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INTRODUCTION

W B Yeats (1865 — 1939) one of the Founder figures of modern poetry points oul in
his poem “ The Second Coming” that: -

~Things fal} apart; the centre cannot hold;

Mere anasrchy is loosed upon the world.”

h is true that the above is the modemist view but stil] o the postmodem world we cannot
£nd 2oy stabality or cannot find any ceotre to hold and [ think that Tom Stoppard’s pley
Zosemcrant: and Guildenstern are Dead tries to visualize that uncertaioty or inbetween
pess of the postmodern world. My major focus 1o this study s to show that through the
play Rosencranz and Guildenstern are Dead how Tom Stoppard tries to show
postmodern life, more specifically through the characters Roseucrantz and Guildenstern

. Seoppard tries 10 show the conditiop of the postmodern beings. Through my paper [
st ' Righlighs the postmodern clernents that are reflected n the play and this is the

=~ porpose of tos paper. This paper also examnines how these elemeants are related to

Oy BRI

. -

« Stoppard and Postmodernism
Tom Stoppard is the youngest play writer ever preseoted a play at the pstiopal
Sester, and bis carne progress to success io the West End brought internationsa)
eeognition. He is arguably the foremost dramatist of our ime. We can say that Stoppard
oz altered the face of late twenneth century drama. Stoppard spoke Englisb fom
m =2’y zze and bved 10 Enpland since he was nine. His writing shows delight in English
smcace and Hitorsture; yet be was acrually borm Czech, as Thowas Staussier, in 1937,
i wos rawe apd nfapt refugee: first from the Nazis 1939 and then in 1942 from
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Simgapore and the Japanese, at ‘which time fus father died-“in enemy hands, that’s that”
(quoied by Kenpeth Tynan in Show People.). “Stoppard left schoo) at 1954, aged 17
and thoroughly bored by the idea of anything intellectual. ... ahenated by everyone from
Shakespeare (0 Dickens” (Theater Quarterly). For nine years he worked as a jounalist in
Bristol: eventually he tried bjs band at fiction and plays. In 1963 he moved 1o London,
where his first TV play was shown gud a novel was commissioned; this was followed by
plavs for BBC radio and short stories in a hard back anthology.

These days, Tom Stoppard is most widely known as the man who penned the
seresnplzy for the Oscar - winning film Shakespeare in Love. But Stoppard made his first
big mark three decades earlier with a complex, densely philosophical puzzle of 2 play
that spam off from Hamlel, Rosencraniz and Guildenstern are Dead, which puts Stoppard
e theamcal map in 1967, The brealdhrough year was 1966, when Rosencraniz and

] rern: are Dead, was acclaimed a2t the Edinburgh festival, For well over 30 years
«nce thew, Stoppard has consistently held his posjtion as one of England’s roost admired
=nd emyoyed dramansts. He was knighted — become “Sir Tom™ - 1997, In addinon 10 bis
own plavs be bas scnpted adaptations of Europeas comedies and sereenplays of many
“e. mchachap the 1999 successes, Shakespeare in Love. Stoppard describes himself as

s, and 18 half-way religious - 1 approve of belief in God and try 10 behave

o Swrr s ome, bot that bardly amounts to faith”™ (fn Conversation: Guppy).
e blend between comedy and tragedy is very markad in Swappard's work. His
1y is also & strong presence in a nwuber of plave. Sieppard iy a great
stener and hugely Furny. Thig appears (0 conjuse the examinees and crivcs, who
smmes Do hard o believe Bt some one <o enlerlaining can also, be se profound.
weies. Shopeee szuvs 10 the preface to 2 codlection of hig plavs, is “fivsi and (oremost a
Ec=eat - emd his own wriling (sereenplays apart) intends 2o make us snule or faungh,
= croan - worthy puns as well as dazzlimg opes. and somelimes an everlap with

S o Sroe Jim Hunter gtd m Fuhber Criticul Guedes: Tom Stoppord.2000°3)



Stoppard delights in upsetting the audience’s expectations.

At the heant of Stoppard’s plays is an intense sympatby for the underdog, a buge
affection for ordinary people and a strong awareness of life’s absurdites. Death is one of
i~ = thexpes in his work. In, Rosencrantz and Guildenstern are Dead, Guldenstern sees
Jezth a the only centainty, but even this security is removes from him by the playet, who
sows that death is actually more convincing when it is acted. A recurrent figure in
Szoppard’s work is the pragmatist, best seen perhaps in the “Player” o Rosencrantz
amd Guildenstern are Dead apd “Archie™ from Jumpers. Somelimes, morality is the
mor s=ue im Stoppard plays and whether or not there is any absolute roorality that can

s'ways be applied to human behavior (Msartin Stephen qid in English Literarure - A

“ o 30

L omw o0 e modem age. Tom Stoppard uses his ant form 10 crilicize society’s
sus o o handle the thought that we are governed by chaos. The modemn world has
ool fme a5 2o cxcuse for pot downg apvihing to shape or change our ouicome.

Sioorerd wses s plavs as a mirror beld up to society, showing his audience the

== ness of beavine cvenvthing up to fate. 1t is true that Stoppard is a contemporary
Sarss = = D s pamvs aspecually Rosencrumiz and Guildenstern are Dead,

s e e el e s of posmoodernis.

We s wat i English lterzrure the contemporary age begins afler the Second
Vo Cosmomporan apc SGSIS 1n benween raodern and postmodera age. Nobody

e ot otz of the beginaing or ending of the contemporary penod; some where

coporany aze disappears and postnodernism begins. In that sense

Semmemn mmeerr cmerzes from modern Jnerature and at the same time yives way
e e Siopoerd began wriling Resencramz nd Guildensierys are Dewd!
= e 107 comiey and o specifically the late 20% century. was o time of
Sy e e Stoppecd's ransfommation of Hamlet can be seen as a fornialized 20
S Ssmans sopaeiieg the nanme of the quth: it 1R contingeny, coniczal. and
r sle Thes of course. is Rosencrantz and Guildensiern' s difemima, dhey

= T moo betwesn knowing and not knowing,



In Rosencrantz and Guildensiern are Dead, Stoppard cleverly removes the
characters Rosencrant: and Guildenstern froro Homlet, exiends Shakespeare’s caricatures
of them, and makes them postmodern. The play is now about how Rosencrantz and
Guildenstern present the viewer with an image of postmodern attitudes. “Stoppard’s use
of H.=/c1 s ip some ways a postmodem gesture. By appropriating such an iconic text ag
Fiamict and presenting it from the perspective of peripberal cbaracters and then playing
wpon them for his own purposes, Stoppard demonstrates that the human experience can
oot be fully undersiood by focusing on the dominant narrative™ (htip:/hsc.csu.edu.aw
eoglish/advanced/comparative_study/transformations/2605/Hamle(RG.h (mlérg_trans).

Posunedernism in many waoys a continunslion and intensiecation of inadernism,

creas modernisin lamenled on (he death af meaning postmodernism dances on s

= Posmmodern awist gleefully rejects structuve. order. aud constandy 1 favor of
—merder, chaos and rapdom play, Jugt ax Tem Steppard, all postmodernists manipulate
e, forms and images according 1o their ewn wavs and the Janguage of their play
st i . _

CYCI IS, Dareagy an

(=8

pastiche which we cap see jn the play Reoscnoruniz ond
corn are Dead  Some critics deseribe this play as an amazipg mumph of

T Gl = &’ DUsinK JCitsin.

