-9, Page No. 321,
‘Introduction’ and ‘Waiting For Godot: An Avant
Garde Play’.

Q. 6. Look Back in Anger examines the
relationship between the individual and society in
the modern age. Critically comment.

Ans. Ref.: See Chapter-8, Page No. 315, Q. No. 7.
OR

Discuss the salient features of Elizabethan
tragedy with reference to the prescribed plays.

Ans. Elizabethan tragedy reflects the interplay
of the Renaissance and Reformation strain. This
characteristic is found in protagonist, the structure of
the play and the use of devices and language in
Elizabethan tragedy.

The Elizabethan hero is a new man. He is not the
medieval manwith his olds beliefs. He is a man of the
Renaissance. He doesn’t kneele before the authority
of tradition, of God, etc. He is a man who wants to
look at reality through his own eyes. Marlowe’s
Faustus embodies this feature, he wants to know more
and have more; embodies the desire for major
knowledge and power, he represents man’s effort to
be like God. The deep motive which moved and
inspired Faustus were the same motives which 1oved,
for instance, Lorenzo Valla. They both perform a
changed behaviour towards the authority which is
accepted no longer, it is put in doubt. The Renaissance
man wants to look at reality with his own eyes and
not through those of religion. He wants to have a direct
and personal experience of things.

Shakespeare’s Richard III is a man of Renaissance
as well, in the sense that he crushes the order and is
not scared by divine punishment. In fact, he plots
against the life of his brothers and nephews to improve
himself (Machiavelli’s Influence). Another character
who embodies this feature is Hamlet, who is another
man who doubts of all previously established
knowledge. Hamlet is the modern man who is
conscious of his doubts, he does not understand his
world, but has no solutions ready at hand. Reality is
no longer clear and he proceeds through doubts. In
this sense, the famous monologue (to be or not to be)
ends with the stress on conscience, on man’s thought
which makes everybody coward, because makes him
linger. But, of course, Hamlet’s problem is not
cowardice, his problem is that he is the new man and
as such he decides his action and his moral behaviour
according to his reason, his proceeding is dialectical.

Elizabethan tragedy developed from the
experiments of men like Marlowe and Kyd was really
a new and distinct type. Elizabethan playwrights
discarded classical restrictions as the unities of place
and time. The complete separation of comedy and
tragedy were discarded. They gave a picture of human
life as affected by sin and suffering which in its
richness, its variety and its imaginative exuberance
has never been equalled.

The greatest master of Tragedy was Shakespeare,
and in Tragedy he reached his greatest height.
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“Hamlet,” “King Lear,” and “Macbeth” are among
his finest productions, and they represent the noblest
pitch of English genius. Of these, “Hamlet” was
perhaps most popular at the time of its production,
and it has held its interest and provoked discussion
as perhaps no other play of any time or country has
done.

The splendour of its poetry, the absorbing nature
of the plot and the vividness of the drawing of
characters who marvelously combine individuality
with a universal and typical quality make them appeal
to people of all kinds and races. But much also is due
to the delineation of the hero, the subtlety of whose
character and the complexity of whose motives
constitute a perpetual challenge to our capacity for
solving mysteries.

“King Lear” owes its appeal less to its tendency
to rouse curiosity than to its power to awe us with an
overwhelming spectacle of the suffering which folly
and evil can cause and which human nature can

sustain. In spite of, or perhaps because of, its intricacy
of motive and superabundance of incident, it is the
most overwhelming of all in its effect on our emotions.
Compared with it, “Macbeth” is a simple play, but
nowhere does one find a more masterly portrayal of
the moral disaster that falls upon the man who, seeing
the light, chooses the darkness.

Q. 7. Write short notes on the following:
(a) Hamlet’s Soliloquies
Ans. Ref.: See Chapter-3, Page No. 80, ‘Hamlet’s

Soliloquies’.
(b) Romantic Comedy
Ans. Ref.: See Chapter-2, Page No. 64,

Q. No. 24.
(c) Use of Myth by Shaw in Pygmalion
Ans. Ref.: See Chapter-6, Page No. 239,

Q. No. 23.
(d) Poetic Drama and Modernism
Ans. Ref.: See Chapter-7, Page No. 274, Q. No. 2.
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