¢ play Rosescrants and Guildenstern are Deod. we {ing he eJement of

ter of absuwrd™. Some people says that Reusencrantz and

& whach [inks it o the “thea
Swdemstern are Dead is z sativical retelling of the 17% centiry melodrama ihrough the
- wiet’s long amie friends Rosencrontz and Guildenster - some deseribes 11 as an
ot vereon of Samuel Becken's Waoning for Godor sut with jokes. Differeni
MO e et opinions regavding the play bul we van oy Mat it is typieally a
vy though 1t inspired by nwo famous ploys, il's ambiguons endiog and

2% = combines o make il a very differens play. (U is true thar Tom Stoppard is a

s play writer bui mest of bis plavs renect the ideas. thoughts and issves of

i which we cannol ignore and frora that point of view we can say (hat



Fosemeranz and Guildenstern are Dead, s completely 2 postmodem text. And at the
se=w; time Tom Stoppard has a close reJationship with the postmodem age.

e term pusimodern has v the last decade become an increasingiy populas Jabs
= something abow the end of the twendeth century. Tt aiso celers fo a conlemporary
wecllostual movement, oy rather. 4 nol very happy mily ol intetlectiual mavements. The
members of the posimodern {amily not only express conlticting views, but are interciled
arely overlapping subject matters: acl. communications. media, history, econdmics,

solincs, eihics,  cosmnlogy,  (heology, methodoiogy, Iwranwe  and  education
Zocton.  From o Modernismo 10 Povtmoderusm: An Andhology. 1996 1)
st fs 2 word of owr times which by 18 verv nature hard (6 Jefine. No one can
efmre definition of posimedenusin. Ti s very difficutt 1o deline posumedsrnisrg
rd and another problem is ihat duiferent people haye ffereat omnions,

mehes and ideas sbout postmodemism. So, pesimoderism can’t be defined with 2

mole semence becouse posimodermism fias Jotz of components and directions.

¢ pmm s oosmmodomnism geoerally refers to a kind of free — floating in an
- e hewmg o=t omrsedves off from all past explanations of why things
e o g oare - oot ooy the ocplanation by Newtonian physics, but also those of
Selpom, Wamosm Psacho anafvsis: even History. So we can say that postmodertysm is
e of B = ~otroversial, influential and untelectual movements 1o appear in the {ast

w mmrs o2 1 Dhelpme.com/preview.asptid=43783).

L
C

DLy o amdersand posimodemism, it wowld be wise 10 begin with a definidon

o Wadersiam s philosophy based on the belief that through Enlightenment
=SSP L woomn o and shsoluie wuih of scieoce, ihe human race will evolve jate a
=T Come twomiens bad g belief thal through reason and knowledge they can
= : CL sl ek poople happy, Modennss ace Edrocentric, humanistic and

= moderisis are pessiniisl, Posonodernisns is an essentially a rejection
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“medermism aod all Enlighteproent values. More woportantly postmodernism looks

~on the modern world with increased cynicistn and disappowntment. But soll we must

siand moderysm better to understand postmodermism. Postroodernism can be

a

wicwed as an expansion of rodernism.

Postmodernism  beging by doubting everything. Postmoderuists believe that
mvemvimng 1S arbitrary, subject to chaoge aod ambiguous. It does not lirgjt the idea of
mn o only that which can be observed. Posmmodernism combines simullaneous
fagmentation and blumog of boundaries in a wniverse where no absolute trulb governs
e definiion of reality and morality. Posmodernism is  all  encompassing.
=modemism does not allow for only one defimiton for anything. There are several
explanations  for  phenomena  (bttp:sv2.123belpme.com/preview.asp?id=63794).

»lemism deals with 2 floating world; nothing is fixed here, and there is no morality

me o respousibility. Postmodernism depends on parody and deals with topsy-turvy
e crary world.

postimodemism there is no one single meaning. M other words. the meaning is

sl we can have mudtiple meanings. Postmoderrism denjes the ideas ol presence.

mmlsme Coes ot belisve in oviginality, J implies thai nothing s suchemic. veal,

pam= s senpmad Meramsse in the posimedert world everything is made ap and ficticnal
S meimme o ommml The pesl no longer exists in the postmodesn worid hecause
TeEmLdomesm s busily invelved with asserting the tedd. In other waords theee is oo

= =y Jdistincbon berween reality and its representation; there is only the

miermm. The criuque of the presence is sometimes expressed by soying that “there i

o the 1™ (lotroduction, From Modernism 1o Posimodernism: An

mocemeem s o show that what others have regarded as a unify, a single,
T s o ozeeplois plural. In the postmodern world everything is constituted
< e tonzst hence nothing is simple, immediate or itally present and no

= wmme cam be complete or fipal, (Inwoduchon, From Modernicm 1o
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Fossmodornism: An Anthology.1996:15). Everything is constituted and contingent in the
pesmmoder world and even truth is also constituted in the postmodern world.

Some kev features in postmodern thoughbts include: intertextuality, randomness,
chamcc. arbitrariness, surface and superficiality, self-consciousness, multiple
pemspectrves. skepticism, relativisms, parody, hybridity, self-reflexivity and so on. So
S 2 these views and perceptions we can understand that postmodernism is a very vast
e which is very difficult to define. We can suromarize that postmodemnism always tend
= break normal porms and values. In other words we can say that postmodernism
st the idea which we think is normal and usual.

For wriung this invaduchon I depend particularly on the interner and some books
W gty miormaton about Tom Stoppard, postmodernisim and aiso about the connection
Stwesm postmodemism and Tom Stoppard.  Hep://Awwaw 1 25help.com  and  hup.//
www gogle com helped me 1o find our some information about Tom Stoppard and the
pestmodern age. | have also gathered some mformation from the book English literoture
& stmdert guide — by Martin Stephen and Faber Critical Guides - by Jim Hunter. It is true
S ol these books and websites helped me (o prepare my writing but T tned to write in

S ey and pot directly follow the deas of the books and sites.

Tom Swppend™s Rosencrantz and Guildenstern are Dead is undoubtedly a
sesimecem play bevause it highlights postmodern elements which we can not ignore:
sestesmmmliny . inbetweeness and uncertamty of the postmadern world: lack of centre.
Spteadiny or mixwure, chance, confusion and identity crises of the postmoden world. The
P Besemcramc and Guildensiern are Dead s completely playtul and also rejects the



Chapter — |
INTERTEXTUALITY

Somplv, intertextuality is carrying or referring to anothber text. Whea a texi carries
morser et then it can be defined as mtertextuality. Intertextnality is the process
emet 0De text plays upon other texts, tbe way in which refers eodlessly to further
lements within the realm of cultural production (Barthes, 1977). Intertextuality 15 a very
sommon feature of every post modern text. The fundamental concept of intertextuality is
Saw = text, much as {t might like to appear, 30, is original and unique w itself: rather it is
2 e of inevitable, and to en extent unwitting references 10 and quotation from other
=t Imertextruality is a very usefu concept, indeed some would say essential for literary
puls ¢ omham Allep, Unjversrty, College, Cork)

Wi sometimies sald 10 draw an previons ot as mwch as on real life. In
spend s case thic s certzinly o, We zll know that the iwo o the waorld s best knawn

= ‘o and Waiting for Godot, lie behind Tom Stappard’s play Rosencraniz and

wrw ore Doad This play 18 fntertextua) in that sense beesuss the maln staucure

x =3 = on shakespears’s Nomler and at the same Gme Watially it follows the
Er=—uar S for Godod 2 two et waly aothing to do, bryiag (o wovk out why they
S0 e Spmeed uses every seene from Shakespeave’s Homier i which Rosencyaniz

W demsnern Zppear, except the byplay with a recarder (111, 11.270) — though words of
e T avpe mysteviously Oind their way in to Gwdenstern’s mouth (P.104). The

r w7 mears out the clear course of thws play, aod is 2 well known one; the funny

S smmmes e of course Stoppard’s, vet a8 we il in the audience we are
£ ey s 2o nexa soran of Shakespeare to see how ir will be handled. It
T3 s = Rosemorones and Cuildenstern ore Dead. s mspiced by Beckett™s

_— 2 S i Waiting for Godot and inNuenced by Shakespeare's Hunilet
e ok o e W orewtile Waiting for Godng s the framz ol Shakegpeare's
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What Stoppard did is that he takes the characters, some actions and some scenes
T Shakespeare’s Hamlet and gives those actions and characters to his intellects and al
the same ume throuph these acoons, characters and scenes he takes us back to Homlet
amd s s the maip utertextual quality of the play Rosencrantz and Guildenstern are

Tead For example, the conversation reproduced below between Rosencrantz and
e ke bs back to Hamler,

SRS Wha are vou dnving at ?

0L wuh emphasis) what's your pame?!

S0 mpatinoo. Two — love. Match point to me

L Seczang him violently): WHO DO YOU THINK YOU
0 Temeee! G and mateh! (Pause) where's it going to
_ Srend ?

> Tit"s the question

: s all geesiions.
3 L. : Do vou ek u maniers?

Ol
S e i e iy 7 (1.32)
Semwoen Rosencrantz and Guildenstern takes us back to Hamier’s

s g TTo be or ot to be, that is the queston” in (111, §.45).
S 8 e e v emous speech is the intertextual echo that resounds through

SR et S aff as. ks that enough? (1.17)
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There is far more of Hamlet in Acl—2, coming relatively first and funous and this

be a very good example of intertextality. We all know that Act two of
spard s play starts with the scene from Hamler's (11. 1.29-30). In Stoppard's play the
wms sho 10 be performed in front of Claudsus suddenly takes on 2 life of #t°s own and
3 dumb show of the further action of Hamlel, in which the audience
meme e (though they themselves apparently don't) (hat Rosencrantz and Guildenstem
= dooened The blackout then takes us on 10 the premature end of “The Murder of
woo . curailed by Clavdwns: afler which the dead likeness of Rosencrantz and
v rise and prove now 1o be Rosencrantz and Guldenstern themselves, sblf

= G <1l doomed (Jim Hunter qud w Faber Critical Guides.2000:40).

wer Cetad of Shskespeare's Humled that Stappard capinalizes on i ivis play is
S manner inowhich Rogancrantz and Guildensiero accept directives (ram
e In F o1 these iwo are asked o delve into the Ufe of a chitdhond Iriead and
= Ther e semn ol o England with thus [riend whae | te the best el vheir knowledee,

el cmurder, canving 2 letler o delivec el which the centents ihey are

- Sommetow Shakespeare makes such a set of circomsianees appear
D P YT S0n this surprisingly sange situation. Srannasd provides
Bl Sepess e - S oiow o osuch, senseless Faol steps, faoks who see their

PR e sl Smmily acoepd i Even the ile of Stoppard s play s quoied from the

E s lkespeare"s Hamiet (P, 94).
- o sl wc can say that Stoppard’s Rosencroniz amd Guildensiern are
Bt zprere m o ~am ozl Beckett’s Waiting for Godof. Sometimes th some
. . c Dosemereerz and Guildenstern remind us of Viadimir and
S e = 7or Godot. 1t is true that ip many ways Rosencrantz
- Catepe— - | - ~om Viadimir and Estragon but sometimes the condition
E = T e = us back to the condition of Vladimir and Estragon.

e & s el Danmpom are two — tramp — like clowns who meet on a
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= road 1 the evening o wait for Mr. Godot to armve. Instead of comung, Godot
srologies a via boy servast In (be whole play these two chasacters have
=z w0 do. except waing for the Godot, yet that Godot never comes. Like Viadiour

sl Cammzon, Rosencrantz and Guildepstern just pass their time by talking and waiting

st o happen: the difference is that Viadimir and Estragon wait for someone
- some idea but Rosencrantz and Guildenstern are just waiting for the
sz they don’t cven know why they are waiting and whom they are waihng

"= subject matter is frustration of all human yearming - for a2 meaning 1o
 mem'th and happiness, for love, his characters are not only pbysically frusirated —

sendiv. plysical bandicap but also meotally blocked: fragments of
v v sy get side- tracked, or repeatedly tecycled or interrupted. And yet
r oo agam, just as Becken himself spoke of artists having “nothing to
=nz mbuch 10 express, pothing from which to express, no power to express,
=rpvesST and yet “the obligation 1o express”. To some extent Rosencrantz
= are sufferers from the Beckedts's condition, dropped o to the action of
—uonallv more coberent than Becken's characters in theis souggle to

= but in the end they are equally defealed. (Jim Hunter gtd in

S amd Guedldenstern are Dead has, however, far richer material thep
e oina! brilliamt potion of following Rosencrantz and Guildenstern

s play. Stoppard then added a further idea almost berter sul) ~
~ —=inz players ioto go-betweens, who Jiaked the fixed course

- ~ostmodern speech and concerns of Rosencrantz and

- s T o about theater jtself. Stoppard js thus able to ring
—a I« of acdon: the dialogue of Rosencrantz and
- 4t plaver and tragedians: and the fragmeots of the

pdprepey » = o as=c and modern play Stoppard ipgenjously makes
= are Dead, an intertextual text, a very umportant



Chapter -2
UNCERTAINTY AND INBETWEENESS

= all know that Rosencrontz end Guildenstern are Dead, writien 1 (960s, a
me when postmodermism begins, is a postrnodem take on Shakespeare’s Hamlel.
somart eftectvely relocates Shakespeare’s play to the 1960s by reassessing and

sy the therues and character’s of Homler and considening core values and
S les of the 1960s - a time significandy different to that of Shakespeare. He relies on
e mabences’ already established knowledge of Hamler and transforms a revenge
el o a posunodem play, which shifts the {ocus from royalty to common man.

e tom plav. Stoppard 15 able to make a statement about his society, or we can say

S e ommmies a play that reflected the attitudes and circwnstances of the postmodem
L Swppard deliberately alters the configuration of the play to create a confusiog
Cmeeroerz, which creates the exact image of postrmodern society. Through the characters
wzz oo Guildenstern, Tom Stoppard tnes to show the uncertainty and

= = = postnodern world,

T speming scenie e see thal Rosenerantz and Guildensier are plaving dice
0 of uncertainty: aneir past o gs a0 mystery. helr names  seem
S e thes st strugele for even the most Tundamental Knowledee of why
e = w oo T Rosencrantz and Guildensiern's activity oi tossing coins at yhe

T oo oot only as an indicalor ol the pasanonval naturs of e

SN L e o8 how mach of (hérr exisience is apent merely pasing

3

rerm’s world me seems o streich on mdefinsiely. As
= o r € ©chamacter st pass tnoe and Steppard’s pass tme of
e = m o @ s came they are 1alking 1o one another, nolthing wuich 1§
W s s being achieved  Guitdeastern constantly seeks to

- Lo e e wanis o know how it s possible for 2 coin 1o land
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st o hundred imes 10 a2 row heads up, He wants to know why they are swnmoned to

ot what ey are supposed o do for Harolet or what is in the Jetter they have been

Towencraniz and Guildenstero are always confined 1o a lymnited area (a road, the
ST s osmo o They don’t remernber their past (pot even their names), they don’t know
e e owre where they should go, what they should do; 1o fact we cap say that they
v sy oan in-berween situation. They are atways together and on the stage spend
woam o e e olaviog games and coaveying the feeling of tsofanon and uncertanty.
- 2 Dwencrwws and Guildenstern are Dead does not have any beginning, middle

S e e through this uncertainty Stoppard wants 10 show us that this world has no

0 mmm and oo epding. This 1s a play where we can’t sertJe down in anyway.

0 Deemoronis amid Guildenstern are Dead. Stoppard creates an enypty world and
Sl e choracters, Rasencramz and Guildensters find thetnselves in a wottd that
e smdersand, As aresuli they do not realize their purpose or ther place in he
S scheme. Therr ndecisiveness ang bumbhny aature anly add o theiy
sover making a deciston wathout alking in wireles or cswtlishing a

oot Teis obyvipus that Rosencraniz and Guildenstern live in
S e o s U= esteemn, They are nnsware of ome v they deally
0 poentless verbal game. e Guestions are ncver answered as
A e emp the gaimie gomg. Their roundabout way of taiking, iheir
e S slemmty and merpories, ther constant questioning and  (heir
e s ey ae doing add up 1o the nolion thal Resencrantz aod
o il am! ancertain aboui ibeir existence and alse about their
L e tha they cannot difierentisle berveen heing alive

§
' e e caegte up o events they can neither understangd, wor

e e smeck 0 benween “life” and “death™

. s =Toos the uncenainty and inbetweepess of
e L I e sy Swoppard amploys  meaningless
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suchanges, such as Rosencrantz and Guildenstern’s question game, (which

sov comrasis 10 Shakespeare’s elaborate and poetic verse). Stoppard's  language
spwemmes The cabiguous natwe of the truth There is no underlying fixed meaning in
T ok of conto) over their lves js murrored in the fragmentation of
e ad Guildenstern’s language and their persisient use of questions. Their
e sheask o oonsense and crosstalk and o their cosversabon questons are
S onmer questions, as if to prove the lack of ceneinties. Their conversation is no
weer weed 10 communicate, but to fill the me 1o prevent people from Bunking aboul the
e exastence. o this play Stoppard's use of language extends the idea of
wmmeess and wsignificance.

Twowgh this play and through this two characters Rosencrantz and Guildenstem,
D omes o show us that we are stuck 1o this world, since our future is already giveo
e ooy of escaping our destiny. lo the postmodern world we are not in
" our own fate and the furure (s giveo and one can not chaoge it. Through the
" Rosepcrantz and Guildenstern, Stoppard tnes o show us that posomodemn
oo [ost capacity for disbelief. Like all postmodem human beings Rosencrantz

== canpot even Jocate themselves dramatically in space.

=re is 00 way owt, there can possibly be no way oul for Rosencranlz
~ s o 2void tbeir death at the end. Rosencrantz and Guildenstern have
Slon o e Jeadh, yet Lhey can do notlung about it al al). They all have to

& Gmmoied Thozo unkoown foree, because they ace stuck in amber. Sometimes in

s sl Guildenstern may seem like puppels. They seem like they have
e e Tlad” from the above. These two bewildered innocents or we

- co cmmaes S apvthung about theis destiny but they can jusf wail for

_— e e “2 for Rosencrantz and Guildenstemn, the only realify and
Wzt ey do pot koow what s it? when it all began;
owm Tz only beguming s birth and the only end is death — if
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woa ca='t coumt on that, what can you count on?" (1. 29). This means the man knows

e s a birth and there is a death but does nol know what there is berween them, life,

ol o hardly do something to determine their existence. Generally, the uncertainty of ™

S wter life makes the death mysterious and fearful but for Rosencrantz and

Saldemacr life is 2 mystery and death is the only centainty._ In their world life is seen as
e, directionless and uncertain

The 20 contury could easily be summed up as an age of uncermainry, When it
searl: one hundred years ago, religious centitude was already eroding and the
b ontinued steadily as we approach the 21® century, leaving all human beings
s ther existence of an all powerful, all knowing and all loving divine being,
puwweoes the order and rationality of the universe. Two uncxpecied world wars
W B cxpiosion of atomic weapons have made us uncertam about our continued
o0 the planet In this postmodern world we are uncertain and unsure about
- Lz Rosencrantz and Guildensiern, we are given roles and we have o play
we dom . know where we ae located in metaphysically in ume and space
sy [res to locate 2 place or hold on to a point but he fails to hold
wE in W bold any center.  We are in an in-between situation and this is the
e pesmmocorn man. Rosencrantz and Guildenstern kmow nothing of their
S e bere: in fact they stand for all humanity, which knows nothing of
moor wie they are here  So io the postmodern world, like Rosencrantz and
s ge sncerialn about everything: life, death, knowing, unknowing and so
i Donerantz and Guildensiern are Dead, thus iries to articulate
P AyC



Chapter - 3

LACK OF IDENTITY

e play Fosencrants and Guildenstern are Dead, examines Shakespeare’s
S e perspective of two minor characters. In Stoppard's play, characters,
x e [ ualdensiern, who are not fully developed in the onginal play, funohle
Sewidered sbout their mussion and the reason for their exastence. Tom Stoppard
e ple (rom the inside out, changing the very nature of the characters to reflect
pesmmocder dilernma, on our “lack of identity”. In a world of illusions, where
Pt theatrics and mus! “prepare & face 1o mect the faces that [one] meet
2% it seems difficult to define oneselll and locate one’s existence. Thas
w eweculh wue for the title characters of Stoppard’s Rosencramtz and
v demd. These characters are merely minute paris of the universe and have
mi= w play 10 it In Hamlet Shakespeare doesn’l even allow Rosencrantz
sperwe personalities. Because they are falsely polite whenever they
I . Seesdews and ioterchangeable, Stoppard's play repeatedly on this,
W Besencrantr and Guildenstern - even they themselves do so

s plmy, Bosencrantz and Guildensiern are very likeable, and a couple
ety [hey always appear as & pair to compensate for the lack of
Semce the very beginning the two fellows long for a clear identity
ey o cannaot adjust themselves to their present situations,
Sl show their self- idenlity. After rambling about beards and
saddenls i<, “do you remember the first thing that happened
Bowencrar: rephies that 8 messenger sent for them, he seemed
eplasuncon for the resson for their tavels. By the time they
= peteucally unablc 10 comectly distinguish himsell from
e Deildesaers [l 0 pet thew names correct. Similarly
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o o the play confuse them. highlishuag ihew msignificancz: My tame is
- J thus 1s Rosencrantz. ’m sorry — hus name’s Guildenstern and I'm,
=== 711.16). They obviously cannot register their own identities or values. This

enmtite and individuality show their miserable conditoa.

~-1z hecomes frustrated about never knowing for sure whether his name is

~> Guildenstem; Guildenstern replies, “We are comparatively fortunate; we

s Se2n lefi to shift the whole feld of human nomenclature like two blind men
~ozoar (or their own portrails - - - At least we are presented with
mewe. T 28). Pant of Rosencrantz and Guildenstern’s inability to pin down theur
< lies in the lack of character development given 1o each in Shakespeare’s

= Ho=/o1 they are not intended to be individual with deep philosophical ideas; they
w: =ore then stock characters. They are wntten to be fools, and with that destiny

& mx of self -awaceness. Rosencrantz introduces humsel{ by the wrong name and
= o Sem recognizes themselves as the spies W the dumb show. They are unable to
ces rellected in the ari of theatey; they cannar foresee their fates and thus

= their own dea(h.

1 magedy of Rosencrantz and Guildenstern is that Hamler happens around

“n tnoy are helplessly dragged along. They try to figure out their jdentities and
Sz 10 be in their swrroundings but they couldn’t. Throughout the play they

1 o s owp identities. They try to find out who they are and why they are here.
» their Life one moming being swmmoned to Hamlet’s castle, but have no

. Jdfe before thal morming. Shakespeare's story unfolds around them, and

e e falfing right inlo the old English dialect, when they are interacting

» Smaacn=s and then nighl back into modern English once they are alone again.
ot the storv of Hamler before their eves but they don't vecognize

e 21 ihis uowe they never know for swre which of them have which
S micspeare always treals them as 2 duo and vever distinguishes betwveen

- Zows the same thing b his play.




T tmagedy of e Resencrantz and Guildeasters is that, (bey have no exjsieace of
v o and thelr eyistencs depends on Hamler's exisience. Fhe moneat Hamlzn comnes
v e gl ey are nobody, They do got exist without Hamlet with any poini or any

s They peed Hamlet for their release ar even for their demh, When Hamuet comes

w2 thev realize that they are nobady and they don’t belong to this world.

= aarefully analyze the characters of Rosencrantz and Guildenstem, we wil find

~ e e a number of differences between the two, Rosencrantz is optimistic, down
w=. mnperceptive, simple-minded and Guildenstern is pessimistic, intellectual,
s dealistic and so on. It is true that to some extent they are different from each

S e s gagedy 18 that in the play tbey are indistinguishable and dispensable,
- o such as Claudius, Gertrude and even Hamlet often call them by wrong names:
o Dosencrantz and Gulldenstern are often unable i disungmsh them from each
o T is the reality of their life. The only real truth 1s that Rosencrantz and
e vz no fixed identities. We can say that Rosencranlz and Guildenstemn as
SRR e o0 the human condition have no control overs fale and are the victims of
o omuesuances. They have no past and no future and they only exist through

L= Tatiions of them.

ez Soxppard is exploriog the 20™ century notiop of existeatialism which is
s==ol with the problem of self-tdentity. The play Rosencrantz and

= e Jeod creates ap environment where people are isolated from each other
mwncrors blunder their way through life because they don’t know what
o Dovenorarniz and Guildensters s 1zoiauon and identity crises Sioppacd
= = e posimodem world our identices are contingent and ancertain.

e e od Guildegsism, we are siuck in @ worild whare other people’s

1

o — Sy - We may search for an answer or a meaning (¢ our exisience

~

- S el mener Gnd i Through this play Stoppard fries to express thai in

- = ——r e

Loz Bsotwo main characiaTs we 8¢ gever sure ol our own



== ¢ Roseocranz snd Guildeonstern, we find ourselves at the center of an
meeizns Ble world; looely, searching for our own identities and trying to understand

- —xaning of our exsstence.

=0 Doncan explaing, (hitp://home.spriatmail. com/~iifeform /beckstop.htm)) “the

o eoomg part of a pattern of evens — whose cause and purpose they do not
e - which they cannot or will not escape and which both gives them their only
¢ & comos them to their death™ (65). Rosencrantz and Guildenstern represent the
s cmwman, or put more simply, they are no different from us. We can say that

© zhsurdist postmnodernism, because Rosencrantz and Guildensiern may as

of us, We go through life not knowing what our role, our purpose n

. - harder we ook the more we are forced 1o give up and Jet things happen

w. od =t the end we just become part of a greater story, one which we could not
cen if someone explamed it to us night to our faces. We feel more for

oo choracters and we sympathize with their inability to completely change their
~_~_ for their own identity, as we ourselves struggle with the same problem.

S s mer oz intellectual complexities and intricacies of this play help us to see our



Chapter - 4
HYBRIDITY

fvtndity is one of the most imporamt clements of postmodern lierature
o (i most basic sense means “io mix™. Hybndity I8 thus the poxsession or
mmce o mixture A hybrd i something that is mixed, so hybridity is simply o
b other words, a hybrid means something of mixed origin or composition that
B wasery or complexity to a system. In litersture hybridity could mean the bluming of
v Lstinct boundaries between different artistic media, Hybrdity expands the
b experimentation. Today the term hybridity has become one of the most
esmucptual leitmotivs in postmodemn literature. Postmodernism  blends old
wah mew contemporary issues (o create beautiful arrwork thai commands,
e captivates all viewers 1o participate in discovering ils inner meaning; and
e o b describod as a hybnidity or mixtare (hitp:// en. wikipedia .org/wiki
wooosding to this view we can say that both the humor and the darkness of
= o pEx 2 goneranis and Uwildensiern are Dead,  derive tubstantially from
ol sococei and modem; in short we can desceribe the play Rosencraniz and
wrw Dead 25 a hvbrid play

S s ple v present o unigue inlerplay between comedy and the most basie
. e hurman understanding. He uses joke and comie routines; but al

B ® s writing about moral responsibility, about goodness and about owr

philosophical understanding of pealiy, Stoppard™s play
miern wre Dead examingy the lives of Shakespedrg’s
from (omler while the action of Hamiler swirls around

wii gre obwwsus, both plavs are 1r.\.__j.:._'-m-.-.ii._- afvad
e tuil weoak central r'ii.:merw lost and wholly confused in o

e e which scems hostile o them, [n Shakespeare's Hamiet

Emary Deo mdatrveh minor characiors. bul in Stoppard”s play
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e e the ceotral characters and always on the stage. Though they arc dressed os
Blesbethan gentieman, Stoppard's gives them 20" cennury intellects and this mixiure

ks b play g hvbeid one

In Resencrantz and Cwldenstern are Dead, Stoppard’ examines the issues within
S cootewt of comedy using such devises ax a word pames mnd slapstick 1o address
ssmricn question regarding authority, morality. the existence of Uod, the nature ol arl
i m=alit . the uncertainties of the postmodern world and other lssues. The mivture of
oz =d the serioos in Stoppard’s work has Ted some to characterize his play as o
weal farce”. We can say that Stoppard is widely praised for his wit and

& virfuosity, but also his profound senowsness.

h is true that the play Rosencramtz and (rildenstern are Dead, is tsell *comedy”
e work on which it draws i3 Shakespearcan tragedy, which is manipulated w fit into
csmmey. O the new drama In achieving this Pierary tmnsformation. Stoppard makes
ol cowc tropes such as satire and parody; be also, however, sels tragic elements and
e ¢ cwn comic plols, thus completing the process ol asssmulation. It's true
P 1 itz and Cufldenstern are Dead, centered armund serious topics
: e unceralony, non-existence and so on but still mannges to achieve a
s o the s=ame tme nstructs the sudience and people of the world. The
chors, ters of the play dramatize e serious matters of hife in o somchow
manwer [0 Rosencrants gmd Culldenstern gre Dead, Stoppard  ekillfully

el Tgody of life through the medium of comedy and this 5 the man
Sl el of the plot.

sl Cmidenaern aré Dead, we have the combination of high and
e et Jm other words there js an element of double - coding n the
- & snwe of comedy and decp pessimism; uncertainty and fear.
e Sosencrantz and (hmldensiern mlk aboud something very
P and play but 2t the pext moment they talk about something
e comveratvon reproduced below between Rosencranty and



1)
——

s = (tha Bow a p{mnc]m gnd unserious conversalion can lurm Lo a

& wToUs &5 metaphysics”

UL - Wha dad vou oxpect T
IS Semetheng . someone . . . nothing. (They rit facing front} Are you hungry?
LY 3
Mo, You rememnber that coin?
S
b Sk | lost L
Wl coin’!
¢ ¥ don’'t emember cxactly
i P

B Ob that conn | . . clever,
W0 | can’t remember bow | did i
&1 h probably comes natural o you
B Ya 1've got a show-stopper there.
B Do o again
Wecat afford o
E B eme s Lhink of the future.
B mewma| thing

Be b oo Cne ix, after all, hav ing it all the tme , , - how ., and now . ., and

Rl go oo jor cver. Well, not for ever, | suppose. (Pause. )Do you ever thunk of
s dead g o s box whit a lid on it?

& 5

of e shove conversalion Rosencrantz and Guldenstern talk abowt
e like coin but as the conversation proceed suddenly they talk
semwow=. hke future and death



stoppard mixes commoners such as Rosencrantz, Guildenstem,

© anstocrats like Hamlet, Claudius, Gertrude, Poloruus, Ophelia in a
=< they appear as very different from each other and sometimes they
= that when Rosencraatz apd Guildenstern are tatking to each

- dialect” but when they talk with the King and the Queen they
mzsn s0 we can say that in bis play Stoppard mixes the twao dialects

- Evbodity.

when Rosencrantz says that “I want a good story with a beginning,

-

0 2.39). this makes us Jaugh becavse they are living in a world where
sezoning. middle and end and he wants a complete story; this is also very
the same time this line makes us feel bad about them or makes us

» them because we know that they are living in a world where there is no

=we that their search for beginning, middle and end make us laugh but at the

= we think of their condition and how they live in such a disorderly world,
sorres=ol In his play Stoppard ingeniously combines these comic and tragic

we can say that through Rosencrantz’s funny and vaserious line Stoppard

= < terous matter of humanity: the chaos and disorder of the

» the moment of high seriousness coraes when Gujldenstern expresses

about death: "“No, no, no . . . . It's nothing like thar . . . . Death is not

- ... death 15 not anything . . . death is . . .not. It's the absence of presence,
. the endless time of never coming back ... .A gap you can’t see, and
== hlows through it, it makes no sound . . . " (3.93). All these lines of

= express a profound philosophy ol death. We all know that in Shakespeare’s

~w two characters Rosencranlz and Cuildenstern ofien provide comic relief, and
- purpose is 1o relieve the tension of the play. Bur in his play Stoppard wakes

» characters as central figures and through their witty and comic conversation

== cerious issues regarding the humaasey.
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The mixture of theores of myths, mathematics, economics and religion with
gmiimy. playing dice, local comedies or vulgar and dirty jokes, that is of the “lugh and
e e make Rosencrantz and Guifdensiern are Dead completely different from other
P b= e play Ssoppard manages o be funny and sad. comic and gnm, philosophic
sl Ssoxal. Seriousness, tagedy, farce, time and death are some important ¢lements of
e gl = e play we see that one moment the situation 8 tragic and the pext moment
Somectimes Rosencrantz and Guildenstern talk abowud metaphysical things and
sboss =ih, farcical and pointess things. In this pluy we have tragedy mt onc
e b comnady al the next; we have momenis of bigh tensson and suddendy
of fun 5o what we have in this play is inflation and deflation and this
s shython 0f the play. for sometimes if §s serious and sometimes funny. In his
Seppend siclifully blends these senous and (unny clements and thus makes his play
a i o



"y

Chapter - 5
REJECTION OF GRAND NARRATIVES

Grand nar=iive or mela-narrative is a term introduced by Jean Francois lyotard

® s clasec 1979 work The Posimodern Condition: A Report on Knowledge. in which

Lo swmeemes oo s ranze of views which were being developed at the time as a
T of e msemonal and ideological forms of knowledge. Lyotard (1924-1998)
8 P philosopher and literary theorist. He is well known for his articulation of
Ppetmedomess afier lzie 1970s Lyotard’s work is characterized by a persistent
Sppesition S mmvorsals, gramd sarratives and penerality, He is fiercely critical of many
of B Uasesnilhas” diams of e Enlightenment. and several of his works serve o
anlesine S Smdemestnl primcipies that generate these broad claims. In The
Bl Condites A Repont on Koowledoe [ votard argued that our age {with its
kel conitenl = maled & “movedalny  wowands metanarratives”. These
> - Sametmes “pand sasabves” — are gand | larpe - scale theories and
il sl abeatt Miees swch a5 the progress of historv, the
e e x sl e pessibaliny of zhsolute freedom. Lyotard
: : s of these kinds are adeguate 1o

o Jemn-Fran® w3 e0is_Lyotard),

=

_—

== é = Oferenee @versity, the incomparibility, of our
il desimes and for tha reason postmedernity s characterized by an
s Acsosing w0 Lyotard, in the postmodern period, people no
a mumatves and al] those Enlightenment views. “The grand
iy regardless of what mode of unification it uses, regardless
8 apesslanse narrative or narratives of emancipation” (Lyotard gtd in The
. . Sepenton Knowledge, 1979:490). In his essav 1 yolard stales

o owor D owe can escape the grand narratives: now it is time for local
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narratives, and nothing can be on a lang term basis: nothing is forever and everything is

for the time being.

Now the guestion is how Tom Stoppard’s play Rosencrant:z and Guildenstern are
Dead rejects the ideas of grand narratives. As we all know, this play was produced in the
year 1960s. When Stoppard wrote Rosencrantz and Guildenstern are Dead, England was
dealing with the aftermath of WW IT and the end of colonization,causing the public 10
question authority, challenge precedence and debunk mythologies associated with power
and prestige. At thai time most people of England was unsure about everything; many of
them had lost their faith in religion and in all Enlightenment views. We can say that this
is the situation of the characters of Rosencrantz and Guildenstern are Dead, who can not

rely on anything.

It is true that Rosencrantz and Guildenstern are Dead is a postmodern text and
postmodernists argue that no grand narrative is possible but this play does not wholly

follows the ideas of Lyotard which he expresses in his essay The Postmodern Condition:

A Report on Knowledge. In this essay Lyotard talks about many issues of grand

narratives all of which are not needed for Rosencraniz and Guildenstern are Dead. But
as we are talking about grand narratives, we cannot ignore Lyotard’s views since be is the

theorist who first used the term “grand narratives™.

Stoppard’s play Rosencrantz and Guildensiern are Dead in many ways questions
grand narcatives and deals with local narratives. In the play Stoppard rejects such grand
issues as the ideas of teleology. Simply, teleology means ‘the docirines of the final
causes'. Teleology is the philosophical study of design. purpose, directive principle, or
finality in nature or human creation. In other words, a teleological argument is an
argument for the existence of God or a creator based on perceived evidence of order,
purpose, design and /or direction in nature (http://en.wikipedia.org/wiky/ Teleology). In
the play through the condition of Rosencrantz and Guildenstern, Stoppard sbows that
there is no order, purpose, design or direction in their world. We all know that this play

does not have any beginning, middle and end. By rejecting the teleological circle that
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everything has a beginning and a final end. Stoppard actually tries to break all the grapd
rules opposed o postmodemnism and make his play a completely fresh and new one
which deals with focal issues. We can sav that through this play Stoppard wries Lo say that

there is no formal or final explanation for any phenomena in the posimadern world.

We know that in classical theatre most of the plays confain “Five Acts” such as
Introduction, Middle, Denouement (unrevealing), Climax and Conclusion but Stoppard’s
Rosencrantz and Guildenstern are dead does not follow this track. Jt is true fhat
Stoppard’s play is based on Shakespeare's Hamlet but he completely rejects the classical
theatrical ideas of the ending. The play Rosencraniz and Guildenstern cre Dead ends in a
very ambiguous way. Through this play Stoppard rejects the fraditional way of ending;
that is to say 2 complcte ending. This play ends in a way that creates a lot of guestions in
the mind of the readers or audiences. We can say that this ending i1s not the (inal ending

rather it is the beginning of a new story.

We all know that Hamler is mostly wriften as poetry, in “blank verse™ with an
elevated tone .In Rosencrantz and Guildenstern are Dead Stoppard uses some passages
from Hwmnlet, but most of it is written in colloquial prose(giving the effect of deflation).
This play is laden with rhetorical questions, repetition, witty repariee, biblical references
and references 1o Jiterature. By using colloquial language Stoppard makes his play closer
to the life of the common people and this can be an example of rejection of grand

narratives.

This play reveals that truth s contingent and is something which is not permanent.
This means that the play expresscé; that truth is truth for the time being. In fact n
Rosencrantz and Guildenstern’s world everything is constituted for the time being, for the
moment. They have no future and have no past, so for them the present is everything. Just
like postmodern beings they only live for the present; nothing is permanent and there is
po permanent or total solution in thetr world, Like all the postmodern beings Rosencrantz
and Guildenstern are skeptical about all the ideas of grand narratives, enlighienment

views and even life becausc their life is completely meaningless. They live for the
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raoment: they play. talk and pass time, as if they are jusl having fun. We can say, like all

postmodem beings they are not concerned about anything.

We koow that the promise of the enlightenment was 1o free mankind from the
icrationalities of myth, retigion and superstition through reason and knawledge. Through
all the grand ideas of knowledge and science they wanted 10 make the world certain and
stable but in the 20" century with the expenences of the Second World War, people have
lost their hope and faith in everyvthing. In Rosencrantz and Guildenstern are Dead when
Guildenstern says. “the scientific approach to the examination of phenomiena is a defence
against pure emotion of fear” (1. 11-12.) 1t makes clear that in his play Stoppard has
created a space in which science is not a certainty. Like Lvotard, Jom Stoppacd as a
wriler of the 1960s thinks that in postmodem world we cannot depend on grand
narratives anyrnore. Through Rosencrantz and Guildenstern’s uncenainties, through their
disbelief and through their present condition Stoppard tries to give us a glimpse of the
condition of s society where there is no depth at all: ¢vervthing is for the time being;
and s fragmented. So through this play Stoppard sometimes directly or sometimes

indirectly teies 1o show us that in postmodem world there 1s no place for grand narratives.
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Chapter-6
PLAYFULNESS

We all know that playfulness is an important element of postmodernism. Simply.
playfulness or parody means making fun or ridiculing something. Postmodemism
promotes parody, irony and plavfulness and as a postmodem play Rosencrantz and
Guildenstern are Dead, is not out of that. We can say that this play is an amazingly witty
retelling of Hamlet from the perspective of two minor characters, mixed with existential
philosophy and excellent repartee. According to Matt Hetling, [hitp:/www. / Amazon_
com Rosencrantz and Guildenstern are dead (An Evergreen Book) Books Tom Stoppard.
html] in this play, the ttular characters are fleshed out absurdly or comically, and are
inept io some ways, and very human and sympathetic in others. The shawdown Jogic and

the absurd is always entertaining.

Stoppard’'s play Rosencrantz end Guildensiern are Dead is vich in the playfu!l usc of
cliché, black humor, irony, puns, burlesque, risqué words ete. The dialogues of
Rosencrantz and Guildenstern are witty and the usage of them as the protagonists is
crcative and adds more comedy to the story. In other words we can say that while
presenting the tragedy of Hamlet from these two side characters, Stoppard delves into
different guestions and philosophies with brilliant word games. This play is full of wit

and philosophical banter.

Borrowing the characters from William  Shakespeare’s Hamfet, Tom Stoppard
creates an existential comedy of characters plight in a pre-determined plot with witty and
whimsica) use of the English language. There is a lot of physical humor and slapstick in
the play. I'or example, in the conversation below between the Player and Guildenstern,

providcs us a glimpse humor:

PLAYER: (gaily freeing himself): 1 did! - T did! - You're quicker than your friend. . . .

(Confidently)y Now for » handful of guilders 1 happen to have a private and uncut
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performance of the Rape of the Sabine Woman- or rather woman, or rather Alfred-(Over
his shoulder.)Get your skirt on, Alfred-
(The BOY starts srruggling tto a female robe.) il

... and for eight you can participate. Il

(GUIL backs, PLAYER follows.) Il "1"
. . . taking either part. * ' !

(GUIL hacks.) " lfhb.:'
... or both for ten.

(GUIL tries to turn away, PLAYER holds kis sleeve.)
... with encores-

(QUIL smashes the PLAYER across the face. The PLAYER recoils. GUIL stands ,|f
trembling.) Ui
(Resigned and quite). Get your skirt off, Alfred . . ..
(ALFRED struggles out of his half- on robe )[1.18-19]

Throughout the play we find this kind of physical and verbal comedy which elicits
outright langhter,

It is true that Stoppard’s Rosencrantz and Guildenstern are Dead is based on
Shakespeare's revenge tragedy Hamlet, but much of this play is comedy. Rosencrantz
and Guildenstern do provide comic relief at various points in Hamlel. so this play does
well to play up the comedlic aspects of their lives. The mood of questioning, rebellion and
playfulness can be seen in the way that Rosencramtz and Guildenstern are Dead
travesties Hamlet; the tragedians, serious in their treatment of Death and holding a
“mirror up to life” in Hamlet are now reduced to comedians and potential pornographers
in Rosencrantz and Guildenstern are Dead. The treatment of death has also undergone 2
transformation from the profound to the comic, from high tragedy to slapstick comedy. In
that sense we can say that Stoppard’s play leans invariably towards the truly comic,

despite its many tragic referents.
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We all know that in Hamlet, Rosencrantz and Guildenstern are identified solely as
Jamler's childhood fricnds. and are interchangeable with respect to characierization. In
JTamlet they don’t have any distinct identity and afso in Stoppard’s play they arc
onfused about their own identities. The lack of identification berween the characters
ontinues to such an exten! that the reader feels difficuli to differentiate petween the two.
Losencrantz and Guildenstern constantly have their identities mixed up and sometimes as
reader we tend to forgel that who is who. Rosencrantz and Guildenstern’s confusion
bout their identities provide humor for the audience or veader. In fact; part of the play’s
oke is their lack of jdentity. On the other hand we can say that their strange lack of
dentity provides a deep phijosophical and sad view of the postimodern world but the way
hey are longing for their jdentities or the way they are trving 1o figure oul their own

ames, is truly funny and evokes taughter.

Tom Stoppard’s best known plays are comedies, which often deal with
netaphysical and cthical questions and are characterized by verbal wit and Rosencraniz
nd Guildenstersi are Dead directly falls under this category. His plays are known for
cing both deeply philosophical and lighthearled because through the unserious and
anny moments Stoppard provides us the serious matters of human life. Stoppard's work
s always characterized by jokes, puns and innuendo. Some critics say that although
toppard masterfully uses Elizabethan wit and vaudeville comedy, Rosencraniz and
ruildenstern are Dead is ultimately ap intellectual play that 'thinks’ or some savs thal
his play is intelligent, witty and compacl. JL is frue that different people have different
pinions regarding the play but we can say that this play is very funny and makes us
augh. Yet although Rosencrantz and Guildensiern are Dead is set on the tringes of a
amous fragedy, and touches on profound questions, its prime aim is entertainment, and
articularly comedy. According to The New York Times *This is a most remarkable play.

‘ery funny. Very brilliant. Very chilling.”
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Chapter-7
CHANCE

Chance is one of the key features of postmodernism, According 1o the pastmodern
thought this world is created by chance and chance rules the world. Through the play
Rosencremiz oned (.?r.rd'.’c}ﬂm‘fern are Dead, Tom Stoppard tries to show us how in
postmodern world chance becomes an important element of human life. The play
ultimately suggests that chance has a prominent role in our lives, In fact we can say that
as we are living in the postmodern world so we have 10 rely on chance. In Rosencraniz
and Guildenstern are Dead, however, the world is unfathomable and disorderly.
Coincidence and chance dominates, as in the play's opening coin-tossing sequence in
which Rosencrantz and Guildenstern will be unable to change the run of heads, since
chance alone determines their furure,

As the play opens we see that Rosencrantz and Guildensiern are playing a coin-
tossing game or we can say a simple game of chance. Whoever calls the coin correctly
wins i, and Rosencrantz has been calling heads and winning dozens of times. On the
other hand, Guildenstern loses bet after bet 1o Rosencrantz as the flipped coins keep
coming up heads. Guildenstern tries lo calculate the idea of chance in his head: he just
can’t believe that the coin could land heads-up so many times in a row 1f there was a
fifty-fifty chance each time that it would land tails,

ROS: Heads.
(He picks it up and puts it in his bag. The process is repeated,)
Heads.
(Again.)
ROS: Heads.
(Again.)
Heads.
(Again.)




Heads.
GUIL (fipping a cain): There is an ar to the building up of suspense.
ROS: Heads.
GUIL (flipping another). Though it can be done by luck alone.
ROS: Heads. .
GUIL: If that’s the word I'm after.
ROS (raises hix head ar GUIL): Seventy- six love.
(GUIL gets up but has nowhere to go. He spins another coin over his shoulder
without looking at il, his aitention being directed at his environment or lack of it.
Heads,
GUIL: A weaker man might be moved to re-examine his faith, if in nothing else at Jeast
in the law of probability, (1. 7-8)

Throughout the play Rosencranrz and Guidensiern are Dead we find the workings
of ‘chance’, All the possible meanings of the word *chance’” are shown in the following
conversation between Player and Guildenstern, illustrating its importance:

PLAYER: Home. We're traveling people. We take our chances where we find them,
GUIL: Tt was chance, then?

PLAYER: Chance?

GUIL: You found us.

PLAYER: Oh yes.

GUIL: You were looking?

PLAYER: Oh no.

GUIL: Chance, then.

PLAYER: Or fate.

GUIL: Yours or ours?

PLAYER: [t could hardly be one without the other.
GUIL: Fate, then.
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PLAYER: Oh yes. We have no control. Tonight we play to the court. Or the night afier.
Or to the tavern. Ornot. (1.18)

Scenes of gambling occur repeatedly in Rosencrantz and Guildenstern are Dead and
underscore the central role that chance plays in the lives of the characters. As | mentioned
sarlier in this chapter, even the play opens with a game, so later Guildenstern tricks the
Player into accepting a bet that the year of the player’s birth doubled is an even number:

GUIL (casually): Do you like a bet?
PLAYER: Ha-alt!

(The TRAGEDIANS look interested. The PLAYER comes forward.)
PLAYER: What kind of bet did you have in mind?

(GUIL walks half the distance towards the PLAYER, staps with his foot over the
cain.)

GUIL: Double or quits,
PLAYER: Well . . . heads.

(GUIL raises his foor. The PLAYER bends The TRAGEDIANS crowed round.
Relief and congratulations. The PLAYER picks up the coin. GUIL throws him a second
coin.)

GUIL: Again?

_ (Some of the TRAGEDIANS are for it, others against. The PLAYER nods and

fosses the coin.)
GUIL: Heads.

(It is. He picks it up )

Again,

(GUIL spins coin.) [1. 20-21]
All these gambling, this reliance on chance rather then individual actions highlights how
much chance drives the lives of Rosencrantz and Guildenstern and how litile they do to
ounferact it. Although they are frustraled that chance puts them in unmanageable
situations, Rosencrantz and Guildenstern take no action to help themselves und constantly
surrender themselves to chance,




As a postmodemn play then, Rosencramiz and Guildenstern are Dead, describes I

that there is no order in the world and everything happens by chance. Through this play
Stoppard tries to account for a world where chance seems to rule. In the postmodern H
world, like Rosencrantz and Guildenstern we constantly surrender ourselves to chance |
because this world is dominated by chance.




CHAPTER-8
CONCLUSION

Rosencrantz and Guildenstern are Dead is the fabulously inventive tale of Hamler
as told from the perspectives of the bewildered Roscacrantz and Guildensiemn, two minor
characiers in Shakespcare’s play. In Tom Stoppard’s best known wark, this
Shakespearean Laure) and Hardy finally get a chance (o take the lead role, but do sain a
world where echoes of Waiting for Godoi resound, where reality and s}usion intermix
and where fate lcads our two characters to a tragic but ineviiable end. Caught 1 a world
beyond their undcrstanding and unsure of thejr purpose, they do the best they tan with
the small tidbits of information they are giver, ultimately leading to their demise. In other
words, Stoppard skilifully weaves the various plots {rom FHum/fer into the story of two

bewildered innocents just doing wha( they ace told to do!

In Rosencraniz und Guildenstern are Dead we come across postmodernist
fearures such as: intertextuality. uncertaloty and inbetweeness, lack of identity, hybmdity,
playfulness, chance, confusion and so on. Stoppard’s play reflects postmodem world that
3s incxplicable and where people have no sense of ceriainty. (hroughout the ptay we
expected the unexpecied. The known becomes the unknown in this plav, further
emphasizing the world's uncertainty. This play shows that human beings are mere
‘players’ in this confusing and uncertain world. At the heart of this play 1s the theme of
“coping” and “getting through the day” so that lomorsow comes we can have the strength

to continue.

Through the play Rosencraniz and Guildenstern are Dead Stoppard expresses soru
specific aspects of life, like how difficult it is for an individual to find bis or her place in
society; the confusion and feelinps of what we are doing here and why we are doing
things. This play also raises questions about whether we are free as individuals, or are

capablc off making our own decisions apart from sociery-whether that freedom even
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matters once a decision has been made “by* or ‘for’ us. So the play Rosencrantz and
Guildenstern are Dead, suggests to readers that without realizing the freedom of choice;

life is empty and purposeless.

Tom Stoppard writes of the anxjety and confusion of life, of loss of identity, of the
helpless individual caught up in forces impervious to reason. His plays raise questions
about freedom and the uncertainty of all knowledge and perception. The characters may
suffer from serious anxiety, but the farce makes this very lack a cause for enjoyment and
the play Rosencrantz and Guildenstern are Dead, reflects all (hese ideas and thoughts of
Stoppard. Although this play is based on the famous revenge-tragedy Hamler, it is also a
work of art that lives and breathes on its own. Written and produced in 1967,
Rosencrantz and Guildenstern are Dead continues (o intrigue and entertain. The themes
of the play are universal and the circumstances in it al! too familiar. In today’s world like
Rosencrantz and Guildenstern we still play games 0 pass the time and we still act on

tidbits of information.

. Through Rosencrantz and Guildenstern are Dead, Stoppard tries to capture ideas
and thoughts of postmodernism and also tries to make us aware of the world's
uncertainties. This play is one of the 20" century’s most poignant treatments of the

buman effort to find meaning in a universe viewed as meaningless.
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